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Introduction

This is a book for people who say, ‘1 haven't got the patience”.

Never forgel, you can always paint better than you expect, and this book aims to help
vou to do so. This is my best shot at putting my own Jifetime’s knowledge down in an
understandable way, and I hope it will serve you for a lifetime. Here you will find a vast
array of different types of landscapes, and ways of putting them down in watercolour,

Some of the techniques are very simple — painting sparkling water, for example,
or beach shingle, sky. snow, and more. They will give vou the freedom to paint what
vou want, how vou want. Here are the tools, the means for painting as vou choose,
This is the book [ wanted when | was struggling in painting. Use it to build vouf self-
confidence, to strengthen and revitalize vour work. or to get going for the first time.

It is a wonderful truth about the human brain that no matter its youth or age it
goes on learning. You may have wanted to paint all vour life, but not had the time or
opportunity to start. You may be a student at college or university and want to progress
quickly. You could be starting out, or have a moderate level of experience.You may be an
accomplished painter, even a professional artist or illustrator, and mav simply need to
approach watercolour from a new angle. There is something in here for vou.

The information in this book is easy to follow. It builds on what has gone before, but
it is not bound by tradition. It will help vou to bring something different to show the
world, vour peer group and your friends. Above all, this is for vou, for vour own art.

stay positive — Happy painting!
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Materials

Excellent materials help, but you can still achieve good results without the best
Obtain what vou are able to, and add as you go. Get top-qguality paper and sable
brushes if voil can. If vou cannot, substitute others, The same applies to the colours
used for these projects if you do not have them all. 1f you are short of what you need,
remember that manv fine artists have lacked the best matenals. Whatever you work

with, have a positive attitude — your greatest asset.

J1°gnj2M) qY) :Wos) Pap

Choosing watercolour paper
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omposition

Vhy is it that one image looks great, while another does not? This
is I-':l'_;uh' down to composition, and there are certain guidelines that
can help yvou compose any subject into something visuallv truthiul
and pleasing, Planning is the key, so ask vourself questions: Where
is the focal point? Where will I put the horizon? What is the best
iperture shape? Answering these questions will help vou produce a

good composition with ease,

The pﬂmt oj interest
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wErucal e for d vidinig masses 3t three orF fve --,..- B --_ t - -1:?-. }
I--I "I :I . -I:I-- »
r -__ -:-'_- - 'I-._-
:-- - :-- -.--.F_-I. P

ded from: fib Iketab.ir



http://lib.ommolketab.ir
http://lib.ommolketab.ir

ql) :woJs) papno)

Formats

:-'-JI?H.-H':'

FPanorama



http://lib.ommolketab.ir
http://lib.ommolketab.ir

Tonal composition

L TEL E

loaded from: fib. Iketab.ir



http://lib.ommolketab.ir
http://lib.ommolketab.ir

srqojamn) qY) :woas pap

Perspective

Perspective allows the artist to place three-dimensional objects in the two
dimensions of a piece of paper. Without a basic understanding of the laws of
perspective it is virtually impossible to draw a landscape that looks realistic,

Even when a landscape is devoid of straight lines, the artist still requires a basic

understanding of perspective to render the scene correctly

Linear perspective

ira Mes appear 10 meet at 4 S#ngie point as tney pass into
y they carry an as paraliel, a
working qut the effect of
perspective On ODEGS Was Oovsloped centunes apgo. It aligws you

1o plot comvergng hines 10 represent the diminishing of objects with

kDWW

1 h MR ay ¥

e
ystern for easily

dsstance. and & knowr as lingar perspective’. t canbe used as a
framewark to plat all the elements of your pamting.

The vanishing point
The vanishing point = the point wheme parallel lines disappear from
nonzonta! ime disgppears where 1t touches the

orvenional angscaps pa nng the Norzon gl

3l limes an ' objects located above your =ye level
progect up from the horzon; for example. the tons of doorways
Lines below you, such as paverments, project cown from the
horzon. VWhen an element in your panting & not horizomal, such

as & street running up or down hill from you, then the vanis
pomt s not located on
the horzon, Dut 15 efhes

@ el WS

200vVE Or Delow L However
buildings on that same
street, with a few exceptions,
are ikely 10 be horzontal

=0 each one wall have 1o be
projected with lines leadng
1o the horzon

THECRETICAL HORITOMN
PEASFECTIVE LINES



http://lib.ommolketab.ir
http://lib.ommolketab.ir

loaded from: lib

The vanishing point

A zingle ling extended from a house will
locate the vanishing point an the horzon
for all other lines in that elevation. When 3l
other lines for this elevation are projected
from this vamshing point. they automatically
agree with each other Establishing the
position of the bulding, and working out a
single line to the hiomzon using guesswork
eriables you o produce a cormredt
perspective drawing. even i your drawing is
wieng in other respects.

Locating further vanishing points
When maore than one elevation of a
building is wisble {for example, the sde

of the house at nght angles to the frant),
another vanishing point is réquired for
the second plane. Parallel lines along the
elevation will point to 3 different position
on the horizon — a varishing point for that
elevation. Finding where one line from the
bulding orosses the horizon will enable you
to locate a vanishing point.

Objects exist i1 three dimensions, 50 a
third varushing point can often be required.
if you look upwards at tall buildings you
will see that vertical lines also recede. They
comverge towards a vanishing point up
above. A vertical vanishing point above the
scene was used to project the Golden Gate
Bridge on page 115

The vertical vanishing pont may
sometimes be down below instead of up
above. This is the case if you are above
the subject, perhaps locking down a shaft
or viewitg & scene from a helicogter; for
sxample. Guesswork is often sufficient to

piot the vertical perspectve.

Iketab.ir

People in perspective

People on the same level and of a similar height to you share your eye level Becalse of
being on your eye level, thewr eyes will be n the same horizontal plane along the horizon
By drawing their heads along this ine. no matter how near or far, and their bodies in
proportion. your drawing of them will obey the laws of perspective. Shorter people will be
drawn lower than the horizon line and taller people higher

Receding bands

Surfaces or planes narrow with distance Though these may be broad swathes. they resolve
nto thinner and thinner bands as they recede in the image, as with a field pattern or mud
banks on an estuary. Maling wide obiects namower the further away they are helps them
cenform to the principles of perspective and gives an illusion of distance.

-"f . i,
] -~ C -\I'p’f.. C‘__::\- Y,

Making @ grid like this enabies you 10 supenmpose perspaciive over g rondorn dostnbution of ohiects By
placing oblecty in different positions in each box, moking g rendom choie for acch, you con still follow the
principles of perspecthe in recession

The bar diongside shows how distonces of equally spoced lines rechice a5 they recede You con Use this
dicgrom s a reference when considenng the perspective of your own subsect malter

Aerial perspective

Colour cools and becomes paler with distance. So to give a feeling of recession in
your pictures paint distant areas bluer and use warmer colours for the foreground.
This is described in more detail on page 28, where the effect of aerial perspective is
dermonstrated in 2 long-distance painting of countryside.
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Washes

The wash s the building block of watercolour - a swathe of colour brushed onto
paper. Watercolour is transparent. Light passes through the pigment onto the paper
and bounces back; the white paper imparts light. Watercolour depends on this
transparent effect of pigment, paper and light. A potential problem with watercolour
is a lack of strength in the finished result because paint always dries much lighter
This can be overcome by using more colour in washes, or by overlaving washes,
even washes of the same colour. Colours can be built up by overlaving them in
transparent washes, by mixing the colours, or a combination of both.

There are two basic tvpes of wash: wet-in-wet, where the paper is wet and colour

added; and wet-on-dry, where paint is applied to drv paper.

Wet-in-wet

| yse wet-in-wet for smooth skees Washes Above, wiTter SEcthernng wos LSad 1o
i or overlaid one above the other, ook of the cistant ITee conopees in thit diturmy
sullding colour and tone The colours can ndscope (See pope
e applied one after the other wet-in-wet
Forsle '.'.i.- gregler control dry between

anc re-wel the paper

Wet -on-dry

our wilh water a
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Glazing  Flat wash Granulation

Watercolour paintings are built by ‘sl Anplying a wash to dry paper is an effective.  Useful for texaur e, granutation, 3 grairy

K

or overlaying colours. When overfaid way of tinting an area ready to start painting  effect. appears from certain pigments such
cofours alter, but remain transparent, ower it — such as 3 sky, field or foreground as cerulean bluse, cobalt blue, cobalt winlet.
Subsequent coverings can cover some follage. The colour can be easily applied flat ~ manganese blue manganese vislet, raw
areas, leaving others unaltered. the water smooths the flow of colour sienna, burmt umber, vory black and others

Manganese colours and cerulean blue are
best. French ultramanne produces 3 similar
and beautiful gathering effect of caloun
sometmes called flocoulation

oy I Reeepvy fegrment

S 2 T I S o el g
gammerng in the amples af Mod arid rough pober

Brushmarks

Celour can be applied from the tip o

-4

Mixing colours for washes

a brush or by any other means over Pregise colours can be attained by micGng
unpamted paper or onto a wash of calour them together thoroughly with water
When applied on dry colour, as beigw, tha before applying. Greys mced from twao
focus is sharp; on wet paper it s soft colours can be biased shghtly toward red or

blue on the palette, for a warm or coof grey.
then apphed pale with a watery mnc

—
- ¥
» = 2
. .
oy
i
]
- ws the Underfsng et werm oy moved from enddrraurn red an
L 'L combaErie reridenn Blue. hos gromudamred siahin,
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Colour

A colour wheel presents colours simply: here it shows spectrum positions of
mixes and tube colours used in this book. Three primary colours create all colours,

including the three secondary colours, but even large numbers of pigments cannot

duplicate pure colour perfectly. Primary and adjacent secondarv colours produce

beautiful third mnk o Iu;tiar!. "colotirs

secondary colours

Yy CLNDUrE arg SN

Tertiary colowrs

MM zerondass

- = P -
primary colour ta

tertiaries gt TP AN
PnrBnrate tuse calo c ok -
an the raln 5

Further mixing

- - .
(zragdahons of cofour can eo
COhOH 20

more o less indefinitely The

teurth round af the colo s
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0 eautilul greys, the is =
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three colours

Greys and darks

Uisaful colours from tra

NENCe e ke 10
gEneral principke
dding sma
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the other way around, starte
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Field of corn

A sea of wheat stalks as far as the eye can see presents a complex
pattern that diminishes with perspective. The challenge is to create
detail, but not lose the overall feel, including foreground, distance,
texture and recession, all on a bright sunny day. Create light on the
tand by contrasting it with tone in the sky.

Techniques for painting corn

With an underlying wash in place, you

Masking corn
The masking technigue gves real

can use a variety of techmigues. includine

wiiegl, a5 showm, and many other

maskang Vertical dry brushstroke: can be
used to imply the com texture A candle
can be rubbed over the surface and

averlaid with a darker wash to reveal the

paler wax-resst texture, Brushstrokes can
be applied for the stalks thereslves or the
spaces befwesan them

r.and then add strokes

first try brushing

ok
Wiale

n strokes of
of colour

Paint the field with 2 mix of

1

in the foreground

and cadmium red, adding by
Mask the comn
dper (see helow

few com stalks with 2 dio pen

Jurmitl senna

and french ultramanne into ¢

rqpjIRJOwwo gy woJs papi

Colour palette

O B

15m 2nd can enable you o paint

" ceredl crops and grasses;

Brush on a mix of french ultramarine
and burnt senng, [eaving
hghts. Brush roughly vertical strokes for
ras you get more distant

an & dry brush for =ome textyre,

raw sienna
a few rough
with

heads

} Mask a

Faint some seeds in the heads of the

i P oSl
Iaregroung corn and dr

foreground, moiuding dry-brush work, 0 gve fextund. Brush shadows a
Wi canilz Grer L Il over WO, lBaving some YWhnen the pamnt 15 dry d with a mix of burnt umber and
" brus thery Drughs maskang french uitramanne
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Meadow of wild flowers

A flower-filled meadow is an explosion of colour, tonal vanation and movement

where a myriad of tiny shapes collide and dance.You ¢an convey the confusion of a

field of flowers by using simple processes such as masking and spattering

the separate techniques. Faint abstract shapes, even in the foreground, and describe

just a few daisies in more detail.

Painting daistes

Each daisy petal can be a singe stroke made

with a colour shaper, Only a few daisies
are drawn complately; the rest are just
marks, perhaps with a hint of petals, Here
the sun i shightly ahead and to the lefi, so
the flonwers are flattened. except in the
foreground where the viewer i right above
them, Paint the centres with cadmium
lernon, adding a fmtle half-moon accent
round the egge af the white in a muted
green from the paletie

use single strokes 1o mask
destant flowers, mak ang TNem iarger as youd
WOrK Nearern, and KEepng them rageed and
unevenly spaced. Soatter 3 few daisies

a toothb

.'1
Z
®

rush dipped m masking fluid

d YECnY _-'|='_E'F|

glaze from cadmium lemon
and a little phthalo green, adding bum

umber to warm it Brush this colour over

Toothbrush spattermg

When using a toothbirush 1o spatter, dp

it in the masking flud and bang 1 on your
and, brnistles facing down. For fine texture,

::rag your thumb acress the bnsties

Far a field of flowers, spatter larger blobs

of masking flusd in the foreground, keeping

them fevver and wider spaced Work from

the foreground mto the distance so that

the droplets get smaller with perspective

Foliow dizgonal fines back into the meadow

as you spatter; from bottom to top.

2 Spatter more masking fluid over the
meadow, M darker versionsof the

yeliow green, same bnghter greens, and

ome dark greens using burmnt umber, french

L |'| Armigrre *---:’J a Ity ;'PTluaI.._ r.- e
'C-.r:..'mu 11'er' the bottom up

from the point of & large brush, aimina

gped biobs of water, with dry spaces
petween, Vigonoushy spatter the greens mio

e wWaler angas

, overlaving

3 SpaTier waler

rqpjIRJOwwo gy woJs papi

Colour palette

Daisy meadow (opposite)

Lk g oy o e T L P
Yinen plonning the joreground (Exture o

meadow, think m termns of brood digganal

IGEMYINE jonm — aeepyy

n the foreg

When dry, spatter with water Spatter
dark colour in, ﬂ.n-{!:, and ;a.—':ﬂ%ﬂ:l n the
foreground, smaller in the distance. Spatter
bumnt umber on s own

eman, Yvhen dry,

hghter colour m
and med with Cadmuum |

F
vertical marks for weeds and

nd '!'E' o

s Allow 10 dry, and remove the masking
Tued, Lightly remodel the foreground dames

with a Iittle white gouache
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Sheep 1n pasture

splitting the pasture into bwo greens — a warm vellow, orange green and a

cool dark blue green — gives the effect of looking into the sun. Masking the
sheep and pen means vou can work the field very roughly across. Painting tramarine = cobatt blge t1 a figthit ‘
the darker pen bars across the lighter ones while they are masked enables * phihals = indiar e - - SEnRa -

Vo to Datng a2 L_'t'l]'!?],"il.‘h sequence more 1."...‘!"'1'“:'.. |

-
e

> ey

e AN

B&

th water dronlists ro
AT RIS TIU

rimaskad

A
Y wars wrth 3 fresek ulfesrmissae
_____ s WiTN a irench uitrama -

Final painting (opposite)

Tt ST tHass " i the blark anec
B ST CLAIINSE O DO OINES,
Te (LU I LN DEN DAys Fven @ [in
e L 0T i CTWEVE [
- PIRPORTT T SR L ST PR T
A e L [ £ COoG LIFCLOHSE
ol g shalrere F = T =
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Windmill on the marshes — BHBIEB

Few man-made structures are more evocative than a mill. Itis a challenge to

draw and paint a mill close up like this, but problems diminish if there is more
space between the viewer and the mill. Close obsenvation is vital when painting

=ails this close to hand.

Colour palette

Drawing windnull sails & SR Folon b omiaiddin e
From a vanishing point (VP) on 2 Vs : .-~—-~:-,-. bspbetinlis .
the horizon draw a line across _'.5-.,'&, ' &_* Ll *' bl # jer
where the bottom of the ) . I L v burntsienns = boht ced
sails will be. Run two s '3 Pt . o
paraliel lines up i/ '__," \

r 4 !

from the line for the sides of the sail area, then ,
complete a backward-titing box with a line for the top of ! [ il
the sails from the VE Draw an X between the box cormers.

Building up a tower

First paint the sy arpund the tower
Wet the body of the tower, aveiding the
windows, brush in the first colour from
ieft 10 right. and let the wash dry, Re-wet
the paper and add the second colour, again
from left to right. Use 3 darker colour for
the shade on the left Wet the cap and
add a very pale wash from the shadow
side, then add the details 16 the cap and
windows. Lift the paint for the doorway,

sk the sails and 2 Paint the first wash for Apply the shadow to Working windmill (opposite)

fantaif, the 1op window the tower, going over the side away from the Everyihing chove the water was cormplefed
frame and slats the bottom the masking fluid and out light. Remove: the masking ferst. with the boats left as white shapes agairist
window and the doorWet to the edges, and add the flird and add the detail of the bark Later, the darker ports of the soiks, the
thesky sreaand add the ey foreground mixes. Onice ary, the cap fantal, windows shodow oaoss the tower, the dsiant landsrone
colours, Allow te dry apply the colour on the cap and door, dnd details on the boats ond tower were added

6 The Land
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Open rolling countryside

Depth, distance and space - these are the challenging demands a landscape makes
on a painter. Place the horizon high if vou are looking down from a height. Treat the
distant landscape as part of the sky and paint the two as one, letting the distance
fade into the landscape. Progressively warm the colours towards the foreground.

High-horizon pieiws
Paint the sky and land washes together on the wet paper, allowing them to eend and
dry Faint the distant pale passapes wet-on-dr

perspective as they come forwards.

¥, CLarkering, warming and widenmg

with

I?‘I

e

Paint wet-in-wet vellow, with added Add green rmixed from hookers green
1 burnt sienna in the foregroumd, 2 and raw sienna in & pale wash from
merging to green from the middle distance  the loreground, deepenmg in the middle
arid blue in the far distance. In the painting distance. Add more burnt senng 1o the

opposie the ey = paintad down mio the foreg ll:'Jl"ﬂ Moded the distant noge gelall
green area with french ultramarne

R

3 Lising pr mgres.&-.e!-. stronger colour; ] Add new gambaope to the nearer dar
oneris jges, work masses and broagen them az the fielg

soaces widen out for PerIoey

ctive. Brish a

PreEn ardd raw

Jr :‘r'_

strps :—F -"nl__.-'C'jls!_-ﬂ get nearer they are mix of hookers BN Onto

the foreground field

I gDjIRJOWWO Gy :Woss PIPD

Colour palette

Aerial perspective

Just as sky 15 2 Dlue colour colour tends

to g0 blue as it pales with distance. Co

i

means Dlue and warm o means yellow or

c:f—.-fa"r“.?r Iz orange. Bumt wenna 15 a

BT e2rin CO:0
foreground with v
can be wiolet or purple. and n autumn
distant feaves maroon

red. The colour with the greatest sense

rwhich can infuse the
srarmth, Dhstant colours
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Mop brush sketch

Use a squirrel mop brush.to dash a
& L+

Gscdpe

E ]
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Moorland ||

Here is menacing grey rock, with a mass of cracks and fissures as complex as a dty

street plan, It could have been dark and dull. but 1 wanted to light the scene and put
a flourish on the weathered face of this great gritstone edge. Keeping the rock right

of centre gives space for the distant landscape.
Colour palette

Painting rock peaks Wash techmiguies Bt et il i
Rough passages of paint with sharp edges Two miethods of applying the paint provide it 5 : )
look rodky wihen used with contrastmg the roick effects o .

tones. Try starting with pale grey mimes
such ds cerulean blue, guinacndone
riagenta and burnt genna. Brush the
hard shadow patterns wet-on=dry with

dark miees, such a5 cerulean blue, french

Wiy resist
Wax recist pives the reverse texture of dry

brush. Instez

ultramarme and burmt umber Allow 1o dry, ame patiern, but 2 negative ve i
then line with dark fissures. Cerulean blue convinong heht Texture

ted texture. but mixes of

rmit umber also

gives & granu
french uhlt
e gocd darks

an

Simple rocks

Drag water across the rock i a wet/dry
texdure. Add a mix of bumnt senna and
oD Dlue in the shadow, ietting the colour
spread. Add a dark mixed from french
uitrarmarine and burnit umber; and finich

A

with strong colour and a fissure or two

he brush, often on its belly or side, allows the Mot or rough paper surface to

e of natural textures Bdoiy
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Golden landscape il B

What really matters in this landscape, flooded with the subtle, warm colowrs of .
Colour palette

sunset, is control of tone. The full range of tonal possibilities is explored, from white ks valinee & & ; ity .
paper to intense dark. The warm orange-browns are dull in their own right, but phifain gress = napies yellow =

work as a base for lights and darks to project the scene and make it glow.

Painting a sunset landscape Golden evening Enppmrm
You can produce a wonderful glowing Thas pontmg s 0 SUCCession o

andscape with a limited colour paletie

the road is offset and the image is dvided

harzamtally @i two uhegil secions

e With the papar wet anphy another
rmx of bumt sienna and-cadmium
Mask the p i rI'|-'- road using yellow around the sun, reserving a yellow
1 a colpur shaper (page 11 ).\et the halo of the previous wash around the white
paper, Apply 3 watery mix of naples yellow, Apply a wash of burmnt sienna outside and
keeping it away from the sun area ina lost-  below this down-to the foreground. Apply a
edged wash. Then add warmer cadmium grey of guinacndone miagenta and phthals
yedlonw and burmt sienna near the sum, saving  green along this ndge and 1o the entire
white, shown here before it has gpread area befow, keaping an outer halo of orange
smoothly on the wet papen around the sum, all in soft-edped washes.

4 The foréground wash s one with
the Malaton wash. Brush intense dark

3 When dry, wet the sharp-edged ndge. Leaving a halo of undertying colour showing

through below the sun, add 2 weak misc of bumt sienna and cadmium yellow, sironge streaks of phthalo green and quinacndone
further away, and then add this wash to the whole painting below the ridge. Follow with 2 magenta mix for the (wits of grass inio thes,
red-biased wash with added quinacndone magenta around the edge of the _'ﬂ'E Outside keaping these off the road Brush the road
his add a red-biased grey of quinacridone magenta and phthalo green. shifting & with dark perspective streaks of this coloun
retitral and darker further away from the sun, sideways and downwards which 5 also used for the distant trees
when dry
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Mediterranean scene

Sunshine can be captured without painting sun or sky. Its effect on the land is

constructed with saved whites and carefully chosen warm colours contrasted by

sttong darks. The pattern of the buildings is identified and defined at the outset,

and the individual structures are drawn out of the compasition as it progresses.

Painting a sunny landscape

The colour mixes stiggested here could be a reference for your own

rendering of a sunny landscape.

Bt EOF

|
LS
-~

-1 Try & mix of naples yeliow, cadmium

ora

Ze -and burnt sienna for the hill
Acd patches of mixed green gold and terre

YETE WEL-IN-WeL TS spreads for bushes.

Buald up the red roofs with cadmium
red and napes yellow, and add z hittle

burnt siening m places - groups of roofs ane

rarely the same colour. Use indian red in the

Lop corper 1o Duld up some of INE wWarm

dark-Coloured 1ohage.

The Lond

2 Apply naples yeliow 10 the buldings,
saving whites and add a pale wash of
cadrmum orange 1o the backeround, Apply
youUr greens and run ina Gark green mix of
phthalo green and gquinacndone magenta,
and use these darks 1o comrast the buldings.

Lise phit rid burmt sienng

for shadows. For the masonry use a
pake rmux of cobalt blue, naples yeliow and
burnit seenna. Lise light red on the building
face. Build up the mid and dark greens and

shadews. Touch in the wandows with indigo

IrqpjIRjowwo gy woJs pap

Colour palette

T s 2
= g * orESn g0
. . " .

Painting layers
Thirtk of a painting as'a senes of samplifled
paimings —each 15 a transparent layer
pamied over the previous layver Mentally
brealang the painting down into layers and
working each ane at a time in this way
makes the process easier Define foliape
#reds you want to work by wetting

and running the colours inand you w
that the water does the work for yolL

Pamting the sea

If the sea i in your painting, 35 in the
pictire shown right, there are many ways
of painting it, depencing on the tdal state,
lighting wind conddions and so on (see
pages B8-10%). The water shown here was
created first with 3 wash of raw sienna,
appled wsing horzontal strokes wet-on-dry,
with a few white ripples left to supgest the
play of light This was overlaid with phthalo
blue. leawing ripples in the underlying wash.
Once this base was dry, dean water was
brushed on femly in vertical strokes and
soft, pale building reflections lified out

bry dabibing with kitchen towel Ripples of
hth

alo blue were added, and when dry;

reflections added in indigo and a mix of

nidigs and phthalo blue
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Trees by a river N1l

The main feature in this river scene is the glint of light in the water — evervthing

revolves around this. The theme of glinting light is repeated throughout the
composition in the barm roofs, at the base of the tree and in the very light

foreground water where glints from the high sun are just beginning to be reflected.

Colour palette
Masking to create sparkle on water sdmum fermon * quinacridone magents
Sun sparkie on broken water can be achieved by wax reast on rough orMNot watercolour irench ultramarne « ghthals blue-s 3
paper but maskmg gives a more interesting visual effect Apply masking flud using 2 hog-hair  DU= * 1 0 grESN = Ty * Des

brush, with the fibres sightly splayed outwards. These three sparkie patterns were made
by dabbing maskang fluid gently dowrwards waith the brush held vertically so zll the fibres
touch the paper separately.

Ripples

Reflactions often npple downiwards m a senes of hornzontal and vertical steps Let them
ficrw loosely off the pont of the brush, Brush them in a senes of loosely painted strasght
strokes, getiing longer as they get nearer Rather than copying the exact shapes. wiork fast
and let the brush produre the shapes naturally.

- ¥

1 Mask the sparkies with 2 After the darks are Brush in the walermix

a hog har brush Pairt brushed nto the na pattern of darker
on diuted phthalo blue and  background, Lightly brush Dlue npples.and then the tree
ndigo, with cadmium yellow, 0 ripples of the water mix reflection in 2 series of npples,
burnit sennz and phithalo Wel-onedry, both wet-on-dry. Keep both
green in the background calours hight areund the sun

sparkles. Remove the maskang,
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Bluebell wood 11111

Bluebells in a forest — a texture, a blurred swathe of colour, a shroud of sky draped

: Colour palette
on the woodland floor — but how do vou paint them? The answer lies in how your ey TJ.: g T
visual mind decodes the amazing prospect of thousands of individual bluebells. frefch wiramaring » cobalk blue + pl

This scene shows how to paint not just blucbells, but the effect they create Er e

Pamting bluebells Wiax resist bluebells

Ruib gently on rough or Mot

dimpled surface covered n 3 texture of
Clear wax and ureaxed papar that becomes

y when wet colour 5 apdlied

apparent on

1 Mask the bluebells using many upward Beush in the distant woodland
strokes. Cover the forest lloor with floor with a mux of cabah bles and

LI Ex L0
targer marks in the foreground: smaller gquinacridone magenia {see the mam image).
and closer packed further up the painting. Ulse sCrap paper 1o protect this area and

Spatter masking with a toothbrush from spatier datrier versions of the green moc
above the foreground into the distance for VWhen dry, spatter intense ¢ of this with Wax candle rubbed over the bluebel
added french uftramarne and bumt sienna. colour;

Wax candle applied fimly over

blusbell colower, with more colour

In the bluebell wood (opposite)

e Dlusbets were lposely touched in with @
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Winter trees

Here is a labyrinth of snaking branches in a woodland canopy. Masking allows you
to paint an apparently complex scene with ease and also gives snow-clad branch
elfects. The branches may appear to be curving, but the underhving structure is of
a series of straight lines changing direction suddenly — this is the key to drawing

CONVINCINE trées

Masking trees

Masieng i= more than just a

S mark= makan
Al FS, Miakirt

A BT & Creadiive 1

I Lailitglve

W .

%9 w gls

rqpjIRjowwo gy :woJss papoojL

Colour palette

o Thiy w =

1o T "

£ larger
imit sienina

e heanches and darks


http://lib.ommolketab.ir
http://lib.ommolketab.ir

Mixing greys

Fa
=

" 3 T #
[ i ] ol
(R .
P rriresrt wort
shrma oo
e e Treneh
e iRl & s]
e et
AT
}

e, S .l §
L “an e
v P hanar
‘ DR tart

SN

i

s - LAl i

L)

l_..
- _..“ il . g
qEVHE 1 - ¢
i eom g8 : :
A 5 b i
G = b = ) |
a2 gl ; 2 K
I
B ; &
] AR o 0 L : p
i £ ; : i
c 4 ; ; ; ; ¢
| = R i o _
> = 2 T o il .lr.H a x
= g -
= A ._
= : = £ 2 i
¥, - 4 m
. - 5 al] . P
g = i A &
. KA fo &5 s °
=71 <] 4
Y =g T .
LA .-.I..l s |n ]



http://lib.ommolketab.ir
http://lib.ommolketab.ir

rqpjIRjowwo gy :woJs papn

Spring blossoms TI11TIHWI1

Mainting blossom is easy — maost of it is saved white with textured masking, and Colour-nialette
e , ) : ” ur Daietle
small accents of colour. These tiny areas of colour may be pale and few, but they G o ki A I

create a powerful visual message in the eve of the beholder, forming shapes fre fitramarine = pht -

around the masking and leading to the visual conclusion of ‘blossom’. . =L - -
Textured - s Blossom colour
HM:CL'HIR To get a subtle blossom colour use naples yellow as a cantroling

Blossom toxd vand pale mixes of gumacnidone

vaDhEs yEUOW with & iTte Guina

- - maarh rodmoare & Firle reeres i am
d pdit PEAln CoQun A HILE More: gL

= L Eala A Y LY Nl Y Iatay, P
1 S0 PNk Agd FEE & il DYUe makes il v

8 itie QuINacndone midg

b L @ $ - i e rmaclis T Fee
L 2 ine ntens 1 4 n:.__. e the maskang, This
trench wtramar ang takes much of the colour

and qumnacridone magenta with 3

i

1 jenby gat
—-|. ) T T - - —
s ] wAat e Drush vertically 1o get
it the mustipicty of Ty mark
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Undergrowth ARRERRNEE

A simple’drvscape’ of twigs can work well if you use convincing texture Colour palette

for the foreground and a radical tonal range from white to dark. The trees e i st & ultrEmaTnE
counterbalance the space to the left, the horizon is above the centre line to blie = cobalt blus + zerutsan blue = phthalo green

emphasize the foreground, and the shadow links to the toreground

Layered masking Painting undergrowth
Ahemate layers of masking 1exture and o -, - =

) B v L e i b W L~ Lo gl AL Sl
colour combine to build real depth and Vo T "‘dﬁﬁ"“ﬂﬁﬁ‘ﬁ
more complex texiure inlo a :::'egr-:u": i ry - .‘.L;_r- ) E

Creative brushmarks

Let the brush mzke the natural marks it 5

paintin

M FAamope and a it

D

R Woodland floor (opposite)
X , 5 r‘-' s The dried textirs of g Wirkler w
.‘ﬁ%'h 4 k' ¥
ey " b = L el = b 1 P i ¥ _I
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Halated trees 11NNl

Instead of being silhouetted in front of bright light, here trees and objects

. . _ Colour palette
are bleached out of existence, bent toward vellow. The colours move =g FJ

through orange and red to magenta, crimson and black — the halation jTETitE » irE I . * rmidy orESn =

rainbow — a partial spectrum caused by glare in the eve. With this e

treatment the whites can look brighter than the paper

ait

e transparent

tramarine and

15 colour for the

Final painting (opposite)

Altbn fade, the house 5 bocklit. Nofre

¢ yhere sunht prass bounces the
g e, Irunks: nedr e ground, Faller
leaves and twigs are shaded unide A
B MIsaires Bl =l -".- 2 (BLhES OFE
toaach wWLh O e Durnk se
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Fair weather

The sky here is a series of wet-in-wet glazes, giving control of the
tonal effect and the colour distribution. It is painted from a cormer
opposite the sun where it is darkest, rather than the top down,
Skies often darken imperceptibly at the horizon, and bringing this
phenomenon out can give a scene more impact

Place the honzon at about one-third

up. with the boats away from the
centre. Mazk the complete boat hull up to
the cabin roofs. but not the masts. Just mask
3 little masthead detail Mask the distant
boat hull tot and a few distant ights on the
horizon, as appropriate.

4 With the sk still wet, brush phthalo
Dibe over the sky more strongly, 2gam
from the top right-hand cormer into the
mage, removing paint and adding water
to the brush as you work it down to the
horizomn: Many other cofour options are

possible for a bue dey

8 Sloe

IrqgDjIRJOwWO Gy :Woss Paf

Wet the sky above the horizon. Brush

quinacridone red along the horizon
line so that it fades upwards into the white
paper from halfway up. Brush ina broad
band of cadmium orange wet-in-wet

halfway up the siol but not gquite 1o the top.

Paint the sand with a basic wash of

5

little fight red to the foreground sand. and
leaving lights for the pools. Sweep the
colour aoross with the point of the brush
in fine swathes. diminishing in width for tha

yellow ochre, wet-on-dry, adding 2

Qistant areas.

Colour palette

trafsoane

o Eac T noe oA rTRarE .

w e cathmium orange « gomacndons fed
ch itranarne o pivthals Blss
& ollev i arales i

With the sky weL on the right of

the painting brush in 2 pale wash of
cobalt blue at the bottom of the sky and
one of phthalo blue with 3 small amount of
phthalo green at the top Add & little french
uitramanne along the harizon,

Brush in the dark streaks with a mine
of burmt senna and french ultramarine
for a strong dark brown. Use the point of
the brush and taper the strokes off, building
the pattern of pools at low tide The land

stays lighter than the shky
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Dramatic sky 11

-il,:- treere a moment of ctemity on paper. its \\'hﬂr YL di! :"1.‘:[":"‘ vl start I;!ﬂ!
) ; - ; Colour ps ..erE:

matters: mix plenty of paint beforehand, then run the colours straight onto the paper

and leave them alone — this way you preserve vitality and expression in vour skies. tramasing = cobalt blus « maple ow

#\_de

S =E 2K ‘,./"‘

peflze Bange Brewn wirm grey  ooel prey

Clonids — iparm to cool

gnce demons

Hard and
soft edges

In the

e and then

Cloud formation (above)

A e mf el dion Al thie e

me:hf J':1rr.i‘~r:rqhh
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Storm and lightning

Hiere is howw Lo put the zap into |[H]‘|h’1ir1g. |.:J_f|]'||:11|_n;_f| travels in a series of straight
lines, each in a different direction as it follows the path of least resistance. Often a
main central bolt has branches spreading off horizontally near its root in the sky,

:‘*P]J‘n'iﬁ_‘,."" tiy almiost \':.*rTi.:n]I_'.' downwards — ‘J"‘a‘:“?' like an u}\:,;,j,_:--.j““n Iree,

Painting a lightning strike

AT DIeCE While still wet apply a dark bladkash

of card dipped in blue colour over the |mage, avodmg
f

pranches with a colour the track of the bolt Then let some of the

pranches with a pen nib, or serateh them dark colour spread acnoss the bolt Use a
WWhen dry wet the paper and apply | <oft brugh or 2 fan blender 1o blend the

QUINACTICONE M3 down coloyr t dry

et

Scratching out

&-Dest Cone wWih an

Using a shaper

ror Qistant igntring mask the bofts wih-3 Scratching out

extremely sharp craft knife. razor blade

tiy Whore

ft the hght

cioud before removing the

Lightning in the landscape

—

ere the lightning & m

S qDJRNJOWWO Gl :L0I P

Colour palette

:3 Laantly ‘soub’ the edees of the
IEALNINE, WOrkimg gway irom the

masking fluid The masking

LS

rotacts

white of the |Eh‘.:r|:-d'!;; bl Irom any
Ry | e P I PIPRIN 1Y By
O COour, DT TR serubhmg

g | ¥ E - L
produces the shimmer Remove the masking

veal the bolt Let it dry:

Lightning bolt (opposite)
Thick masking achreves the eneroy of ENiming

for ary interse Fett s
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Rainbow T1111

Rainbows usually appear with a backdrop of grev skv, from a passing rainstorm,

very dark and violet. The land below the rainbow will often be alight with intense .
clear sunshine after the rain, so paint the land lighter than the skyv. Here the rainbow

shape is lifted from the grey-violet sky after the painting is virtually complete.

Colour palette

afn ACCUrale rengimon

Eerence D
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Final painting (above)
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Sunset

For glittering lights and a blazing setting sun, carefully save the white, leaving a
larger area for the sun than vou think is necessan. The colour radiating out of the

light source moves from warm to cool, and the effect contrasts bright colour with

intense dark. Use masking fluid to ensure the glints, especially on the gate.

Fatnting the setting sun

t anhy th he sun arts mear the sun are smos citle
- - I b B cd LT S T & - v .
sk e mocste | he colo B il R a byt
=l & (R E CORCAUr SE0UE C L

INn-wet. Keen the coloyr
o EER e COiDU

Colour palette

Water feathering

Adding white gouache

Areas Of unger

rqpjIRjowwo gy :woJs papn

.
L)
SUrface, sD it just
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Painting glints on the gate (left)
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Mountains in snow 11T

A mountain i a complex pattern of fissures and cracks, snow and bare rock, light :
1 ; Colour paletie

tones and shadows, highlights and textures; chaotic, and vet logical — mndomness e s T—— .

within order. Painting positive space with colour over negative masked space blue = burnt umber + neutral tint

achieves complexity; combined, they make texture. Brush marks without masking,

saved whites and dryv brush will all render mountains effectively.

rush strokes for

] After lightly sketching the mountain 2 Pamt the sky wet-in-wet. defi
wel T and paint the lower hall with a mauntamn fop. Mask untdy ma

mix of french ultramanne and a Imtle added  the upper mountain with an old brush 5 the upper areas

neutral tnt. Lose the i '.|'=_. WWidsh mMarks run honzontally here, with narro e they are mased, bul leave the
In N wel upper mor 2 MO5t egge columns of ines FOINE down the mountam 2 colour unpainted further gorn
:EQ;‘E!"' the colour at the base of the wash DElore disaf

The Jungfrau
(opposite)
The sky was wel but not o

Sidyed wore

Remove the masking
the mouniam sge r

tr the moht-hand cmrreer
d -

_.ﬂr- maskeng Pemo Wil it wios still wet "- I
erlying colous, which 1 High altitude mwer siopes are g mix of
5 that enhance the e Paint the sky and leave the mountains white, In the paintng ~ cerulean burn



http://lib.ommolketab.ir
http://lib.ommolketab.ir

loaded from: fib.


http://lib.ommolketab.ir
http://lib.ommolketab.ir

Mountain lake

High altitude mountains are fundamentally different from almost all other
landscapes. The atmosphere is thin and this affects the way the light behaves. Some
conditions give piercing light and severe blues, where the lack of haze makes a
mackery of long distances. You can simply paint around the mountain with dense

colour, vet itwill have mass and bulk.

Painting a mountain lake scene Flat reflections (right)

e steps below ne way inwhich  Paint a lake with a wash of phthato

d render 1 e of mountam blue, qunacndone magenta and
M opposte. Notice the bumt s:enna. fading in the distance

reflection has @ mass Zone and & break #hen dry. streak the mountain
zone. refer 1o page 8|, The mass zone s reflection vertically wet-in-wet Add

wet-in-wet For the break zone, rpples are

gum arabal 10 the papenio

e stiffen’ the m, :
soft focus. yet separate
t effect Drag out the wet reflection
will look wet area in ripples on dry paper, and

Drush on Dlue npples

= i
Streak the mourtam with raw Senng

; vk I e ey (R TR
inacndone red and phinalo Dive

th a little light red in places, saving

£
yated wash, Pant the mountam

chadgws with 3 cobalt blue and bumnt water foreground
senna mix Mask some snow

IrqgDjIRJOwWO Gy :Woss Paf

Colour palette

T} o r i ey ¥ mArTE 4

o

Brush a warm brown ol gu daone
redd, burmt sienna-and french

g

ountain, Gy it and

i

QU NppEles onte the
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Misty mountain scene

To paint mist, save whites by wetting the paper and adding colour around them in
soft-edged washes. Some mist has pale tone saved in *_-'uhs.uquum washes: some

retains its whiteness, Faint wet-in-wet to create the diffused edges of mist. Sparingly

add brushstrokes of gum arabic to these areas for improved control.

Defining areas of nist

Mask the water and houses Apply a

iEs l__,-': Faw SeEnnd. HEDIEE ll"E':::'l'r H.r-d
cabalt blue wet-in-wet to the whale mage
including the foreground, savang whites for
mist This image is unfinished and shows
the process of applying colour from top to
bottom, Allow 1o dry.

3 Apply & mix of french ultramarine,
ndian red and hooker's green to the
forest m the mid distance. Add cadmium

leman to the mine and touch this in here

and there to heip shape the tress, Brush

2 Apply mees of cobalt blue and bumt
sienina wet-in-wet for the ridges

and land, leaving an addional area above

the previously saved white mist area for

a cream-coloured mast Mask other light

areas and features, such as here for the

the field walls, to be saved.

Wet the mst, Apply 3 cobalt blue and
DUMT Si2nna mod wal-m-wal sayving

some white: Brush onte the flds, addng

hooker's green in places. Add light ¢

d
the foreground. Paint dark detail and the
a

shadowed parts of the walls, opposit

masked siges: Lift the mist band

J1°GDJINJOWWO Y] :LW0I) PIPDC

Colour palette

arTn . Racridone masenty «

Rising nust

The mest and mountain were both
pamted wet The rmust was painted yellow
for light reflected from sunlit meadows,
and the mountam was painted grey-wiolat
The mountain dried first. The water from
the mist invaded the drying wash, causing
an accidental back run —an additional
mest effect

Painting mist with white paint
Although it is easier to paint mist by adding
White, @s shovwn i'l'E!'E. it s betier io use

the technique spanngly This method can

lack the beauty of true watercolour, where
sheed wirtes ook natural ang transparent

lavers of tone are wibrant
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Mist aboope the Tarn
.-"nir_-aflt.r mmauiitaiits o cloud ter remmoving the masking fi

3 e T o s
2ach Iaver o the painting ang i
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Tree-covered mountains

The lightest of touches achieves the massiveness of a distant range. If an object
is pale and large the viewer visually reads it as being vast. A lavered approach,
with the lightest tones furthest away and the darkest nearest, gives the feeling of
distance. Tome pats the visual message across more than colour.

S e
rJI ¢ oUEn g B

mixed from cob

1 Blue. quin

Wl DO :enng on Tne

]_ paper retrd

'  Make sure plenty of 'w
e L ik Trs Lk b i
retrace it through fo watercolour paper,

> arg

saved on the mountains; Uking the grey-blue

leaving a fain 2 mountzin mik, brush a wash of this colour

t precize outline. Wet the

anto the nearer

oid all the mountain

ey SvDId &

lower mountamn range

sound 1one for 3

NEaEed,

bulkding. the be

strong

rlayerin the mikdie dr

P L
In more

intain range

rd the mo
2 ;
Paint from the

bottom up with phthalo bies, burnt

nnacndone m;

3 tha raflection
3 & rEieLl

defiring the 1ops |

JrqgpjIRJOwWO gy :1Woss pIPDe

Colour palette

- . i TR TS .
% o R -
- | 1)
- |-

Dry brush a mix of french ultramanne,
quinacridone magenta and burmt

senng over the distant mouniamns and the

B T T ¥ -~ § #
v. Famt the trees and hills with

PR i
£ Wyl

s

e ik TR M rEet e
S gneEns Fami TNE neangs ran

rker mi of the mourtaim colour st

wash onto the

brush the mountan range colours into the

ater; Lse vertical strokes of dark tone for
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Kocky outcrops

With a vast ocean dragging acres of foam through shoealing reefs and past several
freestanding rocks, masking fluid provides a solution to painting the sea and
the rocks separately. Four light washes of colour are dragged across the rocks in

succession ta give the texture, with very little detail being modelled. Keep it simple

Tovo fechniques

Masking these rocks allows you to paint the sea past them as though they are not there,
bt

EnIng a threa-aimansonal dluson Alternatively, you can wet the sea area around the rocks
<ave ther approsimate shapes as dry paper and 2dd colour to the sea Diraw the pant up
tor their edges. Edges can be modelled maore finely with this methed than with masking.

The rock is saved white here_ but
masked in the pamting opposits

[ | i il
wherse the sky was pamted in cobalt blus

and cadm

runs dorn bet
turguense: light, viridian, transp paren t yellow: 2iong tha surface. Leave the painting to

o i &
naples yellow wit red and dry thoroughly: Repeat the fechnique with
french ultramaring, than naples yellow and cubseguant washes

light red on the beach

Painting rock strata
Faint the rodks with light washes, drying
them each time VWashes are pale and

Ty + fs e peme il o o
trarsparent. Diry brush the rocksy testurne

For a final touch

rqgpjIRJOWWO Gy :1u

~HEENNN

Colour palette

3 "f Orush a stronger wash of

Blue and burnt sienna, savng so
miore i 15 3
he gireciong

horizontally, with the brush being used ir

the same direction, linking all the rocks

T':'J:"""'I{."' Iry to foliow the direction of the

strata walh your brush

al sweeps of the {

5N & wash o
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Mediterranean mountains  BEREE
Fading blue-grevs in the distance create a feeling of recession, enhanced by

warm foreground colour. Do not work every area, but leave space and allow the

mind to wander. Here detail emerges from successive loosely treated lavers, but I I . I

the tone runs the full range from dark to light and gives the painting strength,
with many different greens giving varety.

; i

Create 2 biue-grey mix of cadmium Paint the distant mountains usng a pale Build up the undertone of the land

red and phthalo blue, using a lot of wash of cobalt blue, naples vellow and uzing transparent yeilow for the
water Apply & rapid wash of this colour to viridian. When dry, use a water feathering mid distance. mpng the colour with
the sky wet-on-dry leaving flecks of white, techmique - drag a damip brush across, burmt sienna. Lise naples yeliow in the
Add some phthalo blue to the top of the leaving flecks of dry paper, and apply a mix foreground. Leave white spaces in the
wash {0 darken it of phihale blue, viridan and guinacridene distance and the nearby whits building

red for the shadowed gullies and streaks shapes, and vary the tone and colour
J - - \

!

Apoly more colour and add different Brush green gold on the mountam Apply mare fiald ealour and finih the
greens of sap green and graen gold, siopes Add streaks of mied cobalt edge details with darks. Diry brush the
dragzing them wet-in-wet and wet-on-dry blue, viridian and gquinacridone red, and foreground with green gold, burnt senna
across the distant and middle-dhstant fields  marks of indigo wet-in-wet but wet-on-dry  and indigo mixes. Paint the roofs naples
in places, Drag warm colour of burnt siennia  for the cypress trees Brush bumt lenna on vellow and quinacridone red, Pamt shad
across the paper in the foreground, the fields again wealls with cobalt Blue and burnt sienna

8 Mountiins o Chs : !
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Lake with swans 11111111

F - 1 LT 15 - BT (1 H ~. W, i + '} T 1
I'he swans are not painted, but are masked at the beginning with & Colour palette

colour shaper and forgotten about, only to be unmasked near the . :
end of the painting with just a little work to finish them. Masking s nbt . .

allows woul Lo brush colours across the silhouettes, so textures and

"
-

washes create a naturalistic three-dimensional illusion.

Painting swans Painting

otharwise req

|- the pamntine oonosts the
shallow fo

e e e

and carks are et in v

ctill wet

Painting gentle ripples

Eas 5

P = it e
- L1 o LHCALR A

vl
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Stream in full flow 111

seem complex, but vou can make it much easier to paint by

[his scenie may Y

hreakine it down into sections and working it one picece at a time, W hen vou have
o I

Bniched one section, look away from it, then stand back; seeing the painting from

a distance will often reward vou with confidence.

Ly

L= — =) C = " wr e = & = )
! . = - - i - E 5 & £
E § LA = el |
r = L " . Ll - L LIS e R B A =
} i T 3
L L L
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The setting is important when painting a scene that features a deep-water rver.
In this picture the close and angled foreground visually pushes the river even
turther back into the distance and makes it seem broad. | seek out a riverscape

that creates reflections i the water and enhances the wet ook,

Deep river water E

Colour palette
Water-spattered foliage ARSI, - STRICERT. peacw -
Colowr spattered into spatiered w incing folage. Oy it | s R

between each layer Combine it with masking for a realistic river bank

Wl L

Masking and spattering

the whiles between spattered laysrs
handle down on the palm s ANg previous marks showing through
patter water an the foliage, then spattera off the tip. Work from bottom to top for s With the
mix.of cacmum £mon, burmnt senna and & dirminishing dropiet sze.Algn the brush TSk Lo wegve
diaponally nearty. flattenmg with distance under leaves. Paint dare leaves above
lor perspectve ther 3

iver and touch in masked ones with
Spatter light red and cobalt

River jTi'quTt"L'ffi‘t‘ turgguoise light for a fimshing fiourish

MULTELE VAMISHMNG POINTE PROSECT
FROM AN INYTRBLE HORTOM

.

THEORETICAL HORITOMN
PERSFECTIVE LISSES
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Rowing boat on a lake

Rint a rowing boat with people in it as an entity, mapping out the overall shape of
the people, boat and reflection first. A rowing boat sits at an angle and the people sit
in it crooked: caught in movement, they tend to lean in the opposite direction to the
tilt of the boat.

Painting boats

Peaple in boats are not abways relaxed, They are tense. and counteracting all sorts of
forces, often crouched low o keep the precancus centre of gravity Gonwn, Or SWayng
in rod movernent. i is useful to capture these positions on camers; a photograph
eloguently tells the whole briefl process of the rowing action. Keep the heads of the
figures in boats very small indead.

I| ’ .-""/
| - - -
1 i s
-1 Paint the water with & mix of bumt 2 Apply water colour, leaving areas of
sienna and cobalt blue. apphong the uncertone for the reflectzon and

ripples, Paint inside the boat. its stnpe and
shadow areas of the figure.

cotour around the shape of the boat. figure
and reflection

Rowmyg action
These colour sketches show oar strokes
with rowing acbon caught at different stages

B

rqpjIRJowwo gy :WoJs Papno)

ill "RE

Colour palette

Admiam red » phthalo Soe » cobalt blua »
= NANES YD * M Sianna = Durnt Se =

Out on the lake (opposite)
This painting rebes on the tenal balance for
its effect (see page | |}, Branches m the

foreground trees are painted with @ woodcok

Pamt a few darker sireaks on the
3 waler, and 20q darker npplies.
Complete the boat and figure Touch in the
cars ungdermneath
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Barges on a canal 1111

Straight man-made barges contrast with ragged passages ol nature
Vibrant transparent lights of bumt sienna and new gamboge are

otfset with strong darks. Masking is both problem solving and

creative, and the combination of accurate and loose reflections is =
achieved with a waler feathening techniguee. Many intense colours are

built up loosely in this canal scene, i erts . - . it

Painting the barges _ . o lighit P o

| DR

(pi]
"

!

i

i

i

M

| b clenna the o < with nhthalo o
WIMIUT yeliow anc DUt Lienna, ang
e Af phites Wet the baroe =t
4 RS WY ! B e -
kel f - # g
o L SABT T
e } T ’
i | e e I P
Ot
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Reflections 111l

Watercolour is the ideal medium for painting water — it behaves <o similarly on
paper to water in much greater quantitics. Use strong colours wet-in=wet and let
them mix. Mix large quantities of colour and have plenty of clean water. Work fast

and loose, and |1.| :!"ltl"lf['-P]l,"'- flon l'l|.1-||"|k' t'lliiﬁlr!

Harbmir reflections ’ =
Lize plenty of withm the mass reflechion blurred. Paint the : i y
with rapid sharp-focus brushstrokes X ) 5 Y

Light on dark

B0 dark= Vvet the g raw Senng and loosely trudh th wash twice to strengthen it. The wall
n uncide down o g5 the Rarbiour wit ¢ tita sflaction rioples are 3 darker mix of
W CIBAN Mied Ble Brie f about size &1 0 wall colou
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Shallow water over rocks

A rocky turquoise poal can be visually stunning, but the lack of features could
deter some painters from having a go. Keep the water’s edge and cave away from

the centre. Create many abstract patterns and textures. Apply colour mostly wet-
in-wet for the water and wet-on-dry for the rock face

Fian the
potition of Lise water feathering to produce 3
the pools edge dark fesured texture of cracks. Pick

and the cave on

tracng paper. Draw on the reverss

issures with the poimt
of the of a brush. Repeat the water "e.z'.herng

tracing, place it over the mage and trace for warmer colours in the rock. letts ng ths
through. Brush the rocky grotto wall with 3 spread into the cave mouth and leaving

zomie lizhts reflected from the water

ight wash of burnt sienna and cobalt blue.

4 Re-wet the pool

JrqpjaRjowwo gy woss papn

Colour palette

Wit the poal A.r-.f' naples yellow ang
burmt sienna (o the base of the wash

lr-ur- this spread upwards

Underwater effects
* Underwater obyects appear elongated

Gue to rnTrm ngn

the bending of light
= Lift rocks for a softened look. as thou
blurred by water,

» Towch in the lifted rocks with burnt sienna

=1
o

1o 'put them under water

Final painting ffr,u;m::;'rw
5 [ DErween [he rocks Dy

weal-nr-try 3_,..':.'

jows are bu

SNA0ows In Ihe area
the two care masses and when dry.
i a :f-'l MONe LUNCerwiier oces :':‘1 LS e
MNotce some undenwaier rocks: are 1 shom
focus, while some are soft


http://lib.ommolketab.ir
http://lib.ommolketab.ir

i

downloaded from: lib.ommolketab.ir



http://lib.ommolketab.ir
http://lib.ommolketab.ir

arqojomny qy :wosy pap

Falls

Paint strong contrasts — every part of this painting is light against dark, or dark

Colour palette

against light. Wel-in-wet painting achieves the mist and masking with a rough
hog-hair brush produces the glint on the water. The dark patches in the falls are 2. f Sigring
wider spaced as they accelerate down into the mist and disappear.

; S
Falling water e .- -

This techrgue produces ghnis on water

with smaller ones and more light showin
at the top W

lmnimer referts thes o
IQNEEr refecls tne 5

|
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Boat sailing on the sea

The sparkles on the sea are created by a number of physical forces and laws
that interact — light, wind, waves, tide and perspective. Together they create
randomness within order; chaotic and vet within certain limits that define them
and make them instantly recognisable. Here the question is — how to get these

long stringy lights into a rough sea?

Dab> rmaskang fld with an old brush

caked with dned masking fluid. Here a
grey wiash contrasts with ragged highlights
with the masking removed, Spatier
distarit sparsles wath masking flud fromea
toothbrush by dragomg the thumb across
the bristles. Protect the sky above the
honzon with & cover The maskng flud =
applied in horzontal tracks with large gaps
between the tracks nearer the foreground.

Brush a second wash on the sea,

il T leawing long streaks of light as saved
; whites. The masking 15 complermentad with
- a fittle dry. brushwork to save additional
. . b e Whites. The honzon is contrasted bath
e e e —?U"ﬂi' dark and ight against the grey sky Keep
o . o = "m the emphasis on the complex random
sl r SRR sequences of nature rather than trying to
: ‘%’- H._L__!ﬂ e over tidy

3 Masiang fluid produces a range of
lextures, and some areas can be
dimost biocked out with random masked
patterns. Pant pale colour into the masked
area 10 accentuate glare. Paint rough, dark
sireaks across the masked areas, but keep
most of them out of the central ‘dazzie’
areq. Scrub vertcal rays’ across the [arpe
masked foreground fighlights for additional
glare and movement

gD Gt} :Wwosy pap

Colour palette

Reflecting light

A small codied up. npped-up piece of typing
paper tpped rito masking flurd and used
lengthways gots the testure of reflected
light on the sea. Get nd of excess fluid
before testing it 1o see i it is rough enough,
then dab it on the paper horizontally,
working along the: paper in honzonta
tracks. but varymg .2 bit to avoid regularty.
Impose further randomess by spattening
from & teothbrush

RS it e T 7 e *

Lifting out sails

In the pantng opposie the ails are
rmasied. but they can alzo be lifted, ac here.
The amount that lifts vares with paper type
and the coloured used. Scrub with 2 soft o
a stiff darmp brush depending hgw easly the
pant [ifts. then dab vidth kitchen towel, Be
careful not to spoil the surface of the paper
bowirs. such as phithalo green do

@

—_

b o —
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Yachts in a marina

A jumbile of boats looks confusing, but vou can keep the painting process simple.
Start with the lightest tones, add darker ones and save the whites as you go. Do

not paint exact detail in the distant clutter — just an abstract pattern — but paint

rqpjIRJOwwo gy woJs papi

the foreground detail as vou see it The use of masking builds the complex look.

Pamnting a mass of boats

keep background tems as a senes of small broken shapes, with just a few meanmgfu

getais ere and there such as masts

of whites, before putting in a few brght colowrs and intense dark accent

e Yo (PR u R e vpg

and canepies. Buld up the boats in layers. saving plenty o

Colour palette

L

thie lines and

1 Mask
ratls. Mask some of

the masts and simply leave

5owith a grey mix

of cobaht blue, burmt sienna

aNG Quinacr wone'm Agenta

Lise cadmium lemon, cobalt

Dlue and burnt sienna for the

e Rl

destant trees:

Painting figures

:2 Darken the hulls angle ¢ thie
with-a mix of cobalt | +19 ame level, people of

nibe, Durmt senna and

the honzon whatever thesr sie i you are

above them, thea eye level will oe below

QuINECNCone magenta. Lise
saome of this colour for the
arstant boat yard the honzar

wiicn neads as .an

texture, Add canopies to the
boats vaing cobalt blue. with

3 ronish ind

3 Vvet the hulls and acd
a dark mix of indan red

it french ol

deline them. Lk
cehne them. L

THS COANOLUr

tar detal on the Coafs

=
Llash tim

dwl=Th

rardom piaces (o ada ke 1o

e =ene

Keep the heads and feet small, and aim for
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Sandy cove 1111

Although this painting is of a cove, the sca and sky provide the main tone and

form. The sky and sea can be painted in one go, with only the last sea wash
distinguishing it from the sky. Building up the sea colour one wash at a time

gives a more realistic, stronger result.
Colour palette

Sea and shore el B byl

hor the piclure opposite was painted, which unifies 0 = _ : i 5 =
sea and sky by painbng them together Although you can use saved whites for the \ - : '._ B _.'_" i
brezkers white gouache can work well, as shown hore el Y 1 T —

Paint the sea using & sequence
2 of colours from the top down
Undergtaze the blue sea ares with
guinacndone red and paint over
with phthalo blue. Then run cobalt
blue alona the horizon, Warking
d s, apply phit r
so the colour shifts first towards
green; then yellow with naples
vetlow and light red, wet-m-wet.
Darks of french ultramarine and
mdian red provde shadow in the

sea Stripe colours wet-in-wet for

) gresn
gres

Paint the sky wet-in-wet with pale

5 4 Conirast

nstructions an

1 51ep L

rEs i K - | =] "~ - . e | 4 -
Brush the bragkers with thick white oUache, usme opaque body colour m

efine the shadow

dark Paint the small waves blowing up on the wet

iy colour of cobalt biue and white. The beach consisis of mses of
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Shingle beach

A million pebbles on a beach, jumbled one on top of the other, all different
colours, all in perspective! To paint all these stones seems impossible, but
toothbrush spatter will enable you to achieve a realistic effect of shingle, Each
droplet is a single pebble, so try not to allow the droplets to coalesce.

Mask the boat. outboard, planks,

flagpoles. a few white horses on the
sea and sorme large jagged stone shapes
it the foreground by hand, Spatter smaller
sianes with a toothbrush; work from
bottom to top so that the droplet sizes
gat smller

Make sure the beach is completely dry,
Brush in a laver of bumt sienna and
a little cobaly blue over the beach 1o add
variety and colour Each successve layer of
colour alternates with a layer of masking.

Paint both the sky and the sea with

the same overall wash wet-in-wet
Add a bit of little colour to the sky, phthale
green to the lower middle of the sea, and
some naples yellow along the shore. Brush
a rmix of naples yellow and bumt senna
onto the beach,

5 Spaiter masking fluid onto the beach

again following the same procedure,
working from bottom to top. Load the

toothbrush with masking fluid. Bang the
brish handle down on the palm of your
hard, bnstles facing doem

Colour palette

QUATHECTH
* phiha

EF P

St senna * Ll fise

Wvet the sea and brush a mix of french

ultramanne and mdian red into the
mid distance. Spatter masking fiud from the
toothbrush over the beach again, coverng
the boat to protect it

Brush another
tayer of deeper

calour — hght red and cobalt blue— onto
the beach. When this is dry spatier some
colour wet-on-dry for yet more texgure

Gt} :WwoJsj papno
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Cliff scene

Masking fluid retains the shape of the cliff while you proceed with the sea

and sky. Geometric swell patterns, which are only visible from a height, are a

measure of wind or distant storms; notice, too, the linear streaks indicating great

distance. Near shore the chuming sea tums to mud or sand colour.

Painting the cliff
UG

1 In the main mage the ciiff edge was

masked; here it was saved white, Wet
the sea and sky. Apply calour to both, with
a darker sea. Use a light wash of raw sienna
for the fissures and textures of the ciiff
Leave to dry, then brush ever a mincof rmw
sienna for the grass underglaze

2 Paint burnt ssenna into the tops of the

cliffs. Roughly paint foreground grase
with a green mixed from cadmium lemaon,
phthalo green, bumt sienna-and some
indian red touched m wet-in-wet. Brush raw
sienna, cobalt blue and burnt sienna mnto the
cliff face to shape the fissures. Brush colour
INLG e distant sea

The foreground ciffs are a series

of brushmarks, left ta dry, then
overpamted. Many colours are simply
thrown in for the grass. Pamt intense
mioes of french ultramanne and indian
red for dark accents Thess also serve as
cantrast against the light face of the ciiff
Dirop several colours wet-in-wet into the
foreground.

IrqgpjIRJowwo gy :WoJs papnoju

I.:EI

Colour palette

Building up the sea and sky

Many colours can be glazed in succession
Build up the sea and sky with quinacridone
red and then phthalo biue, for example
Add french ultramarine to the soft horzon
and then, working downwards, apply
phithalo blus, cerulean blue, raw sienna and
cadmium lemon. Add cerulean blue and

2 [ithe burnt sienna for the groundswell,
Faint distant cloud shadows onh the sea with
regtral iRt and waves with white gouache

Pamting cliff-top grasses
J'l-_::.p!:.r raw

. |
1 SIEMNA, IBaVIng

some lights Look for
textures and tones in
grass, and paint these

Brush and

spatter darks of
iridian red and french
ultramizrine mixed.
Spatter the green mix
Opague cadmium
colours can cover underlying colowr Let it
dry a little, but while still damp use a brush
handie pressed firmly down to ‘draw’ the
grass blades in the dark foreground. The
handie pushes the colour to one side for

the blade effects
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Surf breaking over rocks

For a wild sea, apply dabs of masking fluid and loose applications of colour, and
overlay glazes using a sweep of the hand. Masking allows vou to place two separate
textures across the sea and let them indicate the rhythms of a sea in motion.

Llse 3 pen nib to mask the highlights,

and a brush for the breaking waves
and foam in the sea.Add the rocks and
headland, then the sky and distant sea. Lift
out the clouds

Brush in the foreground water in

long streaks of pant; work up to the
next crest on the nght, leaving this as white
paper. Wet the paper below the central
rocks and bring the dark wash down into
it fram the top, to give the mpression of
spray crashing into the rocks

95 Lokes Rnvers ond Seds

Build up the far sea with a vanety

of mixes and bring these calours
down the page. Use a very pale wash for
the near side of the breaking waves in the
foreground, and when dry, soften the adges
with a damp clean brush

Strengthen the underside of the crest

of the foaming wave. using altemately
strong and weak mixes. Add the rocks on
the right and develop the headland, Remove
the masking fluid and touch in some of the
whites with cool greys

rqgDjIRJOWWO gy :WoJss PIPDO

Colour palette

CACTILET ved0n * Trenich u

blue = hooker's green = lght red = mgan red
Dlue 25 gree g :

Creating waves and foam

The sketches below demonstrate a
numer of ways of partraying waves and
surf. You can combine them for effect or

use them singly

The distont highiphts
were masked and ihe
lorg white forepround
SHEEKE Were igfl
unpmnted

A pen wos used for

rruzsiang, ond flid wos
shatterad on frovm on

i toothbrush

The highlights were
miagsked with J rough
feog-haer brush, then

fightly averpainted

Mo masking was tsed
the: hreaker wes BT
as wihite fpaper, which
wizs then werted so

[Fa COnair ran mtd it

The water ¢comeng off
* the rock wias masked
#

with @ peerr by, The

e epdeyor o off the mck

. into the wel paper
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Emn’cmg waves

The thin ine of dark colour runmna

e T

the oottorr

spreadmg up into a kghter wash
very few pale marks on the foam

£, 12 what produces the three-

dimensional appearance. | he darks
are muxed Irom ndan red and
french ultramarine

ded from: lib. Iketab.ir
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Lighthouse

The impact here is in the contrast between the smooth vertical lighthouse
and the ragged sea that sweeps the image horizontallv. Masking allows vou
to work the two separately, protecting the lighthouse while yvou work on the
sea. Masking fluid is also used as an art material in its own right to get the

sea effect.

arl
B
- —

Mask the lighthouse

with a colour
shaper; but use a pen
nib for the lockout
Uzse the side of a small,
tightly coiled-up piece
of paper to dab in the
maskad whites of the
waves.When dry, brush
mn a sea wash of cerulean
blue, naples yellow and
hght red, with added
cadmium lemen in the
foreground, leaving soft-
edged whites for waves
breaking around the
ighthouse. An alternative
to cerulean blue could

be pthalo blue.

P8 Lokes Revers and Seos

Brush in a mix

of cobalt blue,
cerulean blue and lght
red roughly in lines
for the waves. keeping
marny of them lining
the underside of the
masked white breakers,
Roughly dry brush
cobalt blue mped with
a little ight red nto the
breakers and around the
lighthouse base. Paint the
shadow across the wea to

the right.

Dry brush
darks across the

foreground water Wet
the brealang waves and
brush colour along their
bazes letting it diffuse.
With the sea completed,
remove all masking.
Brush water into the
lighthouse, and brush
pale naples yeliow inmto
the wet wash. Add a
blue-grey mix of cobalt
blue and bumt sienna for
soft shadow down the
centre of the lighthouse,

Colour palette
cadmium femon * gunagridone red = french
ultramanne = cobaft blye « cerulean bloe + phthalo
green = naples yellow = burmt senna = ght red =
imnchian red

Mix guinacridone
red and mdan red.
‘Wet the red areas. Add
the mix to the centre
and allow to spread.
Add cobalt blue to the
mex and repeat Wt
the bottom band and
add naples yeflow with
a soft lower edge. Add
a dark of indian red and
french ultramanne fo the
middie, letting it spread,
Darken the colour in the
middie and right. leaving
it lighter to the left.

J1°GDINJOWWO Y] (10} PIPD

Lift 2 highlight from

the cap. Paint the
turret platform and
ralings. Re-mask detaill in
the lookout When dry,
touch in dark details n
the windows and on the
lighthouse. Finish foam
texture with biue grey.
Remove the masking,

Final painting

Light on the right of the
lighthouse & due to bock
light from nearby sumfit
chiffs, The placement of
the liphthouse to one side
s criscit! to this simple
compaosition,

TECHMIQUIES: toll strichuae. pages 2627 sief, poges 8637 hreciery urf] popes 9697
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Evening beach

Wetting the paper and adding many subtle greys from two or more colours will
give a silky smoothness to a picture. Leave it to dry before putting the darks on.
The light is enhanced by the darks. The wetness is confirmed with the streaks
across the wet sand and the soft reflections of the buildings.

Wet sand reflections

Paint the buildings Wet the beach. Add The gum arabic slows
and the base colour a fittle pum arabic. Let down the spread of
of the sand. the colour run down into paint, gving an interesting

this and leave to spread. wet' texture.

100 Lgkes, Rawers and Segs

IrqgDjIRJOWWO Gy :1Woss PIPDO)
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Colour palette

cagmiam yellow * cadmium orange * alzann
cremizon = french wiramanne = cobalt blye »
naples yellow » burnt sanna » bumt umber «

while pouache

Painting children

Faint the figures with a well-pointed sable
brush. Do not aim for accuracy when
panting children, just a sense of movemeant
Paint some of the feet o that they are
floating’ just above the ground to give

this impression of movement. They are at
mpossible positions to be posed stationary;
they are often leaning forwards, caught in
action. Keep the heads large, the feet small,
and the legs thin, An infant’s head size in
relation 1o its bedy is much greater than
that of an adult, and a child of thres can be
around half the height of its father
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Sunset over low tide 111

You can paint the sin by masking it. Painting very pale sky colour around it will -
give an impression of glare; keep colours around the vicinity of the sun vellow, B

further away more orange and on the edges grey-blue. The sun's reflection is I I ﬁ I l I
masked over yellow, using a rough hog-hair brush.

Colour palette
Painting a sunset T e

fos = ey & ;. &
* Keep the sun white, tones pale in the immediate vicinity, and use the full tonal range from  _ = =i s
the white of the paper 1o the deapest darks o 3 A = : =
= Use glare on a principle of warmest and yellowest near the light source and coolest -S| y o Rt et -+ drvibian Tl

further away, following a sequence of yellow, orange and red.
= Use bnght colours for the glare ccic;rh and balance them with intense darks elsewhere
n the panting You can use bnght colour, straght from the tubes

T —

Brush a mix of naples yellow and raw 2 Mix cerulean blue. cobalt blue and When dry, add water to the couds

sienna over the whole sky, leaving a cadmium red for clouds, Rewet the 3 Keep the sun areq in the cloud dry and
white patch for the sun. Brush cadmium whale sky and add these colours for douds,  add a ring of yellow away from the edge of
yeilow across the middle, cadmium orange keeping them redder near the sun the sun. and outside thrs a ring of red. Lat the
wet-in-wet from the bottom up, adding tloud colour in from the point of a brush,
cadmiurm red along the horizon. Brush keeping it redder near the s

cobalt Dlue wel-in-wet at the top. on the edge of tha sun. Wt

paint with some dark I'-.:,JQ_-.._E

Dry brush darks

Brush on an underglaze of bumt sienna

inchian red and phthalo green in a variegated

witsh, saving white for the =un

Faint the distant trees in the sunsst with

Lick!

cadrmium lemon and burmt siennz, darkening
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Moonlight on water 1]

The moon is unique in the landscape because it stavs the same size from wherever

Colour palette

L& D -

vou see it. Remarkably the moon occupies almost exactly the same sized space in
the sky as the sun - from our viewpoint it is identical in dimension. Always draw the

moen larger in your paintings than vou think it should be.

Patnting the moon

charm |F e ominks by
WL b B 5 g

Colours for lifting out

" e R L LN
1T v wia d More QisTNCT moon than yo
COUId a =rE Oy WLNE, BUT OO0 Nnot wa e

Masking the moon

By moonlight (right)

+ W L [ W = i Ces THOOU Sl LA e r
- ol f iy ’ i =,
pi 0 e 5k r £ e : e r bt T ;
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Lane with puddles 1111

A porirait or sqaure format allows vou to compose a simple landscape. It could just

be a lane and a tree, with problems‘edited’ out. Puddles add interest. Here are useful
techniques for rendering them. With variations on this theme, you need never be

stuck for something to paint.

Colour palette

racdmner by = 3

3 Brush the tree with a dark of light
red and french ultramarine. Brush the
reflection wrth tree r;ol:u-;_jr down over the

lane surface next 1o the tree, Brush the lane
surface with a dark of indan red and French
ultrarmarine, leaving holes for the puddles

Saving white for the Brush in the tr

lane, brush greens of with burmit sienna and 'Back woods lane'
naples yellow, cadmium french ultramarine. Keep the In this finished version
lemon and phthalo green, fareground puddles longer saved white for the distant
and greys of bumt sienna, and the curving lines more house was touched in with light
cnmson, and cobalt blue or  open, ughtening them with red for the roof and darks for
french ultramarine. When distarce, Brush the distant the windows. The lane was dry

the lane and apply a  tree reflections down into

4P brushed with darker colour and
wash of phthalo blue, alizarin  the lane wet-in-wet or

the distant trees were water
feathered. A pale sky helfps place
lrght on the land.

cnmisan and burmnt sienna,
working from the bottom
up, dark to fight. Leave the
top as white paper,

¥, Aight across the

{ the puddles.

Road surface texture (opposite) After the ram (right)

Mask the puddies Mix violet with cerulean blue and The telegmaph wire was masked with a dib pen

quinacridone magenta, deep blue with french ultramarine asking flud were spottered
trees, The woodland was

oier feathenng technigue

and cerulean blue, and light red on its own. Wet the
road Brush in the pinkish violet. Brush the deep blue for

shadows and streaks along the road Add light red 1o the 7 gl some kegves were
r~

W L

rrud distance Cerulean blue creates a granular tarmac Jturmn fodioge colour wos gpphed
effect Apply nearby shadows wet-in-wet, dstant ones wet- yeliow and bumt senng, with

R

5| e
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Buildings in the landscape | JBB §

Great swathes of open countryside can be straightforward to paint. Here there is a Colour palette

simple contrast between the clear straight lines of the buildings against the free- transparent yellow = cadmium red » corlean
torm foliage and loose ragged lines of the field edges. Using a three-part brown asa  blue » viridian = sepia

base colour gives vibrancy and enables you to explore colour.

Painting buildings

Pant the shapes of buildings first. or paint round them. Light shapes are revealed by darker
surrounding tones.When pamting darks round the buildings, paint straight washes along the
outsides of the edges, overshooting the corners until the straight washes fink up leaving 2
straight faceted hole - your buslding. Constantly turn the painting to suit your hand Waork
from the outside; for example. upside down when defining roofs.

1 Mask the kight fence posts Wash in the Faint the distant hilltep trees with a Build up the rich browns with

sky and foreground wet-in-wet using Blue-biased mix of cadmium red and cadmium red, vindian and plenty of
watery mixes of greyed cerulean blue. Add  cerulean blue. The nearer ones are made transparent yellow in a warm brown mix,
the red on the bamn roofs with a mix of with browns of cadmium red and viridian, Add darks wet-in-wet with sepia, used ako
transparent yellow, cadmium red, and a lithe  Allow pigment to blend on the paper with for deep darks on the shaded barn sides i
viridan to calm the red down.Add a patch  colour variations, defining the bamn edges. Dry brush some of the trees. Work athers

of transparent vellow for the trees in the Pant the walls with the roof mix, watered wet-in-wet, Prowde tonal contrasts, such as
sun, fike those on the nght down and with more viridian. the dark barn wall against yellow foliage,

T e ——— Setting the tone
A pale wash of tone has great power. Though not deminant in the finished
panting it untes and projects lights and whites Here the image is unified
at the start by painting land and sky with the came mix, and leaving the
vast space of snow-covered hill white, Shadows are a darker mix of
cerubkean blue and cadmium red.

e s

1K 3 pidhr 2 : E
083" Putechs, Beidiges ad Buldings TECHMNIQUES: wet-inwet, page | 4 colour, pree |6 a'
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Exploring colour Farm in the snow
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LATTeN a Damiter uses ournt seenng as the base co O, O andiner Wanm

h r it tran

W OCNNe. LNanging your narma palette is

T
TEHET,

rolour such as burmt u

menting

TECHD
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loaded from: fib. Iketab.ir



http://lib.ommolketab.ir
http://lib.ommolketab.ir

Little bridge

Working one laver and one area at a time makes a complex-looking painting simpler

to paint, part of the illusion you can create, Snow on the parapet is masked for

convenience, but masking is also used creatively to make fallen branches rather than

just solving painting problems. Water is painted both dry and wet-in-wet.

Painting the bridge
Construct the
bridge carefully in

pencil, by drawing two

arches, one behind the
other, to get the shape
of the opening — these
are virtually semi-circles
seen dead on. Place the
second crcle to the
right of the first 1o map
out the back of the bridge opening, but
draw only the visible part of the curve

T e

——— B

Mask snow on the bridge and masonry

courses, twig mass and branches. Lay
the first washes Paint the snow with a mix

of cobalt blue, alizann crnmson and bumt

sienng. Yiash the brdge with naples yeilow

and a frtle fight red, Brush a mixed wash
of phthalo blue, neutral tint and alzann

ormson Into the wettad water area Allow
to dry. Brush under the arch with light red.

0 Roeds Brdpes and Buidmgs

Brush the bndge with light red When

dry, touch n the bricks again with kght
red and a hitle cobalt biue. Add the shadows
to the bndpge with cooler versions of this.
Dirag some dry-brush accents across. Wt
under the anch. Brush in indian red and french
ultramanine mixed as a dark, lesang a few
lights. Put plenty more cokowr n and paint the
brdge reflection soft focus in the wet area

rqpjIRJowwo gy :WoJs Papno)

Colour palette

cadmium [amon « aliFarin crmson « frenct

Painting brickwork

You can mask brckwork courses over white

and paint over, or paint them and mask over

The images above show. top: raw sienna [
with courses masked over middle: light red
with added french ultramarine and yeliow
ochre brushed over the courses; (many
other browns and blues can be used),

arid lower; shadow ines pamted above
the masked courses and alongside the
perperdhcutar ones
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Bridge over snowy stream
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Medieval city and harbour §§§ BB

Build up a maze of roofs and a cityscape by defining basic shapes, then working

the tones from light to dark. The principle is the same for any apparently complex

painting — break it down inte manageable areas and handle one at a time. Save and

maintain the whites; the painting jumps into life when the darks are added.

Blocking in a complicated harbour scene

‘Block in' the basic shapes by working the tones and cofours one layer at a time, lettng

each dry and saving the whites as you go. Panting small areas an

time prevents confusion. Do not think abowt 1t

move to the next and darker laver of tone

1 By not painting the abject in view, but
panting arcund it to define its shape,
you are working tonally Vet the sea area
and brush a blue wash mixed from phthalo
blue and phthalo green, and pant the sea

around the harbour wall and aty,

-8

Rather than pant indivwdual roofs,
paint all the tones of the value you are

working on, ready 1or the next layer of tone

Leave lights for dormer faces and sides The

domes arne gray; buld these up with a mu

D2l Dlue and bumt sienna

d working these one 2t &

get one stape complete, then

dall g1 Once

2 Add a stronger sea wash to prevent
the wash dryng too pale. Prepare

a mix of naples yellow, cadmwum red and

burnt sienna In a hot red orange mix ready

1o pamt the rools.

Paint shadow tones for the wal

4 grey af bumt umber and phthalo blue
When dry. apply the dark detall, with
indigo for intense darks

ahed

Colour palette

Painting ridges and tiles

To paint the shadows in the dips of the

Roman-style roof tiles up 10 where they
meet the roof ridges, protect the nidges
with masking tape, or position a prece of

card to protect them. Paint the lines up

to-the protecied area, painting the little
shadows under the ndpe tiles whers they

cross the dips i the tles. See main image

Painting windows
Mask window bars
buitding frontages with a pen nib so that
ey when pa
Imes over windaows in shaded areas with
‘body colour’ or white gouache added

1o the building colourWindow slats can
be masked, left out or painted with body

colour, All these methods were used hes

Nl acrass longer

nied over. Pant other

Another method would have been to iift

some of them
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Ancient city by the sea
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Golden Gate Bridge

Local fog conditions are ideal to present the vast height and span of the Golden

Gate Bridge. Its shade of vermilion, based on nearby landscape colour, is lit by

low sun, lighter against a dark sky. A perspective drawing enables the repetitive

steehwork to be drawn easily, and masking simplifies the painting,

Drawing :‘-frr.'fn'nrk

All lines are plotted from three vanishing
points. Vertical fines converge to a high
vanishing point above the image, If the
vanishing point wene central, the pers
woild lean m and logk wrong, | placed the
veriscal vanishing point directly apove the
near nght-nand pier with 2 long steal ruler,
All ather vertical lines are projecied from
this vanishing | igrioned the techmcality
of deviation from vertical on the
curving deck as it 15 barely noticeable, There
are two other vanishing ponts. to 1
nd out of the ima

e Drtoe
£ DNdgE

T 1411
LAMELL

(]

small

'|--|:- I.,:Ir

i

ge, and at the far end of

wiathin the dack MNext paint with the bn

Pm'nn'ug the bridge
The ia yered masking technique can

1 De apphed 1o many subjects includin
steel structures, cranes and complex

nstallations. Draw the framework, mask
it and paint the sky. avoiding the white
area Only the areas and edges requiring
profection from the sky wash need masking

L®RR

Ight red, new

and permanent rose.Vwhen it

Hemove the masking flud. Paint the
deck with a mix of

BaMmix

dry, re-mask the structure of steel girders

mix and & Iittle french ultramanne added.

rqpjIRJowwo gy :WoJs Papno)

Colour palette

w gamboge = permanent rote » frenc
MHrama » phitiato blue * cobalt biue »
ey achre # burnt sienna = Iight red *
e B

Pamnt the darks with a me of frenc
tramarnine
wviIoUs wash to re
withun the struciure, defined by
dark shadow. Now pamnt the dark girders

de of the deck and remove

and hght re
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Painting fog and mist with lost edges
o JUS &
Wet the paper Apply watery permanent rose from

O 2 FTTR2 yElOWy OO U

e . Arasm Annh 1 ore b (4 Byl
mom the op oown Apply 2 oney Of cobalt brue and

from the bottom up. Dry it Rewet the pa

mountains. Run 2 mix of cobakt blue

along the mountain n

20 ToUChed In Wit

ost edge

ded from: fib. Iketab.ir

he Golden Gate bridge in fog (above)

T sty fhe f: WL O ing e some G0k
) 3 U DFpZEE COnBLIr Grne = £ MHTHE (0
lirrle fremef
v, .
i TPe
hese atioch
#hy ok
CiT wlrmrmanne
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Venetian bridge

The bridge seems incidental here, but it is vital in linking the composition

and giving it depth because although vou can see past the bridge, it obscures

enough of what is happening behind to maintain a kind of mystique. The

buildings are constructed from interesting greys in a panelled and layered

approach, one laver at a time.

Building up washes

PE!."I‘.'I"lg a darker wash over a lighter one s a simple, ut important, technigue. instead of

o

pamtng everythung at once, pant layers, saving whites each time. When you pamt a second

wash, ave the whites and some lights in the first wash. VWhen you come to pant darks you

will have created four layers of 1one with two washes and a few marks!

1 Paint shadowed buildings with mixes

of yellow ochre, manganese wiolet
and some permanent rose, and those n
the sunshine with naples yellow Distant
buldings are manganese wiolet, yellow ochre,
permanent rose and bumt sienna mixes.
Leave the bndge and window details white.
Paint the water wet-in-wet with phthalo blue,
phthalo green and indian red mixed, stronger
colour wet-in-wet for npples

Painting windows

Windows can be left as rectangular spaces
N previous washes, or pamted as dark
shadow maris, often Tapenng gownmwards.
Darker shadow can be applied to the
window detail, and finished with deta of

miense cark. Yvork one stage at a-time,

Brush in darker tone and hines to the

baniding on the nght with manganese
violet and french ultramanne. leaving lighter
ungertone, and on the sunny side use
yellow ochre and manganese viclket mixed
Add french ultramarine for window detall,
Dry between gach stage. For intense dark
detail, use french ultramarine and indian
red mxed

Colour palette

cadmium le

Painting arches

Pracuse drawing arches first. Drraw a box
around the arch and then link comers with
an . through the middle. A vertical line
through the '« finds the top of the arch
Practise a2 smooth transition curve through
this point

1 Apply darker tone

outside the arch, saving
lights. Wet the intenor arch
dirmension. Apply colour from
the 10p down. The entire
arch shape s defined with
tone. Add intense tone to
the dark underside 1op of
the arch. Add any additional
stonework colour to this
wash, Allow 1o dry

2 Wet the namow intenor
space of the anchway,
within the thickness of the
walls, without going over the
mtenor edge of the arch iself.
Apply a dark of indian red
and french ultramanne in-a
cool mix to define the inside
edge of the arch, and draw

£

cheian Imes aongss i

g0y qy :wosy pap

|
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Statue of Liberty IREERE

There is a simple choice set before the painter of this type of subject. s the statue

Colour palett

e & =il d=mma Faadoets &

going to be darker than the sky or lighter than the skyv? The image here portrays
a lighter statue against a darker sky. This is the more difficult approach but you french ultramiarine = cobalt bl + viridian »
could equally paint the statue dark against light skv. DUTTEL ST * payne s gray = winile gouiche

Soft ‘lost” edges

Alost’ edge of colour fades 1o nothing; 2
diffuse foggy edpe. Create lost edpes ty
painting on wet paper so the colour flows
without a distinct edge. A ‘lost and found
edge 15 a soft edgefhard edpe wash, One
side of the wash = panted on dry paper

and has a hard edge: the other diffuses mnto

d wel surface

Afier drawing the Wet the whole paper Allow the gray
]. statue, one tiny piece 2 and apply & wash indercoat to dry Then

needs 10 be masked — the of greenish grey — the rewet the paper around the

top of the torch statue colour Burmt siepna, statue, but not nght up to
cooalt Dlue, vindan and the edge. Apply a wash of
gusnacrxdone magents make  french ultramanine all over
a good grey, Mx enough to the bacxground, defining
complete the statoe. the edge of the statue with
the pamt

et The ctatus
Rewet the statue, one
area at a ume. Add

L

=
dge. Carefully wet and paint

s o it e g e
e ONFinal STaTue mi |._.;:: A 5

payne’s gray for darker detail

and the rays on the crown

=

It lost egpe. ety

dry arcund the Tingers and orch to produce some

torch, defining the light
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Final painfing
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, ART TECHNIQUES

The Landscape Pamters =

From snow-covered mountains to tranquil
meadows, this unique artist’s reference
will show you how to paint 50 glorious
landscapes in watercolour.

* Learn the basic techniques required
to paint each landscape through the
clear illustrations and step-by-step
demonstrations

* Follow the author’s practical advice
and ingenious ideas to achieve the
best results, and refer to his fantastic
finished paintings for further inspiration

* Use the indispensable introduction
to discover the essential materials,
basic techniques and key principles
for capturing landscapes

The must-have practical reference that no
landscape painter should be without!

Jﬂ!il
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