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Here are the principles of painting and color
as taught by Frank J. Reillv in his memorable
izaching career at the Art Students League of
New York. The material covered is essential
to anvone who aspires to paint effectively in-a
traditional manner. It is applicable 1o all
subject matter be it portrait, figure or sill
life, under any lighting conditions. The
examples and demonstrations, along with the
text, are the subjects most commonly painted
in art school. The reader, in effect, becomes a
student and participant in a remarkable and
rewarding art class,

The teacher and author is a former Direcior
of the Reilly School of Art and, for aver 10
vears, an instructor at the Art Studenis
League. Jack Faragasso is perhaps beiter
qualified than anyone to carry on the
methods and tradition of Frank Reilly. This
he does with sivle and dedication.

The conirol of values, color and painting
procedures that make the Reilly method so
successful is definitively described in this
complete and comprehensive 1ext book.
Faragasso not only presents a full treatment
of the Reilly techniques, but explains them in
an easy-to-understand format that will be
especially beneficial to students.
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Tuiu}' muore than ever before we are influenced by the
thoughts, accomplishments, and actions of the entire spec-
trum of mankind, However, there is, in the major real ms of
life always one dominate person, or school of thought, or
idea, that permeates that sphere, In the realm of art, such a
person was Frank J. Reilly. For me he supplied the knowl-
edge, the program, the imperus and the inspiration to suc-
ceed. His dynamie personality and great gifts as a reacher
left their imprint on many hundreds of art students. We
owe him our grantude.

Thanks must be given to the Art Students League of
New York and its President, Stewart Klonis. The Art
Students League allows the artist-instructor to function and
develop without constraints thereby assuring total artistie
expression. Thanks also to Frank C, Wright, President of
the American Artists Professional League, great benefactor
and supporter of Mr. Reilly and representational art, [am
grateful to Fritz Henning and the editors of this book for
their help and faith in this project; to the Metropolitan
Museum of Artand o my swdents for permission o use
reproductions of their paintings. Last but not least, special
thanks to my wife Elizabeth Ann who typed and retyped
this manuseript while offering intelligent questions and
comments about content.



T'hq: purpose of this book is to teach you to understand color
and to use that understanding in a traditional, representa-
tional manner. The material is presented as [ have been
teaching the subjectatthe Art Students League since 1968, It
15 based lirgely on the teachings of my instructor, the late
Frank J. Reilly. The principles examined are essential to
anyone who aspires to be a truly fine painter. And they are
applicable to the painting of all subject matter be it portrait,
figure, orstill life, under any lighting conditions. The exam-
ples used to illustrate the rext are the subjects most com-
monly painted in art sehool. There is much within this text,
however, that can benefit those who paint in other styles or
hold diverse coneepts inart . . . impressionism and abstrac-
tion included.

This book is the result of many vears of practical experi-
ehee in instructing people how to paint, many of whom never
painted previously. It is presented in an orderly, factual
manner —conjecture, aesthetics, theories and personal apin-
ions are kept at a minimum. My aim is to offer as much
factual material as possible and leave it up to vou toapply itin
YOUT oWn way.,

The demonstrations are in oil paint and its use is recom-
mended for this study, however, the approach is valid for
sume other opaque mediums. The subjects are arranged in
the order they should be learned. You should not go to
advanced subjects until the initial, simpler steps are learned.
| know from experience that students who did not
thoroughly learn certain aspects of drawing, painting or
composition suffered from this lack later on in their careers. |
urge you, therefore, to do the problems in the sequence
presented. And continue o pracrice cach step until it is well
understood. Much can be gained through practice. In paint-
ing our intellectual understanding usually outpaces our
skill. Skill is only obtained by doing. Doing is very
impaortant.

I have to assume that the reader knows a lirte about
drawing and composition. These subjects are much oo
vast to be included in a book of this scope. A lack of an
ability to draw, of course, will be a great deterrent 1o
anyone who has serious aspirations in the realm of paint-
ing. However, most of the problems in this book can be
done by a person with little drawing ability. It will require
alor of care and patience. As an artist you should always

Author’s Preface

be concerned with the pleasing placement of lines, values
and patterns of your eanvas, If you work in this manner all
should be well. If you draw well so much the better. If you
have experience in drawing and painting then this infor-
mation can be helpful to confirm your knowledge or pin-
point your defects. The aim of the book is to help you
overcome your defeets, ifany exist, in your understanding
and use of color,

A Word About Thinking

The lefr side of the drawing in Figure 1 characterizes
my concept of the average art student’s mental process
before training, 1t is one, big confused jumble. The art
mstructor's job is to unravel this puzzle for the student to
help him think in clearer terms. One clear idea will lead ro
others. And the process continues. Soon the student's
mind is conditioned 1o think in logical, concise terms and
he can proceed on his own,

It appears we are all constantly involved with two as-
pects of the mind . . . the rational mind and the feeling
mind. The rational, or thinking mind accumulates an im-
mense amount of knowledge and information. Not much
is known scientifically about the feeling mind except that
it can be developed only by constant use. Like all other
physical faculties the feeling mind is strengthened with
use and withers away with disuse. Always try to be con-
scious of feeling, [f you feel something is wrong it usually
15 — and if somerthing is right you will usually feel it is so
immediately. Knowledge will take us only so far in art,
The rest must come from our inner feclings,

The thinking and feeling of the art student must be
coupled with a proper attitude towards learning. Cer-
tainly, you will learn more and you will lcarn faster if you
are interested in what you're doing. Strive to be enthusias-
tic about learning. keep an open mind and give new ideas
a chance,

These days there is much emphasis on “creativeness”
and little concern of craft, although the trend is starting to
change. The word “creative” is much overused and
abused. As far as I am concerned man mainly reorganizes,
restructures, redesigns, but does not “create” very much.
Feeling and imaginarion play a large part in art, but with-



Student’s
menial concepiion

fnstructor unravels
student thinking

A clear thought

Clear thinking leads
to ather clear thoughts

Figure | A clear thought

out hard work to develop your eraft to a high degree, linle
of lasting value will result. Have you ever tried to repro-
duce a dream image or hallucination? If so, vou probably
found the image vanishes; in face, it vanishes as soon as
you think abont it The better you know your eraft, the
greater will be your ability to consciously reproduce what
vou wish — the better and faster yvou will be able to ex-
press vour ideas. This is not to say the study of this book
will uquip vou to be o dream painter; however, you should
be able to interpret any visual image more effectively.

\ danger exists, however, in being “overtrained” in
art. An overemphasis in the eraft of drawing and painting
will sumetimes prevent an artist from starting a painting
— he wants to know how everything is going to come out
before he begins, Or he will be stymmiied by a fear of not
being able to master a technical passage. At such times vou
must have faith and rely on your feelings. Remember, if
the feeling faculty is not used it will vanish and & sterile,
uninteresting product will result,

What about talent and genius, you ask? Talent comes
in many degrees. We are all talented 1o a degree, some
more, some less. We merely have w work hard and be
interested in what we are doing to develop it. As for
geniuses, | personally have never known any, although 'm
told they exist and have existed somewhere, sometime,
Those who have been termed geniuses by some secm to
have heen slaves to their talents and are errarie and one-
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sided in ther -.il.‘\'L‘h:FmEnl‘. Itis better a PETsON Master
himaelf, then his art. In bath life and are suceess comes
with a lot of hard work in the right direcrion and a combina-
tion of objective vision and constant use of the feeling
faculty.

If it happens vou comie to belicve vou are not making
sufficient progress, analyze vouself a bit. Are vou en-
thusiastic and interested in what vou're doing? Are you
following instructions properlv? Do vou practice enough?
Remember no one can give vou skill, it can come only by
your own efforts. If you want enough the skill vou seek, it
will cume.

Do not become depressed if you feel others are pro-
gressing Faster than vou, 1 have seen hundreeds of students
come and go over the years at the Art Students League and
at the Frank Reilly School of Art, and | have drawn
definite conclusions aboit how artists develop. Some stu-
dents advance rapidly in their first few months of training
only wslow down to o snail's pace later on. Others learn
slowly at first and then later speed up remarkably. At the
end of three or four years of training most students are
quite equal in knowledge and skill. | have also observed
that those who were termed “geniuses™ by their fellow
students 25 ar 30 vears ago are no better artists now than
those who evolved slowly over the vears. | here being
so much to learn and we all learn ar a different pace.

One lastword. You may earry within vou a number of



negative factors that can be derrimental to your progress.
These factors are likely to stem from early childﬁ:md
influences of parents, relatives, friends, or twwachers.
Rightly or wrongly they have to do with your evaluation
of vourself and your ability, Coupled wirh these factors
miay be other misgivings because of nationality, religion,
race, social status or economic background. All of these
may be difficult to overcome but ar the risk of sounding
simplistic | say they can all be regarded as meaningless if
you decide they are.

You will never know what you can accomplish unless
you try. Our greatest satisfaction in life is our artempt to
fulfill our true potential.

Thoughts on Seeing

If a group of individuals look at the same object it is
likely each one of the group will see it differently, How
Sherlock Holmes would look at a person is likely to be
vastly different than vou would see that person. To look is
one thing, to sce is quite another. Tolook at something
means the use of the sense of sight; to see something im-

plies a more acure perception, an understanding of what
you are looking at. To be an artist we must learn to see as
an artist,

Muost of our inadequacy in seeing can be overcome with
training. The beginner merely looks at the model or sub-
ject, but with guidance he can start to analyze what he is
looking at and, in time, he learns tosee.

The problems of secing are multiple and complex.
There are as many reasons for this as there are people
involved. Fach of us looks at things according to our uni-
que perception of life, We see what we want to see based
on mental, emotional, physical, even metaphysical
influences. In addition, what we see is rransformed and
often confused by the nature of the atmosphere in which
we view it

We should learn that nothing in life or art is absolute,
Everything changes. Whenever and whatever we paint
must be a judgement, a composite, an abstraction of what
is before us. We must select, emphasize or underplay what
we feel will make an effective painting. To accomplish this
we need to have command of the technical skills and, most
of all, to be able to see what we are looking at.

11
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Thc purpase of this Lh-‘l[lll.r is to familiarize you with the
basics of color in painting. [t will deseribe and show you
how to obtain the three major components of color: hue,
value and chroma. You will be shown how to see color
aceurately and to mix any color vou want. These princi-
ples will be an invaluable aid in color composition and
allow yvou to paint whatever vou wish.

Unfortunately, there are no magic color formulas that
will enable you to paint beautiful pictures. There are a
number of books available on color that have fascinaring
theories, These theories may work well for the artists who
formulated them but vou may find that they do not work
for you. If you try them 'y'nu'll probably find yvourself
rejectring certain colors or combinations of colors, altering
athers, or adding new ones that appeal to you, Eventually
vour own color sense will assert itself, and the calor
theories will languish in disuse.

Caolor, like everything else in life, goes in and out of
Fashion. What seems to be a beautiful color scheme today
may look ugly or garish tomorrow. 1t can also work in
reverse. For this reason it is not a good idea w perma-
nently base your color concepts on what is highly regarded
towday, no matter how famous the formulator may be:.

When vou become knowledgeahle of painting, you will
find that you will be able o “date” almost any painting by
its color composition. This proves that there isalways a
trend or “general look™ o the paintings at any given
period. And, as surely as the sun rises, thar rend will, in
time, move on to something else. (Often there is an attemp
to Fepeat 4 eertain era of color, composition, and drawing
styles. Perhaps we need a respite from always going on to
something new. The p:pul.lrilfn{.ts then search out old
reproductions of paintings of the “in-style” and borrow
from them. They come close at times, but the newer work
is-always different. Art seems never to return to exactly
what it was. It is as if color flows from some unknown,
unseen realm into this physieal world; we perceive it and
use it It is ever changing and ever moving, intricately
woven into our visual world. T s hard o believe that man,
over such a long period of tme, has done so much with
such limited color — and there is no end in sight.

CHAPTER 1
Color

The best way to start the study of color is to analyze it
nbjectively as it pertains to painting and let our knowledge
and feelings guide us in its use. We need not concern
ourselves with spectrascopes, rainbows or prisms to learn
about color for use in painting. Such things are best left to
the physicist. We use and paint with the eolors whose
properties are readily apparent. Some pigments come out
of the carth and some are manufactured in laboratories.

They are all mixed with a binder and put into tubes and
jars for our use. These colors have many differences
between them and interact quite differently than the
calors revealed to us by light. It is paint we work with,
it is the color property of paints we must learn.

Seeing Color

One of the major reasons people have rrouble in handl-
ing color is that they are trying to copy the color they
think they see before them. This usually resules in failure.
Caolor changes aceording to whar is next to it. For instance,
vou may be trying to paint a subtle violet tint that is next
to a green, I you place a neutralized grey next to the green
the grey will appear reddish violet. This is because our
mind’s eve ELTE' the compliment of any eolor. Only after
you fail to obtain the red violet by using the grey alone
should vou add a touch of reddish vialet to the grey. I tha
does not work then use a purer violet, This principle
should be applied to all complimentary arrangements.

Another visual color phenomena has to do with time.
The longer you look into a color the lighter and stronger it
will appear, This is one of the reasons a painring some-
times gets out of balance and loses its unity. More of this
latu‘

A third eolor consideration has to do with a wehnical
sobilem. When vou put light on an object it appears
ighter in value, Value means the degree of lightness or

darkness. The student perecives the eolor, say red, in sun-
light, and painis the red color as strong as he can, Fle fails,
This is because he has not obtained the correct value.
White has to be added to the red from the tube to bring 1t



up in value, but when he does this it turns pink. It is not
the red that he sees and 1s trying tomarch, You really
cannot paint a strong red color in sunlight. See Figure 7,
The point here is that our paints do not approach the
brilliance of nature's light. Paintings of naturalistic scenes
are made to appear successful by the praper ratio of paint
values to nature values, This subject 1s extensively covered
in Chaprers 7 and 8,

Hue, Value, Chroma

Color is identified by a name such as red, vellow, blue,
ete. The color's name is called irs bue.

The second aspeet of a color is its value. This is harder
to understand and is seldom properly perceived by the
student. As already srared, the value of a color is its degree

of lightness or darkness. If we make a scale using white
paint at one end and black paint at the other end we could
produce many intermediate grevs by the admisture of the
black and white paint, Generally such a scale is divided
into light, middle and dark values.

Every color has a value. It can be measured as being no
lighter or darker than a dab of a particular grey paint next to
it. Although any hue can have full range of values, in
general terms we think of vellow as a lighr value, eadmium
green as a middle value and ultramarine blue as a dark
value, erc. A simple way to judge the value of a color is
explained in Figure 2.

Values are not to be regarded casually, They are essen-
tial for any good painting whether in the overall design or
in producing the illusion of form. In gencral artists who
desire a maximum of form use little color, concentrating
mainly on control of values. Painters whose chief concern
is color often sacrifice much form. To paint a picture that
has both good values and beautiful eolor is a difficult task.

Figure 2
Judging the valfwe of a coler

Muake three smears af a middle grev as shown in the 1op row.
Each smear showld be exacily the same value. Mix three different
valwes of green and with your finger or on the tip of o palette Lnife.
plap a spat of each green on each of the grevs: Be careful not 1o
mix the color with the grey.

Now, by squinting vour eves, see which green visually blemnds
with the grev, When the grey and the green blend together they are
of the same value. Here the first green ix much ligheer than the
grey and it appears te *'pop our,”” The green on the grey in the
middle is af the same valiee, The green on the last smear is roo dark

aned appenrs to punch a fole™ o the grey.
To confirm your value, reverse the process
Make three smeary of the green paint of exactly the same valie
i dn the bortam row, Place a linle dab of light grev paint on ane of
them . a middle grey an the nex and o dark grey on the last smear,
Squing your eves; where the grey visually blends together with the
green it is the same value; in this case obofously it is the second.
The same method s wsed to fudye values of different colors,
The last two suatches show a small amount of red paint over a
green swatch and a small amount of this same green paint over the
red, By squinting wou can see they are about the same value.

13



Figure 3

A newtral grey is on the lefi. the strongest chroma red ol pain
fromy the tube (¥ on the right —the (mermiving of the twe produces
differemt chromusic steps, weak chromax on the lefr, serong
chromas on e right,
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T'he third aspeet of eolor is chroma, Few beginning
students perceive it accurately. Chroma can be explained
as the degree color departs from neutrality, For instanee, if
we place neutral grey paint on the palette and mix in a
small dab of red paint of the same value we will be making
a weak ehroma red, If we add more red to it we make o
middle ehroma red. In uil paint, cadmium red light or
cadmium scarler from the tube are the strongest chroma
available for opaque painting. Therefore, the inter-mixing
of the red and the grey produces many different steps of
chromas. A few are shown in Figure 3.

The weak and middle ehromas may not seem like red
to vou. Manufacturers of paint, elothing and cosmetics, to
name a few, give these chromas interesting and exotic
names, like Burnt Rose or Puritan Brown. Nevertheless,
they are all different chromas of red.

There are many other terms people apply to color such
as intensity, luminosity, saturation, refractions, ete. Such
terms will be avoided in this book. They are not needed,
because understanding color merely involves knowing
what huc, value and chroma are.

It is comforting to know that a bit of paint of a certain
color can only do just so many things. Onee vou have
identified its hue then you should know that it can only get
lighter or darker in value, or weaker or stronger in chroma
— or change its hue as it goes into a prismatic progression.
See Figure 4.

It will be a good idea for you to duplicate Figure 4
using a number of different colors. Itisa fascinating exer-
cise which will increase your command of color.

It's not as simple as it first seems. For example if we
lighten a color, say red, with white, it will turn a cooler
hue, namely red purple. This is because white is couol,
almost bluish. To keep the hue red as you add white, you
have to add a bit of yellow or yellow-orange to the upper
vitlues, Tn this way the huae will stay red. To bring the red
down in value you have to first make a mixture of burne

Figure 4

The swatch of color that is being alteredd i5 in the square in the
center of the eross. Tt is lphtened with white to make it iphrer,
darkened with Burmt Umber to make it darker, newtralized with-a
grev of the same value to make if weaker (n ohroma, (to the feft),
ard increcayed in chroma by the addirion of a strong velfow-red of
the same value  ro the righe. The bortom section shows g prismaric
progression of a e, In this caxe violet to vellow preea. ar if voui
wish, veffow-green ta violer.




umber and alizarian crimson. Add this mixture to the red
and it will remain red as it gets darker in value, You can't
use Alizarin Crimson by itself as it is really red purple at a
dark value, and will, therefore change the red at the lower
values towards red purple. If you wish to weaken the
chroma of a color without changing its value you must
proceed as follows: Mix a grey to the same value as the
color under consideration (see Figure 2) and then add it to
the color, Figure No. § shows this procedure.

Chapter 10 will explain how you can mix tonal
graduations of any color, in any lighting condition.

The Color Wheel

The eolor wheel (Figure 6) shows the ten basic hues
fully graded in ninc equal steps of value, The way to raise
and lower values is as follows, but keep in mind there are
many ather ways to do this. Follow each step and create
vour own wheel:

Yellow is Cadmium Yellow Light from the tube at it
uppermost value. Tt is brought down in value by first mak-
ing a mixture of Burnt and Raw Umber and adding this to
the vellow. If you use just Raw Umber it will turn the
vellow to a greenish hue and if you use just Burnt Umber
it will make it too warm,

Orange is really vellow-red. Cadmium Orange is the paint
name, Add white to bring it up in value and Burnt Umber
to bring it down in value.

Cadmium Red Light is brought up in value with whire and
a tinge of yellow. To bring it down in value add a mixture
of Burnt Umber and Alizarin Crimson (using merely Aliza-
rin Crimson would alwr red w red-purple. ) to the Cad-
mium Red Lighe,

Rcd—purplt is Alizarin Crimson; just add whire to bring it
up in value.

Purple-blue is Ultramarine Blue; add white to bring it up
i value,

Blue-green is Viridian: add white o bring it up.

Blue is made by mixing Ultramarine Blue and Viridian
Tilgl.'ll'li:f —ata midwa ¥ mint the hue becomes blue, Add
white to bring it up in value.

The three remaining hues are difficult as there are many
different hues involved and many ways to accomplish our

Figure §

The mizture of white, (a) with red, (b) produces a Heht red, fc).
To weaken this red in chroma we misst make o grey, (e} of the same
value ar (¢) and add 1t to the light red {c), Beginmers should always
follow: thir procedure when cceakening a bue in chrama,

purpose. Brand names are tricky — what is called violer
may be a reddish-purple. What is called a green may bea
blue-green or a yellow-green. To make the purple we can
use a Cobalt Violer. Adding white to it brings it up in
value, but, we will have to make a mixture of Alizarin
Crimson and Ultramarine Blue to lower itin value. Green
vellow is Permanent Green Light. Add whire to it witha
tinge of yellow o bring it up in value — add Lamp Black
and Burnt Umber in various degrees to bring it down in
vitlue. You have to keep adjusting so as not to turn the
green hue too warm or too cool at the lower values.

Green can be made many ways — Cadmium Green
Deep is a good starting point. Add white to the green to
bring it up in value; if it turns bluish, add yellow. To
bring it down in value add Lamp Black or Burnt Umber
and Viridian, One should keep in mind when making a
color wheel that the hues should appear equidistant from
cach other and that the value steps within the hue not only
should be equal in graduation, but equal to all the other
vilue gradations in the other hues.

Creating this color wheel can be an invaluable exercise
in learning how to use color. Tt teaches you the basic hues
and their complements — the colors directly opposite each
ather vn the wheel, It teaches you to raise and lower the
values of any hue while maintaining its identity. You can
readily see how you may harmonize the same values of
different hues. There is no rule on how many value steps
one need make. You may make as many as yvou see fit, but
if you make more than nine steps the differences may be
tho subtle to see

&
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Figure 6

The color wheel. [0 hues of 9 equidistant values, the values of
anty fae march rhe values af all the other hues. The compliments
are directly oppasite each other
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The Hues in Sunlight

Figure 7 is an exercise to be done with the hues of the
color wheel. Lt shows the ven basic hues in sunlighr and
shade. First. paint the ten hues on a nonabsorbant surface
as shoswn, Outline them with a white border and surround
it with alight green color to represent grass. When com-

plete wair for a sunny day and place it on the ground in the

surhght. I'hen cast a shadow over it. Observe the hues in
light and shade and make a painting of them as in Figure 7.
| warn vioi thae you won't be able to paine them the way
they appear to your eyve. If you paint them the way rlw_v
..'l!‘i[i-L‘.lr Vil W I” !n«l,, thL‘II" LY 1|:||: . Hnl thi Fesule iR tse CIm
sunny. When vou take the study indoors and adjust the
valucs Vil will have a sunny |u||-L however, the colors
may appear washed out. Y ou must compromise a bic with
'[hl' i -|.|.l! s Dy iy H-III.] '!‘“‘ 'L".'Il!ihl." L{-i it a I,!:Pl.'ilr'.““.'{‘. I\:L"L'P 'i!l
mind the lights are warm and the shadows cool nut-
donrs,

To shrain proper sunlight values in 2 scientific
manner refer to the sunlight scale in Chapter 8.

Figure 7

The upper portion of the chart shows the [0 basic hues. The lower
partion shows these hues, pluy whire, and & green representing
grass in sunfight and shode. You muse add Cadmivm Yellow
Medium 1o the whire in the light and  bit of Ultramarine Blue o
the white to represent whire in the shadow. Generally in sunlight
vou add yellows o the lights and cool Blues such as Ultramarine
o the shadows. To achieve an even greater feeling of sunlight
raise the values of the hues in the light, However, the hues will
fose much chroma and ook washed our fo most peaple, Com-
promise is often involved here,

The Neutral Grey

| have often been asked by my students, “lsn’t it possi-
ble to neutralize any volor with its complement?™ Ay ans-
wer is both ves and no. Sometimes a complementary color
My work, other times a warm, cool, or neutral grey works
better. Theoretically one ean neutralize any color with its
complement, but, when it eomes to doing it with paint ir
becomes difficult and in some instances impossible with
the end result of mixing usually becoming a non-deseript
brawn. What works in the realm of hight does aot work in
the ph\'r-iu-.ll realm of paint. Another consideration may he
Ilu -,Lnnmmri actoi. W |1'|. use an L\pnn-‘n;_ { ..1r.|i11n|T11 Hr:i
o weaken a eolor when an ordinary inexpensive mixture of
Black pod whire paint will do the l..JmL thing?

As repeatedly stressed in this text the valee of o color 1s
of the urmast III'I."Ii':H wiance. Since the hues are of all differ-
ent values it stands to reason that when complementary
colors are intermixed for the purpose of neutralization you
will lose the palee of vour hue. You are also likely o lose
the identity of yvour hue — rhar is, the hoe will beecome
warmer or cinler,

@ PIe

Figure 8§
Gradation from a cool 1o a warm grey
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It 15, therefore, casier to neutralize a hue with a neutral
grey of the same value to the chroma you wish. The hue
and value then can be accurately maintained.

Mixing Titanium White and Ivory Black together pro-
duces a cool grey, that is, one with a bluish cast, If we mix
Titanium Whire and Raw Umber we will obtain a warm
grev — a grey inclining to the yvellow-red side of the spec-
trum, By mixing rhese two greys together we can obtain
varying degrees of warmth and coolness. A neurral grey is
somewhere between the warm and cool grey.

Figure B shows the cool grey on the left and the warm
grey om the right. The two greys in between are made
from rhe intermisture of these warm and cool greys. The
seeond grey from the right is still too warm. The sceond
grey from the lefr is, however, visually a neutral grey.

When such a neutral grey is justaposed with, or placed
on tap of a hue, it will take on the complementary color of
that hue. For instance, if a neutral grey were placed on top
af or next to a field of orange eolor the grey would look
blue at a distance. If it were placed on top of a swatch of
green the grey would appear slightly red-violer.

In my opinion, these optically created complementary
hues are more subtle, delicate, and beauniful than those

I'll not pass judgement on the merits of the two teach-
ing systems, but, it seems easier to have a class where
everyone uses the same number of values and the students
and instructor speak and understand a common language.

The nine value system is a good choice, 1 there arc
more than nine values the differences between them be-
come so slight they are hard to “read.” If there are less
than nine values they jump too much and it's difficult to
muodel forms properly. Carcfully study Figure 4.

The Making of the Neutral Greys

Now, with the number of values decided, you can pro-
ceed with the actual making of the neutral greys, Re-
member, grade them from light to dark in equidistant steps.
The lightest grey will be next to white. The darkest grey
will be next o hlack. Tsay equidistant steps because the
degree of visual difference between white and the lighe
grey next to it must be the same degree of visual difference
between that lighe grey and the darker grey next o it —
and so on down the line to black. If vou squint hard at the
nine greys between white and black there should appear to
be a smoath progression of values. If you seeagapora

Figure 9
A seale af U equidisrant grevs between whire and black
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which are direetly stared. Before you put down a stroke of
color you thenk vou see, make sure it isn't agrey berween
stume strong colors making it appear as a complementary
hue. Rubens frquently made use of this principle by mak-
ing his halftones grey, surrounded by warm shadows and
lowlights. Ata distance the grev appears to be blue or
bluc-vinlet.

If v desire complete control over your palette then
vou'll need a gradation of neutral greys ranging from very
light to very dark. However, you should first decide on
how many value steps vou want. The great American ar-
tist and teacher, Frank V. Dumond, had his students make
value grmlﬂrinns, but he would never tell them how many
gradations to make. Dumond felr the students wouldn't
think things out for themselves if he defined the number of
values, as a result every one of his studenis had a different
value seale, Some had only five values, others had
thirtv-five.

Frank Reilly, who studied with Mr. Dumond, insisted
on nine value steps. He claimed that he worked for vears
evolving a nine value system only to find out later that
Albert Munsell had Tong before established a nine value
system of hue, value and chroma notation. (Actually, some
French painters as carly as 1648 used nine values of flesh
tunes as a standard, )

jump between two values vou know that there is some-
thing wrong and an adjustment is in order. The light val-
ues should not appear to be erowded on one end nor the
dark values crowded at the other end of the progression,

To make the neutral greyvs vou will need both warm
and cool grevs. You may start first by making nine cool
greys of equidistant steps between white and black. The
easiest way todo this is with Titanium Whiteand Ivory
Black. Next, you will need nine exactly matching values of
warm greys, These vou will make with Titaniom White
and Raw Umber. Now add an amount of the warm grey to
the ool grey of the same value until a visually neutral grey
15 obtained as shown in Figure 8. Rely on your judgement.
D this with all vour nine values. Remember, it is essen-
tial your warm and cool greys are of the exact same value
and that you only mix a warm or cool grey of the same
value with one another, Afl your pine values showdd bave the
same visual degree of neutrality when you are finished.

Itis difficult to give an accurate recipe for these mix-
tures since every paint manufacturer makes paints a lictle
different from the next. Als, they vary their own pig-
ments, binders, fillers and vils from time to time. For this
reason you may get into difficulty neutralizing your greys.
It may be necessary 1o add a bit of Cadmium Yellow-
Orrange to one value or a green, a blue, or burnt umber 1o




some of the lower values to achieve your goal. It was be-
cause of this complex, time consuming task that a well
known paint manufacturer discontinued making neutral

Breys,

Testing the Neutral Grey

‘The true test of a neutral grey is that it should not alter
the hue towards the warm or cool side of the spectrum.
See Figure 10, If we have a strong red of a certain value
and wish to neurralize it — that is weaken its chroma
without changing its value — we must first mix a grey of

the same value as the red. We then add this grey to the red.

The grey will not alter the value of the red, but it will
reduce its chroma, that is, the red will look duller than it
was originally. However, if the red appears cooler, to-
wards the red-violet, to your eye then the grey is too cool.
If the red appears warmer, towards the yellow-red side of
the spectrum, then the grey is too warm. The true neatral
grey will reduce the chroma of the hue without shifting
the hue towards the cool or warm side of the spectrum,

Omnce you grasp this idea you should mix large quan-
tities of neutral greys and put them in studio sized tubes.
They will last vou at least through two years of student
work. Some of the lesser used values will last many years.
It sounds like a lot of work, but the whole job ean be done
in one day, It will save you much time and paint in the
lvng run, and vou can be assured of absolute control over
your color mixtures in whatever you intend to paint.

A few final words on mixing greys. If you are a begin-
ner you will find it more difficult to make neurralized
greys than in creating the nine equidistant steps of values.
For this reason, I allow my beginning students to make the
greys merely out of Titanium White and Ivory Black. This
produces greys with a slightly bluish cast, However, since
they will be used mainly to produce flesh tones indaors by
mixing them with yellow-red paint, the complement of
blue, these greys work quite well, If you paint mainly
landscapes and other outdoor effects, you will find that
greys made with Lamp Black and white work best with
your colors, Lamp Black is bluer than Ivory Black and so
the colors produced with the greys will be quire consistent
with the effects cansed by the light coming from the sky.

Left xide, in a downward row,

three dabs of the same red
paint.

Center, in a downward row,

acool grey the same value
as the red,

& neutral grey rhe same
value as the red,

i warm grey the same
value ax the red,

red mixed with the cool
grey making @ coolish
red.

Right side, in a dowmward row,

red mixed with the neutral
greyv making a meurralized
red Inclining neither to-
wards the warm norceol
side of the specirum

red mixed with the warm
grey making a warmish
red.

Figure 10
The illustration shows haw to test a grey for ity newtraliee. Iralse
shows how a cool, aneutral, and wwarm grey alters a given hue
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Warm and Cool Colors

Colors are often referred w as warm and cool. In the
older books on color a line was drawn across the color
wheel usually through the vellow-red and blue hues — all
the colors on one side were called warm and all the colors
on the other side of the line were called cool. Today we
know that thisis a hard distinetion o make.

We now rend to think of eolor more in terms of
psychology and relativeness. Of course, this is far from
absolute as not everyone is conditioned psychologically
the same; blue may look distant and cool 1o one person and
warm and friendly to another. However there is a warm
and cool aspect of almost every color, Usually this effeet
depends upon what color or colors are plﬂu_d next o il
We think of Cadmium Yellow as a light warm yellow but
Lemon Yellow and Zine Yellow are cool yellows. Actually
the cool yellows are different hues, They havea tinge of
green and therefore could be ealled \'q:l]uw HI‘L"I.‘I'I*'I.‘L“l‘H\',
It is a lot easier to call the color cool or warm. Cadmium
Red Light is 2 warm red but Grumbacher Red, which is
almost the same value, is a cool red, So is Harrison Red.
Greens which are cool can be made warm by the addition
of yellow, orange or dlmaost any of the earth colors.

Generally we may say that warm colors contain vel-
lows, vellow reds and reds, while eool colors conrain blues
and violers. If visu ool or warm @ color too much you are
in danger ni']uf::ng the hue, The shift to conlness or
warmth of a hue should be very slight for the maximum
effect of beauty. Practice making a hue warm and cool in
the following manner. Take Cadmium Yellow Light,
Cadmium Orange and Permanent Green Light and ar-
range as shown in Figure 11. Add white o the Permanent
Gireen Light and to the oriange to bring them up to qlmpru't-
imately the same value as the vellow. Now add a little of
the green-yellow o the 'Irelln'u. . Keep adding small
amounts of the grwn-»tihm 3o the same with the
orange, There will be 4 point on both the left and the right
of the yellow where it ecases w be yellow. Ta the lefr it
becomes vellow-orange, to the right it becomes yellow-
green. Tt “.1'|I however. bea “cool” vellow on the right and
a “warm” yellow on the left, No one can say with any
certainty where the exact dividing line shuuld be. Do this

exercise several tmes with several hues o develop your
awareness of the warmth and coolness of colors.

Partial List of Warm and Cool Colors

Here is a small list of what are commonly referred to as
warm and cool colors;

WARM COOL
Cadminm Yellow Light Thalo Blue
Cadminm Vellow Medivm Manganese Blue
Cadmium Vellow Deep Cerulean Blue
Cadmipm Yellow Orange Ultramarine Blue
Cadmium Orange Cabele Blue
Cadminm Red Light Veridian
Cadmiam Scarlee Alizarin Crinson
Yelfow Ochre Permanent Green Decp
Raw: Sienna Thaln Gireen
Burnt Sienna Cxide of Chromium
Burnt Unber Terre Verte
Cadminm Red Medium Indian Red
Terva Ruosa Cobalt Vielet
Light Red

Venersan Red

Manganese Blue is the warmest of the blues. Ul-
tramarine blue is the coolest, as it goes towards purple.
Cabalt blue tends toward the cooler Ulramarine. Mars
Vialet is a warm violet. Lamp black is a cool black. Thalo
Yellow-Green is o warmish green.

heep in mind that many of these warm colors can turn
cool with the addition of white. Also, that after vou hring
the hue up or down in value and you wish to weaken its
chroma you must add a neutral grey of the same value to it
You can do this also by adding the cmnplr.m-.m of the hue
of the same value (sce color wheel, Fi igure f) but this is
more complicated and often does not produce better re-
sults. You can sec the vast possibilitics of color mixing
with this method. Exercises like these will help vou under-
stand, perceive and obrain the colors vou want, These
rudiments should be mastered if you hllp-L to do any seri-
ous work in the ficld of painting. How v feel about color
is what will transform it into a work of art,



Figure 11 The warm and cool aspect of a hue,

Almost any hue can be made warmer or cooler. Simply add the
fuses to the left or 1o the right of the hue on the color wheel. Firse,
however, it is advisable to make all the hues approximarely the
same value, for it is usually best to change only one thing at a
timre. Here we have a yellow hue in the center, The yellow is made

Figure 12

These four charts show disginctions Berween hue, velue and
chroma. Keep going over them antil vow are sure vou thoroughly
wneerstand fuxe what hae, valie and chroma are.

a. examples of different hues, differeny values and different
chromas,

warmer By the addition of vellow-red on the left and cooler by the
addition af green-vellow on the right. Hues can also be made
coaler by the addition of white, black.grey, complements, ar by
surrounding  them with warm colors when they are weak in
chroma. A glaze of @ warm or cool color can also be used to alter
ihe hue.

b, examples of different hues. different values put all of the
same chroma.

. examples of different hues, different chramas but all of the
same vilue.

i, examples of different hues. same chroma, same value.
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CHAPTER 2
Concerning Colored
Light Sources

Whl.:n the color of the light source changes many other
changes take place both on the subject and on the back-
ground. A\ light source that is colored can come from na-
ture, such as the sun, the mooen, various colored skvlights,
ot it can be from man-made sources such as incandes-
cent light or strong red, blue, and green theatre
lights, ete. -

A colored light souree mainly affects the light side of
the model or subject. The shadow side of the maodel is
affecred but lietle and produces the illusion of s com-
plementary ¢olor on the cast shadow. The cast shadow is
the complement of the source of the light plus the color of
the background. For instance, a yvellow light on a whire
abject against a white background turns the object and rthe
background yellow in the light areas but the cast shadow
appears to be purple-blue, the complement of yellow.
This same principle applies to all the hues. Consult your
color wheel for complementary colors. Suppose we put a
white object against a purple-hblue background with the
sume yellow light on it You will find that the yellow will
neutralize the purple -blue background but the cast
shadow will remain purple-blue. In another instance we
will try this same yellow light on a white object in front of
agreen background. The vellow light adds itself to the
green background so it becomes green-yellow. The cast
shadow now becomes blue-green-blue. As stated before,
the cast shadow is the complementary of the light source
plus the eolor of the background. Figure 13 shows how o
arrive at this,

Please keep in mind that these are ideal conditions,
Seldom are they found this way in nature, There can be
other sources of light that reflect into the shadow and cast

shadows altering their hues. The chroma of the cast
shadow will be approximartely half the strength of the
chroma of the light source. It is curious that when the cast
shadaw goes away from vou it appears slightly stronger in
chroma than when itis closer to you, In painting first Iy
toachieve the illusion of the complement with a grey, If
this doesn’t work then add the complementary eolor to the
grev.

In our age wie have many forms of colored 1ights at-
fronting us evervwhere; whenever these colored light
sorces are exceptionally bright they will produce effects
on everything near them. A maost interesting effect is when
someone or something is in front of a very bright colored
light. Xcrually, this happens quite frequently in nature
outdoors. The sky™s color can wrap around the branches,
leaves and vwigs of a tree, If the twigs are very thin the
sky's color, whatever it is, will complerely overcome
their local eolor.

Painters did not seem to pay much attention to these
cffects in carlier times even though some artists must have
known abour them. DaVinci even wrote about the wrap-
around phenomenon in his treatise on painting, Certainly,
the Impressionists pushed complementary color effects to
their limits, and the art conscious public began to ap-
preciate their efforts once the * brown sauee” paintings
that preceded them became diseredited. Also, American
illustrators were very big on complementary color har-
monies in the carly 1900's and then many dropped them,
mowing om to invent their nwn calor cOmpositions idrgul:.'
independent of nature, Keepin mind what vou are looking
at in nature and be aware of what nature can be made to
look like in painting. They are two different things.
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Figure 13

The cast shadow caused by a colored light will be the complantent
af thar colar providing the backeround is whire. To arrive at the
ealor af o cast shadow on o colored ackgrowrnd _f.-n'.r.;:-l.l.' this

diagram.




Th::re are two major problems we encounter in the carly
stages of learning to paint, These problems also plague the
more advanced students and quite a few professionals as
well, The first is we do not perceive that cach object,
when averaged out, has a value-partern all its own. It is
usually different from the value patterns of other objects

in the picture.

The seeond problem grows out of the first. Missing the
ohjeet’s overall value-pattern, the artist models each form
in the picture with an equal degree of lightand shade. The
result is a jumble . . . a catalog of isolated objects bearing
no relationship to cach other within the painting. The
beauty of a unifying light falling on everything within the
picture is entirely lost.

Toavoid these pitfalls, to become a berter painter, and

CHAPTER 3

Value-Patterns

to help you in designing a picture, you should adopr a
definite approach in looking at subject matter. Try to
forget the details and the light and shade of the form;
simply look at its big ourside shape and reduce it to s
general, allover value and patrern.

It's important to learn how to do this. Some people
find it helpful to squint or blur their eves. When you see
things out of focus you lose the sharp lines and details.
What definition remains is caused mainly by the separa-
tion of values. This is what vou want to see,

The spaces berwween the forms arc also to be taken into
consideration. These negative patterns should be similarly
reduced to an average value, Don't think of individual
ubjects. Think of groups of forms and overall pattern. 1f
an object has the same value as the negative shape behind

Figure 14
The vadue-partern concept applied to portrait and lamdscape.




Figure |15
Examples of valwe-pattern studies. These showld be of the simp-
fesr shapey and values. They can be varied ad infinitum




it, thun the objeetand the negative shape should be consi-
dered as one value-pattern. You would make a great step
forward in your perception if when you sée a scene you did
ant say to voursell, “thisis a person, this is an apple, this is
a vase,” Instead, it yvou look and say, “thisis anm erall
middle value against a dark value; this is a pale vellow
against 4 dark red.” When you truly relate toa scene in
this manner you will have made real visual progress.

Figures 14 and 13 are simple examples wo explain this
way of secing. Study them.

Set vourself up similar studies. Eliminate details and
light and shade for these problems. keep the scene in 4
front lighting condition. Start with simple objects at first,
fur example, a white pitcher against a dark and middle
ackground, Now change vour dark and middle back-
ground and make another panting. The objects you use at

this stage should be white, middle, or dark, and simple in
shape. Once vou grasp this idea, add smaller objects of
different value-patterns, such as an apple and an orange.
The third stage is to add a shadow shape on each object
and a cast shadow i it has one. Brush the shadow and light
together slightly bur leave the outside edges alone for now.
These studies are invaluable. The sime rules apply to
painting a portrait, a figure or a landseape.

We have now discussed color and eolor in relation to
values, Onee you grasp the idea of value patterns you
should find it casy to get the correet color to match them,
and vou should match your ealor to vour value, You are
now left with three problems: how to get the proper
shadow values; how to make the color go around the form
praperly (this is explained in “The Mixing of Tones”™), and
how to brush vour :'dgq:.\i {covered in l:h.'lpl:t_'r g )



CHAPTER 4
Forms and Planes

Form

A thorough knowledge of form and planes is essential
to anyone who desires to be a good artist, | maintain
that the difference between a first rate painter and a
medioere one is the former always paints in the planes
on the forms precisely where they should be, The
weaker artist does not have the perception to do this,
Fargeries, copies and imitations usually fall short of
fine works of art for the same reason.

Forms come in many sizes and shapes, Aneggisa
form, asisacube, a cong, a shoe or a rtable. Almost
evervthing is a composite of basic forms such as a cube,
cone, sphere, cy |mcim ror pyramid. In short, a form is a
sulid shape that has bulk and volume. Since forms are
usually opaque they have light and shade on them.
They can, of course, touch, overlap and rest on each
other. See Figure 16,

It's important to think of the figure in terms of its
major forms. The big forms of the boady are the head,
the torso, the leg and the arm. Examples of the next
smaller forms are the rib cage, the breasts and the but-
tocks. The smaller forms are the ball of the nose, the
nipples of the breast, and knee cap, to mention a few.

Do not underestimate the value of the study of
forms. In representarional painting the large forms
must be understood and mamtained. And the smaller
forms have to be subordinated to the larger,

Planes

A plane, in relation to form, is as a faceton a

diamond. Another way of thinking about a plane is this:

slice a piece off a peeled hard boiled egg with a sharp
knife. The slice creates two planes — one on the egg,
the other on the picce. See Figure 17.

Basically, a plane is a flattened area of a form. ltcan
be the top, side, bottom or front of a form. Planes can
make a tangent with other planes or be atop other
planes. Planes can be vertical or horizontal, repeat
themselves and vary in width,

The human being is an extremely complicated ar-
rangement of forms and planes. For example, the nose
i5 a form. The flat plane of the nasal bone wedges into
it. The bottom of the ball of the nose flattens into baot-
tom planes, both front bortom and side bottom. In
painting the nose the right application of paint exactly
where the plane is and fusing it to the proper degree
with its adjacent planes is extremely difficult, and it
requires a lot of SEiII and perception.

Onee you are familiar with what forms are, you
should start adding planes to them. The next step
should be to make simple studies from a cast in charcoal
or charcoal pencil, concentrating on the largest planes.
After you become familiar with the big basic planes on
the cast, you'll be able to work from the live model with
maore understanding.



Figure |6
Some exvamples of forms,  a. A form teuching another form,
. A form pverlapping anather

= =

Jform.

¢. Formy on top af other forms.

d. A small rounded form making
tangeni with fwo PIIEIFII!'.&'.

e A gmall rounded form being
mveriapped by twe plenes.

I A form on top af o plae of
i forn,

\ 4
U

Figure 17

Three examples of planes on forms. There will be planes on
evervihing vou paint in nature except perfect spheves. You can
gven paint a sphere by dividing i up inta many little planes. The
vilues shown dre mot necexsarily trie. They are for dexcriprive
prrposes only.
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Figure 18

A sphere in simple light and shade. The shadow is always at right
angles to the source of lighs. In front of the shadow is the halfione .
fnfrunt of the halftone are at least three distinguishable values af
light. The highlight is at the cresting of the area af lightest light

The shadow cast by the sphere is of two major parts, the wnbra
atvd pevimbra. The wmbra iy the darkest part of the shadow. The
penumbra is lighter than the umbra, it is @ *'half shadow'* . It is
soft edged that becomes even softer as ir recedes from the object’ s
edges. The wnbra also becomes soft edeed as it recedes from the
abject and eventually merges into the penumbra. Not shown ix the
darkest dark. commonly called the accent. The accent is only
where no light can enter, such ay where the object touches the
surface. Since we are looking down on the sphere we cannor see
this aspect of fr. However, it would be readily discernible in a side
View.

The Crest Light

Ohne of the most common errors in painting is the ren-
dering of the forms in the light so they appear too flar,
This happens because the painter does not see any dis-
cernible planes, Indeed, many forms, such as spheres,
have no discernible planes.

Whar produces the plane in this case is the light in-
Creasing in intensity as it approaches the cresting of the
form. We will call this light the Crest Light. The crest
light is alw avssofton all sides, It blemds im perecprably
inta the surrcunding arcas because it does not exist on a
flat surface. Do not confuse the crest light with a high-
light. The highlight, if any. is smaller than the crest light
and usually is within the center of i, Parts of the highlight
may blend into the crest light but usually there is one part
of the highlight which stays quite distinet. Highlights are
commonly found on cormersand ridges of forms. Therelore,
if a form erests tosuch a degrecas to form a corner rather
than a rounded surface, the light atop that corner could be
called o highlight,

The black and white illustrations in Figure 19 are ex-
amples of crest lights. The top row shows crass-sections of
cach of the forms. The second row isa tap viewe of these
same forms with light and shade on them. Notice the vari-
ations af the width of these lights and how they relate to
the erass-scetions above them, Try to visualize the cross-
section of any form vou paint i arder get a better idea
aof thas erest lighting and irs position. The thivd row shows
b this cresr thr is tormed.

a) Simple light and shadow on flat surfaces

) A halfrone made by making an additional plane

¢} The bending of the light areas which produces a
gradavion of the lights and a erest light.

Cn the bottom row, (d) lefr, we see a triangular form.
motice how the width of the erest light tapers with the
tapering of the furm. This principal applies to all forms,

T the right, (e}, we see how the crest light follows the
direction of the forms. This principle is most commonly
applied in the figure 1o the arms and legs. Notice how the
crest |igl1l o the hottom form pers toa Fnin[ aimid d|q.1p-
pears as it mierges into a flat surface,



Figure 19
The nature of the "Crest Light.”” See text for explanation.



CHAPTER 5

Shadows and
Their Values

Ln:t's now look into the natire of shadows and their val-
ues to try to understand them a bit more. Simply stated,
that side of a form which is not receiving direet illumina-
tion is called its shadow side. When observed under one
light source, forms that have light and shade have basically
three big planes, a light plane, a halftone plane and a
shadow plane. There are other planes within these such as
a top plane and a bottom plane, bur we will not gointo this
N,

Shadows would appear black if it were not for the
general atmosphere or secondary light sources talling on
them. The atmos phere consists of air, dust, moisture,
gases and some forms of electrical phenomena. On the
maon or in outer space where there is no air, shadows are
black. Only reflected or second ary light sources would
illuminate them. On Mars, where the atmosphere is thin-
ner than the earth's, shadows would be darker than those
on carth but lighter than those on the moon. On earth, pur
primary concern, the armosphere and light from the sky
reflect light into the shadow plane making it a value far
lighter than black.

There are other factars which enter into the shadow
value, such as the distance the subject is from your eve,
the distance the subject is from the background, the reflec-
tive power of the background and the texture of both the
subject and the background, A nap texture such as velver
reflects little light and therefore will appear quite dark. A
white broadeloth, on the other hand, reflects a great deal
of light into a shadow area. All of these factors should be
considered before vou make a decision as to what value
vour shadow will be.

Itis quite logical thar the lighter the value pattern of a
form the lighter its shadow value will be, the darker the
value pattern the darker its shadow, providing of course, it
15 in the same surroundings. All shadows are not the same

value. Since white will have the lightest shadow value and
black the darkest shadow value it follows that all in-
between values will have relative shadow values.

There is an important rule concerning light and shade
that you should remember. With few exceptions, anything
within the light side of a form is lighter than anything
within the shadow side of that form. Areas that appear
light within the shadow seem that way because they are
surrounded by a large amount of darkness — the same as
dark areas surrounded by light appear darker. Areas of
light within the shadow should be painted darker than you
think they are. Areas of darkness in the light should be
painted lighter than they appear. In this way the illusion
of light on form is maintained. If vou paint things the
way you think you see them you'll find what you have
painted lonks flar.

All of this is to teach you to see nature in its rela-
tiveness. Stick to these rules for your studies and I'm
sure you'll find them helpful throughout your painting
carcer. However, remember your feeling faculty. You
may find, for instance, when painting a portrait of a
woman that you want to paint the shadows lighter and
more colorful than the rule indicates, Or, another time,
you may gain 4 more dramatic effect by lowering the
shadow value. Special effects in picture design may re-
guire altering values and colors, but such changes
should be based on knowledge and not caprice,

Study the value diagrams in Figure No. 20. They
show white, black and a middle value in light and
shadow in commaon lighting situations. Place a piece of
clear acetate over the page and march your paint with
these values.

If you are interested in a more scientific method for
ascertaining values you'll find the answers in the follow-
ing chapter.
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Figure 20
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CHAPTER 6
Light and Shade

Tht' world we see is revealed wo us by light, cither natural
orartificial. Examples of natural light are sunlight, moon-
light, and skylight. Examples of artificial light sourees are
incandescent bulbs, kerosene lamps, candles, erc.

When painting a picture we are faced with 2 number of
constant, inter-relating lighting considerations, including
the source of the light, the angle of the light to the object,
the textures, values, and p].mm involved, and the object's
position in rh-. seene as well as its distance from both your
eve and from the background. All of these elements of
light and shade must be examined.

Obviously, the painting of form in light and shade de-
pends primanily on using the correct values, The degree of
lightness or darkness of an object is what gives it dimen-
sion. You can err considerably on the hue and chroma of
form and it will not be too noticeable — indeed there may
be times you'll ehange the hue and chroma purposcly. )
However, mistakes of value will be noticed immediarely.
Circat p:lntcr'i of every age have usually been exception-
ally gifted in the handling of values. Rémbrandt and Ver-
mieer are outstanding :_xamplu. of artists who mastercd
values, The same is true of John Singer Sargent. Don't
df:spair, and think you must be in such HUEUSE COmpany to
control values successfully. Many lesser talents can man-
age values beautifully. There is much technical knowledge
concerning values available that can be of immense help to
vou. Much of it is supplied in this book. Whether or not
vou take advantage of this knowledge is up to you.

In order o understand what is happening when an
object 15 seen in light and shade you must concern yourself
with several factors. The thing that first impresses you is
prebably the object’s color. This should not concern you
at all ar this point. What is important now is the type of
and position of the source of light, the abjects *home”
vilue and texture and its surroundings.

All the values can be determined in an underpainting
by comstant comparison with each other. However, when
first painting from life the student is usually confused by

all the colors he thinks he sees. He is not aware of the value
of the colors. T hese values vary immensely from outdoors
to indoors — from sunlight to candlelight, and from the
innumerable different positions of the light to the object
and of the angle of the eye to the objeet. A small amount of
thinking will convince anyone thart the range of nature's
i]ghhng is thousands of times g‘rrarrr than our paint range.
How is it then that we achieve "naturalistic™ effects on the
canvas? How do we get things to look “right™? The answer
lics in ratios. When we achieve a certain value rarvio in
paint relative to nature then our painting looks “normal”.
Fortunately, all these ratios have been figured out for you
along time ago by Frank ]. Reilly, Harold Speed, myself
and others. If you follow these examples of ratios, scales,
and black and white studies you will be well prepared to
start painting.

The Value Ruler

The first thing you must determine is the “home” value
af any object or scene before you. Since this book focuses
muainly on the painting of the human form with indoor
lighting we'll confine ourselves o this aspect of the sub-
ject. T'o make a judgement of these values you will need a
value rufer. With it you will measure values in much the
way you measure with an ordinary ruler,

A value ruler ¢an be made out of any material and be of
almost any size. However, a small one, thirteen or four-
teen inches long, thin, and about 1% or 2 inches wide will
be quite sufficient, The marterial you use must be non-
absorbent, such as acetate or a primed illustration board,
If you use illustration board coat it with several coats of a
polymer gesso first. The surface of the board should be
made smooth and white, This strip is then divided into
cleven equal spaces, white being at the extreme left and
black at the extreme right. There will be nine equidistant
greys between the white and black. The lightest grey is
to the right of white and the darkest grey is left of black.
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Figure 21 The four basic lighting conditions.

i, Fronglight. where the light source is directiv in frans of the
eyt

b, Farm light, where the light source tx usually ot a 45% angle
to the subfect, The shadow portion can oceipy anywhere
from 112 ro 7i8rhs of the area.

It is wise to mix all these grev value steps on the palerte
first. When vou are certain that the values are all equidis-
tant from one another, place them on newsprint or paper
towels, if you are working in oil, and let most of the ol
snak out.

By “equidistant” | mean that the visual degree of dif-
ference bevween white and the ninth value is the same
degree of visual difference between the ninth value and the
eighth value and so forth down the seale,

These values, including whire and black, are now
painted on to your surface, whether it be cardboard or
acetate. Take care that they do mot smudge into one
another. T'ry to get as flat a painted surface as you can as
ridges will interfere with the judgements of values. After
the paint is thoroughly dry, cur a noteh ar the edge of each
af the values.

Using the Value Ruler

The value ruler is used to judge the *home” value of
any abject or material, This is done best in a studio with
light that comes in from the north side or outdoors on an
overcast day. Such light will be the most constant and
glare free.

Lay vour value ruler on top of the object you are study-
ing. Now look at the values on vour ruler. You will see
that same of them are lighter than the object it's rr.ﬂmng on
and some of them are darker. Light values seem to “jump
out” whereas a darker value will “punch a hole™ in another
vilue, Wherever the value on your ruler appears to be no
lighter or no darker than the object it is on, then you have
found the “home"value.

The “home” value will ehange in different lighting
situations. For instance, in sunlight it is one value and in
moonlight it will be an entirely different value. Through
the use of scales the complere value range, that is the val-
ues of the lights, halfrones, and shadows of the object in
any lighting situation, can be aseertained. These scales can
be used whether you are painting from nature or if you are

e. Rim light. mast of the subfect is in shadow, There (v a
brilliant thin rim of light on the subject.

d. Backlight, all of the subject ar objectis in shadow, e light
seitirce behind iF,

painting from photographs. You can also readily transpose
ome set of values from one lighting situation into another
set of values for another lighting situation. For instance, if
you are painting a nude in a studio with a north skylight
and wish to make it appear as if it were in sunlight you
could easily do so.

The Four Basic Lighting Conditions

There are innumerable lighting conditions; however,
they can all be reduced o four. All other conditions are
simply combinations of the four,

These four basic conditions are front lighting, form
lighting, rim lighting and back lighting, See Figure 21.

Let's now discuss the qualities and characteristics of
cach of these lighting conditions before we go to the actual
scales.

Front Lighting

Front lighting, is, as its name implies where the lighr is
directly in front of the object, There are no shadows in
frone light; however, the edges of the form are painted in
darker than the mass. When the darker edges are
brushed together with the mass we produce the
illusion of form,

Objects in front lighting show their eolors at their
purest. There are no glaring highlights to bounce all over
and no dark shadows cutting into the light arcas. Front
lighting is usually used by artists when they want w place
emphasis on pattern and eolor. It is also often used by
portrait artists when painting women. One must be eareful
in portraiture, however, as front light has a tendency
make peaple appear fatter than they are. This must be
compensated for by drawing the subjects thinner and
longer than they actually are, Almost everyone thinks they
look better this- way anyhow,



Form Lighting

Form lighting reveals the form of an object most read-
ily. The form lighting condition can vary considerably but
generally it is taken to mean that the object is anywhere
fram one-half to three-quarters in the light — the rest in
shadow.

Form lighting tends to emphasize the character of a
person and is therefore used by many portrait painters
where this effect is desired, \{:hnugh form lighting has a
slight tendency to bleach out some of the color in the
highest lights it is the most easily “readable” of all lighting
conditions. For this reason models are posed most fre-
quently in this lighting condition in my classes. Form
lighting shows the three dimensions best.

Rim Lighting

Rim lighting is the most dramatic and brilliant of all
the lighting conditions. It is commeonly used by illustrators
to have their main figures stand out from the background
or to strongly emphasize important areas. In painting rim
lighting is used mainly in sunlight or moonlight effects.

Local hues and values of an object bleach out almost
completely and tend to lose their identity under rim lighr.
Under this condition a red, a vellow, and a blue in the
light would searcely be distinguishable from each other.
Black, a middle value and white would be almost the same
value on the light side. However, in the shadow side of rim
lighting, much can be done in terms of the modeling of
vitlues and the manipulating of delicate hues.

Back Lighting

The light source is completely behind the subject in
the back lighting. What we have, in effect, is “shadow
lighring™; that is, evervthing is in shadow on the subjecr.
In back lighting, indoors, the less the light the less the
detail. Generally there is less detail in back lighting, Maod-
cling form in back light is accomplished by the very subtle
use of values. If one goes woo high in value the lighting
effect will be lost.

After you are familiar with the basic lighting condi-
tions and their characteristics yvou are ready to study the
value scales that apply to them,

Each of the four basic lighting conditions have a “nor-
mal” condition, a stronger than normal lighting condition,
and a weaker than normal lighting condition, When a
series of pictures are painted with these values and placed
side by side they will all look relative to each other, This
would prove the l:l'!'iu_.;g-.':»' of the values,

The Value Scales

Let us now see how the value scales work, We'll start
with the front lighting condition first. In all cases the top
row of numbers in the following charts represent the val-
ues in nature. The top row always goes from white to
black, represented by the numerals 10 for white and 0 for
black, Now, if you wish to paint an object illuminated by
frone lighting, vou will find the paint values will remain
almost the same. What happens 1s that black, (0}, now
becomes the first value and therefore pushes all the other
values up a noteh, giving you a new set of values o use.
In order to make this clear we will proceed step by step.

The Front Lighting Scale

a — Draw a strmght hine. On it place eleven equidis-
tant dots. Above these dots place the numbers 10 to 0. You
may use any distance you wish berween the dots butall the
distances must be the same. For instance, if vou wish a2 one
inch space between the dots all the spaces must be one
inch.

by — Drop a verticle from the dot under the number 10
representing white. Drop a verticle from the dot under the
number 1. It doesn't matter what the depth is but be
reasonable. The arrows are for clarity.

¢ — In the front lighting condition all the local values
become a little lighter than they are. Black becomes a lintle
lighter, and we'll eall it the firse value. Draw a diagonal
from the dot underneath zero (0) to the bottom of the
vertical you dropped from whire (10). Where this diagonal
criosses the vertical dropped from the first value (1) draw a
horizontal line,
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i — Now that we have moved black up to the first

value we can move all the ather values up proportionately,

Draw diagonals from the dots undernearh the numbers 1o
the bortom of the vertical under white (10). This is iden-
tified as point “Y" in Figure 22¢. Where the diagonals
cross the horizontal draw a vertical line upu-:.trd_ Where
this vertical touches the top line is your new value,

This scale has now transposed all your natural “home”
values into a front lighting condition, Let us see what we
have. Black, (0), has now become the first value, The first
value (1), has become |34, the second value has become
2%. Conrinue in this manner all the way up rhe line.
White will have to remain white because that's all we have
to paint with. These are the new values in paint thar you
are to use to achieve a normal front lighting condition.

I do notexpect anyone w grasp this concept on first
reading. bue, it will become clearer after several readings
and by drawing the scale step-by-step.
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Figure 23

Front Lighting, normal condition

For a normal looking Frant Lighttng condition eliminare
black from the bottom of the scale. Black, (0), moves up to
become the first value and, therefore, all the other valwes motve

up a bit except white, which bas no place to go and therefore stays
white,

Front Light, normal

White - 10 stays 10
9 becomes 9 L/16
% becomes 8%
7 becomes 7Y
& becomes 612
§ becomes 5%
4 becomes 414
3 becomes 334
2 becomes 27

| becomes 2

0 hecomes |

Black -

1t is the new values on the right that you paint with in all cases.

Simce few people can split values as fine as a Vach or a 1/16eh, it
will be 1oise to stick to balves or whole numbers for all practical
prrposes,
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Figure 24

Front Lighting, stronger than normal condition

As we increase rhe ilumination of the front lighting we
take more steps off the bottom of the scale, or, more simply, we
make Black (0) an even lighter value. In this case black new
becomes the third value. All otber values move up proportion-
ately excepr white, (10}, which stays white.

Front Light, stronger

White - 10 stays 10
9 becomes 9%
B becomes Hi
7 becomes 8
6 becomes 74
5 becomes 6%
4 becomes 6
3 becomes 544
2 becomes 444
| becomes 3%

Black - 0 becomes 3

a7
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Figure 25

Front Lighting, weaker than normal condition

When we decrease the illumination of a Front Lighting
candition 1e lowcer the value of whire and increase the value of
Black, White, (10), becomer the seventh value and black, (),
becomer the firse value in this example. Al the values therefore
condense to a point samewhere betiween the second and third
valuer,

Front Light, weaker

White - 10 becomes 7
9 becomes 6k
8 becomes 3%
7 hecomes. 54
fi hecomies 444
F hecomes +
4 bhecomes 34
3 becomes 24
I becomes 2
| becomes |4

Black - 0 becomes |
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Figure 26
Form Lighting, normal condition

When an object goes into Form Lighting 1t goes ineo light
and shade, We need, therefore, a scale for the new values in the
light and a scale for the new values in the shadow. The tap part
of the scale represents the light values, the bottom part of the
scale represents the shadvw values. In Form Lighting the scale
divides at the fourth (41h) value, that is, everytbing in the light
will be betsween white, (10), and the fourth value. Everything
im the shader will be beteoeen the fowrth value and back, (0). It
i5 art this foweth vadue that whire i the shadoaw 15 the same value
as black in the light. One last note, in Lighter then normal
surroundings white in the shadow would appear stightly lighter
than black tn the light. In darker survoundings than wormal
;.:I'.El';rr in the shadow wonld appear darker than black in the
ight.

Form Light, normal

Light Side Shadvww Side
White - 10 stays 10 White = 10 becomes 4
9 hecomes @44 9 hecomes 34
8 becomes 2% B hecomes 3+
7 becomes 814 7 becomes 25
6 becomes 7% 6 becomes 244
i becomes 7 F becomes 2
4 bhecomes (Y 4 becomes 18
3 becomes 374 3 becomes 144
2 becomes 4% 2 hecomes %
| iecomes 444 | becomes
Black = 0 becomes 4 Black - 1 stavs ()
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Figure 27

Form Lighting, stronger than normal condition

To obtain vhe feeling of a stronger than normal Form Light
comdition we split the scale at the fifth value instead of the fourth
value. Therefore, black in the light becomes the fifth value, the
same value as white in the shadow. On the shadow part of the
seale, the lower part, we raise black, (0) to the first value. The

shaduw range is from the fifth value to the first value.

Form Lighting, stronger
Shadow Side

Light Side
White - 10 stays
9 becomes
B becomes
7 becomes
6 becomes
§ becomes
4 becomes
1 becomes
2 becomes
| becomes
Black - 0 becomes

10

l!_”é
9
Bl
B
74
7
Vi
&
513

i

Black -

White - 10 hecomes 3

9 becomes 44
# becomes 4

7 becomes 3%
i hecomes 3448
§ becomes 3

4 becomes 2%
i becomes 24
2 becomes 134
| becomes 14
0 becomes |
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Figure 28

Form Lighting, weaker than normal condition

A weaker looking Form Lighting mm:’r'r-inu can be obtained
by lowering the value of white, (10, in this case to the eighth
value, and dividing the scale at the third value instead of the
Sourth value. The shadow part of the scale extends from the third
value to black, (),

Form Lighting, weaker

B becomes 7
7 becomes 6%
i becomes 6
5 becomes 54
4 becomes 3
3 becomes 444
2 becomes 4
| becomes 34
0 becomes 3

Light Side Shadow Side
White - 10 becomes 8 White - 10 becomes 3
9 becomes 74 9 becomes 2%

£ becomes 244
7 becomes 2

& becomes | %4
3 becomes 134
4 becomes 1%
3 becomes M
2 becomes W
| becomes Y
0 stays 0O
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Figure 29

Normal Rim Light

Rim Lighting 15 basically vdge lighting, usnally an the side
or tafraf the madel, The light arca should be no more than Vith of
the area, otberwise you will be gotng into a Form Lighting
condiron,

As you go from a Front Lighting to a Form Lighting to a
Rim Ll;grbn'ng conditian the light values crowwd towards the top
of the scale and therefore appear very brilliant.

I a wormal Rim Lighting white, (10, in the shadvww 15 the
same valuwe as black, (0), in vhe light which is the eighth value.
Therefore, the light side of the scale extends from 10 to the §th
value and the shadow side of the scale exrends from the Bth value
o, (0}, Mack.

Rim Lighting, normal

Light Side Shadow Fide
White - 10 Stays 10 White - 10 becomes B

9 becomes 93 A

g: Gl H 6 ¥

Fj 4 9% 7 v i A

fi ' LR fi 4 44

3 v 9 5 +

g 8 ¥ 4 3

3 Bl i 2 W

2 ' Bla L 1 s

| B4 | "
Black - 0 85 Black - 00 stays 0
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Figire 30

Rim Lighting, stronger than normal condition

In a strong Rim Lighting condition the entire scale of values
condenses into a single value in the lighe from sobite to the ninth
value. Ratber than split values so fine merely concern yourself
with white, which stays white, black, (0), which becomes the
mipth value and the fifth value, which becomes nine and ane
balf,

f]'_ﬁ' shadvw range moves up and teo steps are also taken
from the bottom of the seale, that is black, (0), becomes the second
value, Almost all of your modelling with bue, value and chroma
will e dore in the shadow range.

Rim Lighting, stronger

Shadow Stde

White - 10 becomes 9

k-

Q B4
B 1M
7T " 6%
6 " 64
SR i 7
4 4%
3 +

QLI -
1" 1w
(4] 2
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Figure 31

Rim Lighting, weaker than normal condition

A decrease of illumimation or an increase of the area that the
Rim Lighting occuptes will produce a weaker than normal
condition, The light side extends from white to the seventh
value, the shadow side from the seventh value to black, (0),
What this means iv that white in rhe shadow 15 the same value as
black in the light, the seventh value.

Rim Lighting, weaker

Light Side Shadozy Side
White - 10 sravs 10 White - 10 becomes 7

9 becomes 9 34 ‘J e 6 g

H e 9 W 8 e 5 W

7 ! 9 7 J- 5

[ L 8% fs ! 4

1] L4 LR L] & 14

4 el B4 4 Ay 23

i i 8 3 2

Fs i 2 14

l ' 7T 1 I
Black - 0 o 7 Black - 0 stays 0
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Figure 32

Rim Lighting, assuming a dark wall behind the
model

When there is a dark wall, or a beavy dark material that
reflects little light bebind the model, the scale parts. The light
side of the scale will stay the same as in the normal situa-
tion, but, rhe shadow part of the scale will condense and start at
the sixth value instead of the eighth value.

Rim Lighting - Shadow Side, dark wall

White - 10 becomes 6

0 54
8 " 5
7 4 44
f ; I N
j ; 3
4 oy P
3 4
2 | Y
1 ¥

Black - 0 stays 0
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Figure 33
Rim Lighting, assuming a white wall behind the model

If there is a white wall or a very hight background bebind
the model in Rim Lighting it will illuminare the shadow side
more than normal. Black, (0), will become the second value
and all shadow values will condense proportionately. The light
stde, however, stays the same as in the mormal condition.

Rim Lighting - Shadow Side, white wall

Whire - 10 becomes 8

g Fi
H . 7
7" 64
6 ¥ W
] g ]
4 i 4 ¥
i b 14
2 o 3k
| J 315
Black- 0 s 2
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Figure 34

Back Lighting, normal condition

Im Back Lighting, the light source is entirely bebind the
model. The light source can be, as it it in many cases, an apen
window. Everytbing we see on the model is actually in
shadww. To achieve a Back Lighting effect, value-wive, we
must take steps ]ﬂ buth the top and bottom of the scale,

For a narmal looking condition white, (10), is lowered to
the eighth value and black, (0), is raised to the first value. All
the values condense to a point near the third value,

Back Lighting, normal
White - 10 becomes #

Q a il
R i 6 1s
7 44 fi
0 il 5 W
5 i 4 15
4 3
3 g2 I W
1 b a5
| i 1%

Black - 0 i 1

.
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Figure 35

Back Lighting, stronger than normal condition

As the illumination bebind the model increases the value of
black, (), mcreases. In this case black is now made the second
value,

Back Lighting, stronger
White - 10 becomes 8

g TW

H L 7

. Wi f

[ il § ¥

5 i i

+ o 4 4%

3 U 1%

2 L i

| i 24
Black - 0 2
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Figure 36

Back Lighting, weaker than normal condition

For a weaker than normal Back Lighting condition we must
fower the value of whire even more. In this instance white, (10),
will become the sixeh wvalue, all other valwes will condense
towards the lower end of the scale.

Back Lighting, weaker

White - 10) becomes 6
g A ils

0] 5
by 418
A 3

" i
i i
H I T4
1 1%
P h

stays [

Pod fm e iy DR B O

Black -

=
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Figure 37

Scale for Boosting the Light Values for Effect

Normally we use three values in the light area, To boost these
light values or any otber values for particular effects we use the
follozsing method.

1. Decide what value you want your eighth
value to be, say you wanr it to be eight and
one-half,

. Drrop a verticle from eight and one-half and
a verticle from whire, {10).

¥, Draw adiagonal from the eighth value to the

verticle line beneath white.

+. Where this diagonal intersects the verticle

(2]

Tl

beneath eight and one-half draw a horizon-
tal, (A)

. Ereet new verticles where the diagonals

cross the horizontal — this gives you your
new set of values.
Thus & becomes almost 7

7 becomes almost 7 %

& becomes almost 8 ¥

9 becomes almost 9 1
If vou desire a still stronger effect draw
another horizontal line even lower than (A),
— (B). Frect verticles from where the
diagonals cross line B and you will have yer
another ser of values.
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Figore 38

Scale to Show the Increase of Shadow Hlumination

In a form light sitwation the shadow: illumination can
sometimes increase. This can be due to the addition of bighly
reflective backgrounds, secondary light sources, the opening of
window shades, etc. The light side does not change, only the
shadow range moves up. To figure the values more accurately
follow the procedure shown in the normal and strong Form
Lighting scales.
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Figure 39

Scale to Show the Increase of lllumination of the Light Source

This scale shows bow you can represent an increase of the
source of thumination, Or, you may want to do a painting with
a strong light source. In this case the light side of the scale moves
up but the shadow side of the scale remains the same. To

Sigure the light valuey accurately follow the same procedure as in
normal Form Light.
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Figure 40

Scale to Show the Decrease of the Shadow Illumination

There are many elements that can cause the decrease of the
shadowy sllumination. A bighly textured dark drapery such as
velvet will reflece very listle light into the shadow. A bad angle
of reflection will do the same rhing.

For precise values follow the procedure shown in the normal
Form Light scale. Shadow values, in these instances, must be
kept simple.
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Figure 41

Sunlight Vilue Scale

Sunlight presents a special problem. The light side 15 illum-
nated by the warm sun and the shadow side by the cool blue sky.
Stnce both of these light sources are strong, we bave an overlap-
ping scale. The seale shown is for values in sunlight in an open
feld without trees or mountains blocking the light sources. If
you bave a mb_}m which is surrounded fry frees, mountains, oris
near o building, these elements will block off some of the skylight
thus lower the value range of the shadotw. ¥ou may also want to
lower your shadow value mnqrfnrpﬁr:f_}' prctarial purposes, or
to make your painting look better in reproductions. In any case
the use of these scales will allow you to paint whatever sunlipht

type of picture you want with mmp:l’c.rr conerol,
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Note:

These values are for objects and materials of normal
rextures. A black velvet drapery in sunlight il be
darker than a black piece of muslin or a black-top road as
the velver absorbs much of the light. However, if you

paint it too dark you will “punch a bole” in your
picture.



b o 2
/2 7 ¥ 7 (4 ¥
§ " .\\ &
Llemr \\
p 9 ¥ 7 & ¥
S79.00 a)
Figure 42

Moonlight Value Scale

Moonlight value determinations can be difficult as time isa
serious consideration. The longer you are in a toral moonlight
enviranment the lighter the values appear and the more you'll
perceive, (1 once read a newspaper by the light of the full moon! )

There is, bowever, an average type moonlight value scale.
This is based an the fact that white in the moonlight is approxi-
mately the seventh value in the light and one and one-balf value
1 the shadoso. The shadow range extends from one and one-balf
value to black, (0). The source of the light, the Moon, if shown
tn the picture will be almost pure white with a touch of yellow in
it. Fora moonlight that is extra bright the light range would be
Srom the cighth value to about the third value. The shadow
range would be from one and one-balf to zero, All of the edges in
the picture must be extremely soft. For pictorial or illustrative
purposes & rim of almast pure white can be put on the subject,

If, in landscape, an atmospbere is desired, black should be
made lighter, sy balf a value. Thus all shadow valwes would be
within ome value,

Light Side Shadow Side
Whire - 10 becomes 7 White - 10 becomes 1 4
9 t fika 5 i I
8 "1 ¥ Black - 0 stays 0
7 e 54
& " i
¥ £ 45
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Black - 10 £ 144




Using the Light and Shade Scales

The following black and white studies are to show
one of the practical uses of the light and shade scales.
Toaccomplish this we will draw a simple familiar shape
— (let's call her “Molly Manikin™). Now fill her in with
simple, flat value-patterns. These flat value-patterns of
."I.IIIE}’ will be transposed by the use of the scales into
new values. The new values, will be used to paint a
version of Molly in front, form, rim and qu.kahghr

The first illustration, Figure 43, shows the imagi-
nary Maolly with flat value-patterns (see Chapter 3).
The values on a nine value System ire black, (0), for the
hair, white, (10), for the blouse, (3) for the skirt, (5) for
the background and (7 %) for the skin,

We'll now transpose these values into a front light-
ing condition. Look at your front light scale. Takea
value average from above, say (4), which is for the skirt.
Note where the diagonal from (4) intersects the horizon-
tal line, At chis juncrure raise a verngle to the top lineg
and that is your new value. In other words, the fourth
value now becomes a little lighter than four and one-
half in value. Do this with all the original value-
averages of "ﬂn"'ln' and you will have a new set of values
cony E}mg the broad over-all impression of Front Light.
A paint sketeh is now made with greys of these new
values. If you followed instructions well, you will have
succeeded, and you should have a great fﬂllng of satis-
faction. Itis extremely unlikely that you could start
with a white canvas or board and put down the correct
values the first time. Even with a lot of adjustments vou
might find it difficult to produce the illusion of the
various lighting conditions.

Figure 444 shows Molly in front lighting. Re-
member, these are merely yvour basic values. To pro-
duce form in front lighting you must darken the edges
of the forms. You must not go lower than one or two
values below the average along the edges and within the
shapes. Lights can go up in value but they should be
festricted ro small areas such as top planes and high-
lights. Edges should be delicately brushed, for if the
edges are left hard, the values would appear lighter.
The edges around hair can always be softened.

Figure 44b shows Maolly in form light. Onee again
we take the basic value-averages, place them on the
form light scale and transpose them to our new values
both for the light and the shadow. For this sketch yvou
will have to add shadow p-lnﬂe.-. and cast shadows. Brush
some edges together here and there. Do not bother with
the low lgights ar halftones. These additions will rend o
abscure the larger value averages.

Figure 44c has Molly in rim lighting. Use the rim
light scale for your new set of values. Since the light
side of the scale is very narrow the differences between
the values are slight. The paint should be applied
crisply and heavily or else the subtle value differences
will be lost. The background was nrhitraril}r darkened.

The last skerch, Figure 44d, Molly is painted in
back lighting. In this case we will open up a window

Figure 43 **

Mally Manikin™

behind her. It will be the 9th value to represent the light
coming through it. The basie value averages are trans-
posed on the back light scale, All of the inside edges
should be soft, The more intense the light behind the
mudel the less definition there will be within the model,
Outside edges with texture, such as hair, should be soft
and have halation. Outside edges that are hard should
remain hard; however, to produce the illusion of light
hending around the edges, they should be made about a
value lighter.

In back lighting form is made by painting slightly
ligtter than the value-average. Do not go lighter than 42
value or else the illusion of this type of lighting will be
lost. You can go lower in value also, but not much lower
than the value-average, for the same reason.

You should duplicate these examples at first. After
vou understand the procedure vou should paint Molly
in the stronger and weaker versions of the four hasic
conditions as well as in sunlight and moonlight.

Tofurther improve your sense of values try chang-
ing the basic value-averages on Molly, For instance,
give her a dark blouse and a light skire. Change the
value of her hair and complexion. Next put these value
averages in the different lighting conditions. The com-
binations are almost endless but your patience will be
rewarded, l)nving‘r a few of these will improve your con-
cept of painting remarkably .

\nother great benefit you can obtain from this sys-
tem is that it frees you from photographic values and
nature values. You can transpose any set of values from
one lighting condition to values of another and have
them look correct. You will be able to paint whatever
you conceive, ar least from the value standpoing.



Figure 44

Make a drawing of Molly and make several iracings of her —
the more the better. These rracings should be on a non-
absorbant surface or d fine-grained well primed canvas, Then
mgke painrings of ker in grevs and Mack and white in many
different lighting sttwasions. Follow the instructions in the rext.

a. Maolly in Front lighting.

o. Molfy in Rim lighting. d. Molly in Back lighting.
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P.-llum:s vary and have varied with almost every artist
whao ever lived. Let's leave to the philnmphurs the ques-
tivn of why one artist will prefer one set of colors and
another artist insist on an entirely different ser.

% single palette with which you can paint every-
thing, such as portraits, landscapes, flowers, ete., does
not exist and never has, This may be disappointing to
anvone seeking to become an instant artist, Some gen-
eral discussion of the palette is needed to put things in
perspective, I we analyze the palettes of artists in the
past we will be in a better position to understand what
we dre doing and what we are secking,

I';url:.' man uscd pigments that were available to him,
These were organic and inorganic, from the carth, and
were limited in hue. The cave paintings of the Cro-
Magnon Man, if their authenticity holds up, showsa
wonderful command of & few earth colors. This in itself
should teach us somerhing.

For thousands of vears man worked with the same
carth colors. In time a few new ones were added by
pulverizing a stone, a gem, or by grinding insects and
flowers.

It wasn't until 1856 thar the first organic dye was
produced in a laboratory. Far the first time, artificial
organic colors could be produced and manufactured in
quantity, This greatly expanded the potential of the
arts and the artist. However, some of the new colors
were unstable, and many artists viewed them warily,
preferring the old standbys used in the established
Manmner.

It is doubtful thar there could have been an Impres-
sionist Movement withourt all the new colors industry
kept producing. Armed with new colors and with some
new scientifie theories of the nature of light, artists of
that day must have felt as children with new oys. But
something was gained and something was lost. In their
enthusiasm o apply the new colors and theories some
artists neglected such fundamentals as firm drawing,
the proper mixing of tones, and line and pattern in
composition. These are weak poines of some of the Im-
pressionists. OF the period, Degas was an uul:immling
exception, as he did not disregard rhe traditional

CHAPTER 7
The Palette

precepts while using the new colors and conceprs.

Artists from about 1400 A.D. used a simple palette
and an uncomplicated working method. Maost of the
craftsmanship, however, was of the highest order.
Their concern seems to have been with “good outlines”
(drawing) and the rendering of form. Color, as a vital
factor in painting, came about much later with the Ven-
etian school led by Titian, Tintoretto, and Veronese, to
name a few,

How most of the early artists evolved their working
methods or why they did so is not known. No doubt,
the mediums they used, mainly tempera or freseo, had
much to do with it. Both mediums are warter soluble
paint. The artists put fat values on first then added
darker tones for the shaded areas and white for the
lights. Blending was accomplished by using fine, dry-
brushed strokes over the rransitional areas.

Many beautitul paintings have been executed in
tempera, both in the past and in the present. However,
cgg tempera is a time-consuming and tedious working
method. It forees you into a restrictive technique and
limits the beautiful effects of transparency, impasto,
luminosity or soft blending that can be obtained so cas-
ily with eil.

The r_-arl_l..' painters in oil, notably the Van Fyek
brothers, began painting much as they would with
tempera. First they created a firm, rigid outline that did
not allow for deviarion. Next they thinned out oil color
and applied it much in the manner of watercolor, Prob-
ul.J-I:.' this arca was then isolated with a varnish or a
stand-oil mixture of some sort, and then painted into
again to model the form. This would allow for the
smaoth blending of the tones and a degree of transpa-
rency where desired. When painting Iargc flar areas
such as draperies, the color was applied and varnished,
oiled over, and painted into to achieve the modeling. In
this manner the painting was built up step by step.

Around 1500 A.D. Holbein the Younger discovered
that an opaque flesh tone approximating the model's
complexion could be pre-mixed and modeled with 2
reddish black wo produce form. This was probably the
beginning of the pre-mixing of the tones on the palerte.



Comparative Palettes

Figure 45a shows a reconstruction of a palette for
painting flesh that could have been used by Holbein
(1497-1543), The reconstruction was made by F.
Schmid in 194344, It is based on a treatise by Valentin
Boltz in 1549, several years after Holbein's death, and
also by the notes of Joseph Heintz (1598), Alexander
Browne (1675), Grooth (177 1) and others.

On the palette we see a single flesh rone thar is
composed of Flake White, Light Red, Terre Verte and
a bit of Vermilion. This tone was darkened with a
brownish or reddish black which looked something like
Burnt Umber.

Holbein painted on a firm support as this allowed
for a very accurate drawing. This support had either an
absorbent white surface as some claim, or a non-
absorbent priming as others claim. It was tinted warm
grey, a priming color that survived all the way 1o the
days of |.L. David (1748-1815).

Holbein eould model his flesh tint solely with this
warm black as he left out the halftone. If he used a
halftone in his modeling of Mesh he would have
achieved a very muddy looking complexion.

His followers seem to have added more colors and
maore flesh tones. The amount of hues, however, includ-
ing black, did not generally exceed nine. They were the
usual Yellow Ochre, Light Red, Naples Yellow, Burnt
Umber, Vermillion, Black, ete. This rradition ¢on-
tinued for about three hundred vears from the time of
Holbein. During this period some artists used palettes
that had as many as sixry-six flesh tones to paint with.

Figure 45b shows the palette of Hogarth as he sug-
gested in his writings in 1753, Hogarth said there were
five “original” hues; vellow, red, green, purple and
blue. To these hues he added an equal quantity of white
and placed them in a straight line in the center of the
palette. These five hues were brought up in value with
white and down in value with black. This resulted in a
“Gamut” of seven values and is remarkably modern
looking. Hogarth did not mention if these value mix-
tures were to be aligned exactly one above the other, a
condition Frank Reilly insisted on, Indeed, if Hogarth's
planis followed it would be im possible, for all five hues
at the center of the paletre start at different values, The
dark side could work our fairly accurate, but the light
side would require a sacrifice of chroma.

Hugarth painted by using little spots of these colors
next to each other or on top of each other to obtain his
flesh tones, Although such an arrangement can produce
a harmonious painting, you shouldn't rush to adopt it
too quickly. For one thing, Hogarth, as well as all other
artists of his period, did not paint direetly. There was a
technical procedure of “building up™ a painting which
varied with each artist, Only parts of the picture were
painted directly. In short, you would have to know the
artist’s entire technique before vou could properly use
his palette. Keep this in mind if you use any other
artist's palere,

On technical grounds there is much to eriticize.
Consider these points: Much of the chroma of the origi-
nal hue is lost when white or black is added to the
original colors. The hues do not march each other in
value, making it difficult to keep the form when making
hue and chroma changes. It is difficult to obtain 4 cool
or neutral grey even by mixing the compliments. Fi-
nally, it is difficult to make subtle chromatic changes as
all the hues are full strength, since there isn't any grey
to weaken them.

Figure 45¢ shows a typical palette from the French
Academy, circa 1650. This is still a valid and logieal
palette. It is simple and with a couple of substitutions,
tairly permanent. Sucha palette is, however, uselessin
the hands of the beginner for reasons already men-
tioned. Only a student who fully comprehends what he
has read in the previous chapters can properly use a
palette such as this. Keep in mind, however, that these
mixtures are only to facilitate the painting procedure.
Don't assume you merely take a tone as is and place it
on your canvas. There is much intermixing to be done
between the tones and the hues for a correct painting.

A palerte such as that of the French Academy pre-
supposes much groundwork and knowledge. It is ex-
tremely difficult to mix flesh tones and even more dif-
ficult to make changes within them without losing the
form of what you're painting. No doubt the students of
that day drew well, were disciplined and intelligent.

Figure 45d shows a typical classroom palette for
flesh eolors that was originally formulated by Frank J.
Reilly. tis based primarily on the work and theories of
Albert Munsell (1858-1918). Reilly taught with this
palette for over thirty-five years, Much excellent work
was produced by the students who nsed it.

The palette may seem complicated but it is really
quite simple. You are using only two hues — yellow-
red and red, with black and white, Notice, there are
nine equidistant neutral greys in a row grading from
light to dark. Directly beneath the greys and matehing
them in value is a row of nine yellow-reds. Beneath
them and matching them in value is a row of reds.
These hues are as strong as they can be in chroma at all
values in contrast to Hogarth's arrangement. The greys
represent the weakest chroma a hue can be. The various
mixtures between the grey, the yellow-red and the red
in a verticle line produce the complexion tones, as shown
in 43¢. The lighter tones are for the lights, the middle
tones for the halftones and the darker tones for the
shadows. The section entitled Adjustments in Chapter
# explains how this is done and how alterations can be
made within the complexion gamut,

With the Reilly palette it is casier to approximate
the complexion tones; easier to paint form and easier to
make hue and chroma changes within the complexion
without losing the values. As vou advance in your
studies more hues are added o this basic palete.

Figure 45¢ shows a palette arrangement thart | used
in painting an illustration. | find, as vou will, that |
have to alter the hues to conform to what 1 am painting.



Whao wants to be limited o one set of hues? There are
far too many diverse things in nature to limit yoursell to
a certain set of colors. There are flowers and sunsets
and skys that cannot be painted with earth colors alone.
Your palette should look like vour painting.

Mauost artists today have at least ten colors on their
palettes. These, eoupled with a black and white, will
produce an enormous range of colorful effects, There
are however, a few things to watch out for. For in-
stance: the Cadmiums seem to lack a certain softness
and richness that the carth colors have. This is true
mainly for the |1'l.1n|111|g of flesh. Many artists use Na-
ples Yellow in place of Cadmium Y ellow Orange, and
vither Light Red, English Red, YVenetian Red or Terra
Ruosa for their red,

F"igurt' ‘+_;L" ‘_ih““.'.&i H | li‘lllLEL‘r“. hi!]lp|ﬂ1 L"illi W L:L':VL'LI

palette that 1 recommend to more advineed students,
With this palette we let our hues represent our values,
thereby having all the hues we need as well as our value
scale. When substtutions or additions of hues are made
t!“.'_‘r .‘:hl}l.l]i' tll.: lhﬂ,‘ RIATINL N iIII.I‘L' as th‘ I-III.L' Th{,’_\' are re-
placing. For example, Naples Yellow can replace Cad-
mium Yellow Light and Yellow Ochre can replace or be
above Cadmium Orange. There is a big value gap be-
tween Cadmium Red Deep and Alizarin Crimson. This
can be filled by adding the Cadmium Red Deep o the
Alizarin Crimson, thereby making an in-between step.
Y ou now have the nine uqlmlm.nu value steps as rec-
vrmended by Munsell. And you can mix your nine
flesh tones if needed to 1n.i'rLI| the colors Jhuu In es-
sence, not much has changed sinee the palette of the
French ."u::u]:::mj.' of 1650,

To the left is a large amount of fAesh tone made with
Flake White, Light Red and Terre Verte. On the right
is a brownish-black. This was probably made from a
mixrure of smoke or paper-black (gelutertem russ or
papyrswartz) with blood-stone (Lapide Emarites).
Sometimes red chalk may have been used to warm up
the black. Below is Vermilion which was used sparingly
I-ur ll'".,' {'hl.'l.,'.lib- .'LT!I.I H!_I:"i.

| dex not feel this palette is exactly righe as a vel-
lowish hue of some sort, such as Massicot or Yellow
Oehre should be added to the flesh rone. This would be
necessary o avoid chalkiness and o better approximate
complexions. White would also have to be shown on the
palette to bring the basic flesh tone up in value for
proper modeling,

A palette from the self-portrait of Joseph Heintz
(1364-1609), is probably eloser to the truth. It shows in
the center of the palette a flesh tone of Flake White,
Venetian Red, Terre Verte, and possibly Massicot or
some other vellow pigment. Placed around this flesh
tone, going from left to right are Flake White, Vermil-
ion, Crimson Lake, Burnt Umber, and Ivory Black. A
palette of this kind would better enable the artist to
approximate and model flesh tones.

Earlier artsts obviously had other colars available wo
them but | presume they didn't use them in modeling
form once they mixed up their basic flesh tone.

Figure 43a
Tvpical palere of Holbein's perfod circa {500 A D



Figure 45b
Palette suggested by Hogarth from the Analysis of Beauty (1753)

The ]Jii!L'th.' shows the three pr:im;]r_}' colors, :l,.'r_*]]”u =
red and blue. To this is added green, which is made
from the yellow and blue, and purple, which is made
from the red and blue.

The same quantity of White is added to each of
these five hues and are placed one bencath the ather in
the center of the palette. They are Yellow, Red, Green,
Purple and Blue. White is added to bring them up in
value and Black is added 1o bring them down. | suspect
this palere was more theoretical than for actual use.
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Figure 45¢
Poletee of the French A -:!-.!.:'rll_'n -"l_'l J.B. Corneille { 1683)

l'llp row from righl to left — Vermilion, Flake
White, Yellow Ochre, Light Red, Crimson Lake,
Brown Pink, Terre Verte, Burnt Umber and Bone
Black. Below the Yellow Ochre is Naples Yellow;
below the Crimson Lake is Carmine and below the
erre Verte 1s Ultramarine. The third row starts the
flesh tones, specifically the lights. There can be four or
five. Starting right to left we have White and Yellow

Odchre, White and Vermilion and a little Crimson Lake;

the third 15 the same but more Vermilion and Crimson
T.ake; the last light flesh tone is same w ith even more
.!l :-rr]iiHun .'|T'|I.I. t .Ti|'||'1|'|['| I .JLI.'.

Yellow Ochre sits between the next row, which are
the halftones and shadow wones. [t is to be used exten-
sively within these tones, The row at the bottom starts

reading from right to lefr with the first of three half-
tones. 1he first halftone is made of White, Yellow
Ochre, Ultramarine and Crimson Lake. The second
one 1% the same but with less White; the third one 15 the
same with even less White. The last two are the shadow
tones m;n|;~ W, irh{ :ri|11-tr[1 !..'LLr.', i lor af YL‘![U'I.I. (chre
and Ulrramarine. The darkest shadow tone is made
with Brown Pink, Crimson Lake and Bone Black.
Corneille warns us not to assume these are the exact
flesh tones te be picked up unmixed and placed on the
canvas — there is much intermixing to do. [ assume this
palerte is for a flesh tone in north light. Personally
the reds are too strong for me — more Yellow Ochre
should be added to them.



Figure 454

Frank 4. Reilly palette, when flesh tones are mived. I'n ure since (933

Top Row:

Nine equidistant neutral greys from
light to durk. White should be on the
left of the lightest grey and Black an
the right of the darkest grev.

Second Row:

Nine equidistant values of Yellow-
Reds, no lighter and no darker than the
greys above them. Yellow Red is
Cadmiom Orange or Cadmium Yellow
Crrange. 1t is either the sixth or seventh
value as it comes from the mbe, Add
White to bring it up in value and Burnt
Umber, which is Yellow-Red at the
first value, o bring it down in value.

Ihird Row:

™~ i!l'lL'L‘l.'llthSI;lﬂT t';ilq_n:s t:t‘ Hcd, nies
lighter and no darker than the
Yellow-Reds and greyvs above them.
Red is Cadmium Red Light or Cad-
mium Scarler. As it comes from the
tube it will be either the fifth or sixth

value. Add Whire to bring it up in
value; ta bring it down in value first
make a mixture of Burnt Umber and
Alizarin Crimson. Thisis Red at the
First value. Add this mixture to the
Cadmium Red Light to bring it down
in value. For convenience one may use
Cadmium Red Light, Medium and
Deep, in that order, Permanent Pig-
ments brand, for the lower values, The
darker reds, however, must still be
made with the admixture of Burnt
Umber snd Alizarin Crimson.,

Fourth Row:

MNine equidistant values of lesh tomes.
These flesh tones are for an average
skin ¢color of a caucasion person ina
studio with a north light. They are
made by the admixture of the grey, the
yellow-red, and the red in a vertical
line. If the person is stronger in chroma
more vellow-red is used; if the person

is weaker in chroma more grey is used,
and, of course, if the person is redder
more red 15 used. The vellow-reds and
reds are 4l different chromas — acru-
ally the strongest they can be at their
respective values,

The flesh tones, however, must be
all of rhe same chroma. That is, while
they grade from light to dark they
miust not be weaker or stronger in
chroma than the other tones. High-
lights are White with a touch of the
lightest skin tone and accents are a
mixture of lvory Black and Alizarin
Crimsan.

Chl of eloves can be added o all the
paint to keep it wet. Just put a drop or
two of the oil on the paint with an
eyedropper, Capillary action will carry
the oil of cloves throughour the paint.
You will need more oil in the mixtures
that contain Umber and less oil in the
mixtures that contain Titaniom Whire.
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The mixtures between the greys, the yvellow-reds
and the reds produce an incredible range of flesh tones
as well as the many variations within them. Forin-
stance, an amount of grey and red produces a cool
purplish-red, an admixture of vellow-red and red pro-
duces a warm orange-red. Grey, by itself, placed be-
tween warm flesh tones, will take on the compliment of
those tones, appearing at a distance blue, blue-violet or
blue-green.

Much painting is done in studies with artificial in-
candescent lighting. Under such conditions you need to
place a gamut of yellows above the grey values. OF
course, they should be the same value as the grey below
them. It is nnh necessary to have yvellows that match
the ninth, eighth, seventh and sixth values, A small

amount of yvellow should be added o the flesh tone of
the same value to avoid chalkiness and to give the illu-
sion of a warm light that is pleasing in the flesh tones.
Cadmium Yellow Light, Permanent Pigments

brand, is the ninth value as it comes from the tube. It
can be lowered in value by the addition of 2 mixture of
raw and burnt umber or simply vellow-ochre.

\nother way to make the yellows is to use Perma-
nent Pigments Cadmium-Yellow Medium. Itis the
cighth value as it comes from the tube. Add white to
bring it up to the ninth value and yellow-ochre or raw
umber to bring it down in value. These are especially
rl:asing vellows to mix into the flesh controls of the
ights for sunlight painting.

Recommended Simplified Palette — for Advanced Students

Top row, left to right. White, either Titanium or
Permalba. Cadmium Yellow Light, Cadmium Yellow
Medium (Permanent Pigments), Cadmiom Yellow
Orange, Cadmium Orange (Grumbacher), Cadmium
Scarlet (Winsor Newton), Cadmium Red Mediam,
Cadmium Red Deep (Permanent Pigments). The next
red is made by mixing the Cadmium Red Deep with the
Alizarin Crimson which follows it. Last is Ivory Black.
For outdoor painting, however, the black should be
Lamp Black. Below the black and to the right are Burnt
Umber, Ultramarine Blue and Vindian.

Note that black is on both sides of the palette — it is
on the right hand side to make a value judgement and
bring certain hues down in value; on the left hand side it
is mixed with white o make grey values, These are
needed o mix the flesh tones and to grey them. Note
also the Cadmium Scarlet brought up in value wich
white, This is needed to add to the flesh tones. The
point is whenever there is a hue or chroma change in the
complexion, it should be of the same value.

Below the hues of the top row are placed the flesh
tones, corresponding exactly in value to the hues above
them. The flesh rones are also all the same chroma.
[hfferent hues can be added as needed when painting,

O conrse, if you are painting landscapes or bright
ilowers you will have to add other colors — place them
above or below the color value that they match. For
mstance, Raw Umber, Burnt Umber, Alizarin Crim-
son, Ultramarine Blue and Viridian are all the same
value and should all be placed near or under one
another. You will eventually add or reject colors in ac-
cordance with your own fE'ElII‘I.g'i just as every other
artist does.

Figure 45e
Authar's Simplified Recommended Palette for advanced students,



The Flesh Tones

We have talked of many different palettes that have
extended over a long period of ime. Let's get a bit more
specific now about flesh tones as this is usually the
artist's maost pressing problem.

At the outset ignore all the little color changes you
see either on the head or the figure. Think of the com-
plexinn as an averaging out of all the lintle lights, darks
and colors you see from a shorr distance, Look for the
general tone, one that belongs to a hue on the color
wheel, As in the previous chapter, the way to approxi-
mate a eolor is first to approximate its hue. The hue of flesh
varies on the color wheel all the way from green-yellow
tored. See Figure 46. Basically this hue is of the yellow-
red natare. Some people tend o be redder than others,
while others are more yellow, There is also a skin tone
that is almost gn:t-n—:-,rﬂhm' in hue — but very weak in
chroma. A person with such a skin color is probably not
very healthy.

Let us say our hue is yellow-red. The nextstep is wo
determine its value and chroma as previously explained.

This flesh tone can be made with any paint that is of
the vellow-red hue such as Cadmium Yellow Orange,
Cadmium Orange, Burnt Sienna, ete. This color may
have to be greved with various amounts of black and
whire, blue, or blue green and white., Onee vour average

tone has been arrived at it has to be brought up and down
in value. These tones should all be the same tﬁmmﬂ to
start. The number of flesh tones needed varnes with
every artist. A general consensus seems to be from seven
to nine, We have already noted the early French
Academicians used nine flesh tones.

| suggest you start by using nine flesh tones and the
colors on top of the palette as your value guide. In other
waords, your tone will not be any lighter or darker than
the color above it. The average Caucasian person in a
normal surrounding, indoors, would be under the Cad-
mium Yellow-Orange paint, for no one is really “white.”
The lighter tones are placed under Cadmiom Yellow
Medinm and Cadmium Yellow Light. The darker skin
tones will be under the darker colors of the palette. The
average shadow tone in this particular case, would be
under Cadmiom Red Deep; its underplane, one step
durker. The darkest dack, which is an accent, would be
Alizarin and black.

\djustments must now be made. 1f the subject is in
north light, the upper flesh tones will be cooler — to-
ward a bluish hue. If the subject is under tungsten light
then the upper tones will tend toward the yellow hue.
You may also want to change the hue or chroma of the
halfrone or the shadow, although this is only recom-
mended For more advanced students.

Figure 46  This diagram shows the range of the hoes of the human being on

the color wheel
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Figure 47

Corrplexionr varfarions, Here we see an average coucasion
complexion withour lght and shade on {¢ In the center of the
U Whee!” . Radiating from it fa all directions are variations of
hue, valwe, chromo, and lghting conditions. Remember, these
swittchey are vour starting point, they wiise be brought wp ond
deatt in vl properiy, This i3 described in the sext chaprer on
Mixving of Tones. Refer alse o illusrearions amd firures mum-
bered 45 cand e,
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Figure 47 is what [ call a complexion color wheel. It
shows an average skin tone and some of its variations. At
the center is 4 skin tone of an average Caucasian person
indoors, the illumination being daylight. The arrange-
ment was made for simplicity and readability, It weuld,
uf course, be impossible and unnecessary to show the
infinite varicty of flesh tones.

Directly to the left of the basic skin tone is an aver-
age tone of a lighter complexion; to the right is the aver-
age tone of a darker complexion, Study the chart, These
tones include the *av erage” value range of a large portion
of the human race. There are complexion tones that
are more toward the yellow side of the spectrum and
more on the red side. They are the same value as our
average, however, These yellowish and reddish complex-
ions can also be lighter and darker than the average tones.
We see, also, average complexion tones thar are weaker
i chroma than our normal one and ones that are
stronger in chroma than normal. Again these tones can

be lighter or darker than our average.

In sunlight the flesh tone is lighter and yellower
than our average complexion tone. In moonlight this tone
is darker than our average. Itis made with the addition of
Viridian and white to the average yellow-red tone,

Directly below the average tone is an example of it
with 1 green light upon it. This is only one example; the
light can be of any hue. In any case the color, o hue used
15 to be brought up to the value of the skin tone and
added to i, If one wants the color of the light to pre-
dominate then it is best to add a small portion of the skin
tone to the color mixture representing the light rather
than adding this color to the skin tone.

The complexion wheel, its tones and its variations of
lightings should cover most conditions of complexion
you will be called upon 1o paint. You can actually see the
tones within the circles as your starting point. The fol-
lowing chapter will explain how tones are mixed.



There are many fragments of old documents that tell
of artists of 4 number of eountries who pre-mixed their
tones before they started to paine, However, littele of the
actual procedure or the reasoning hehind it has come
down 1o us — especially from the Old Masters. The
best we can conclude is summed up in the story about
an apprentice who asks the famous artist Titian how his
mixed his colors, “With brains, my boy, with brains,”
was the reply,

It wasn't until 1849 that an English artist named
Hundertpfund based his palette on Newton's theories
of hight and color and overthrew the time-honored prac-
tice of pre-mixing tones. Hundertpfund’s palerte con-
sisted of at least rwenty two different colors plus white
and black. He insisted that there should be no mixtures
made beforehand on the palette. Since then the “free
palette” has been much in style. The Impressionists
gave the “free palette” its biggest boost and many beaut-
iful paintings came from it. The new course has also left
4 legacy of some rather bad painting.

Lam not against painting with a “frec-palette.” In
many instances it is preferable to pre-mixing the paint
on the palette — once you know what you are doing.
This type of painting, however, can cause difficulty in
properly capturing complexion and form of the subject,
It is difficult even for many professionals to keep the
complexion looking the same as it goes from light to
halftone 1o shadow, Also, it may prevent vou from
using interesting, manipulative brushwork to enhance
the painting quality.

The pre-mixing of the tones survived in one manner
or other with many artists, both European and Ameri-
ean: This is not oo well known but a little research will
prove it. Who would guess that Thomas Sully and Gil-
biert Stuart mixed their tones beforehand? They did.

The purpose of this chapter then is to teach you
through demonstrations how to mix the proper tones
with which to paint. I've been preparing you for this all
along — have you studied the previous chaprers well

Anything rthat you paint has a “complexion™. That
is its overall average of hue, value and chroma. To paint
a form so it appears to be of a consistent color in light

CHAPTER 8

The Mixing of Tones

“Tane: ashade, bue, tint or degree of a particular color
or somee slight mudification of ie,”*

and shade is ealled “holding the complexion™, Thisisa
major problem in painting, especially in portraiture and
{igure painting,

The Complexion Tones

Seldom does the beginner see the biggest fact about
eolor, It is this: No matter how many changes take place
within the color of the subject matter, white remains
white, red remains red, black remains black and so on,
The beginner usually plunges into his painting im-
mediately, dabbing every color of his palette onto the
canvas. Shortly thereafter, the white object he is paint-
ing looks like a purplish, bluish, reddish, grey mess.
The red object looses its purity, black becomes grey,
the lights become dirty and the painting is a disaster.
He has lost the complexion of what he was painting.
“That's the way | see it", is a typical student rejoinder
when asked what happened.

Let's discuss this problem of the “complexion™ with
the use of a specific example with some variations.

Say we are painting a picce of orange colored drap-
ery in light and shade. The first thing to do is derer-
mine its hue, This is fairly casy to do as we explained in
the chapter on value patterns. You may not be able wo
discern the hue because it is of a weak chroma. In such
case use the process of elimination. Refer o your color
wheel. Merely looking at the wheel will show you that
the hue is not in the blue family, or the purple-biue,
green or green-yellow family, You can be pretty certain
it belangs either in the yellow, yellow-red, or red fam-
ily. Onee vou decide the hue, which in this case is
vellow-red, try to pick its value, Look up and down the
vellow-red spoke of the color wheel for a value that
approximates what vou are looking for. Now all you
need is its chroma, If the yellow-red vou want is the
same as the one on the spoke then you don’t have to do
any more, but, if your color looks weaker than the one
on the spoke then you have to grey it or more precisely,
neutralize it. You do this by mixing a grey to the same
value of the yellow-red and adding it to it. This then is
your “complexion average”. It now has to be made
lighterand dacker in value.



Figure 48 shows our "average” in a square at the top
of the chart. The five mixtures below the square in line
a, are the same color as the square brought up in value
and down in value. (Remember how each hue 15
brought up and down in value? See Chapter 1).

You cannot use these mixtures just vet however, for

rre

Figure 48

This exercise explaing how to properiy mix tonal gradations of
any coler and some of the more common variations thar are
maide within them.,



Figure 49

A coloved light, Blie in this cose - ine o, acking upai vellow red

- fine b, The rexwlrant mixture is fine ¢ The mivtures are alwayy
made tn g verticle Tine.

they are all different chromas. They have to be approx-
imately the same ehroma to hold the complexion in
most instances, You change the chroma by adding an
amount of grey of the same valwe w the 'ngIlrm -reid. Line
b shows the adjusted yellow-reds. You will have to add
a lot of grey to the stronger yellow-red and little or no
grey to a weaker yellow-red w accomplish this, They
are now all the same chroma, and it is these mixtures
you paint with. This procedure can be followed safely
to paint anything you sce in nature or in your imagina-
tion, Lo will prmlLu,u satisfactory, well modeled form.
keep in mind, however, that the amount of tones will
vary. Generally four or five tones are used for drapery
and seven to nine tones for painting flesh.

This exercise should be repeated with many differ-
ent colors. The more you do the berter you will be able
to discern and re prnduu.e the infinite amount of hues
and chromas around you,

Adjustments

The exercises deseribed above should be done ex-
actly as giw.n Once the principle is understood and
yvour eve is better trained you will begin to perceive
‘illgh[ Lh.mgea- within these mixtures, Yoo will also
want to maL{. ’-'h*"“bﬁ' -.‘llu: Lin :..‘ul.ir prt‘s:m.ﬂ ﬁ_u_lmg
abwout them.

Ifour yvellow-red color mixtures are seen under
north light then there isn't much change within them,
However, if we put them under an incandescent light,
the lightest mixture will turn a little towards the yellow
hue, Tr will also be slightly weaker in chroma, as the
light tends to bleach it out. Line ¢ shows this change —
note the tone on the extreme lefi.

Another adjustment may or may not have to be
made in our half-tone. Let us say on line d, the fourth
mixture from the left is our half-tone. There are artists
who change the hue of the half-tone all the time, but
this is not always necessary. The hue of the
half-tone deLnd-i on the opacity or translucency of the
subject, the intensity of the ||gl1t on it, the p::smnn of
the half-tone plane to the light, your position in relation
tis that plane and the nature of the hue of the material.
Many half-tone adjustments are strictly an artist’s per-
sonal viewpoint and are done for pictorial effeer. Line d
shows a change in the hue of the half-tone. Remember,
no matter what hue you wish toadd to the half-tone to
change it, you must first make it the same value of the
half-tone.

Line ¢ shows a chinge within the shadow, Again,
artises have strong pe raonal opinions about the warmth
ar coolness of shadows, In this case the shadow was
increased in chroma and changed in hue by adding a
little red to i, If you compare this row with rows a, b,
¢, & d you ean readily see the difference; noe how the



warm shadow jumps our of context. Warm shadows
have been used as a contrast to cool half-tones in order
to produce the illusion of many colors when working
with a limited palette. When used in this manner the
shadow & half-tone have to be put on in different
stages, for brushing a cool half-tone into a warm
shadow usually results in muddiness.

Adjusting for Colored Light

If you want to put our yellow-red color under a
colored light of any hue proceed in the following man-
ner. Forinstance, if you put a bluish light on a yellow-
red drapery you should mix up five blue tones to exactly
the same values of the vellow-red mixtures (see Fig-
ure 49), and place them directly above the vellow-
reds. Now mix the two together, making sure vou al-
ways mix them in a vertical line, that is you use only the
blue that is directly above the vellow-red. You do this
in order to maintain the proper value relationships
which preserve vour form. How much yvou mix de-
pends on how strong a blue light affects you, If you
desire a very srrang blue light effect vou will find it
bietter tostart with the gamut of blues and add small
amounts of yellow-red paint to them. Again, it is im-
portant to keep the resultant mixtures approximately
the same chroma. This example can be repeated suc-
cessfully with any hue,

Adjusting for Color Vibration

If you wish to vibrate the yellow-red color, say,
with a yellowish-green, then proceed as follows: Make a
gamut of vellow-green mixtures to the same values of
the yellow-red gamut and place them directly above
them. See Figure 50, line 3. When painting, lay in your
yellow-reds, line b, in the normal manner. While the
paint is still wer add the yellow-greens of the same value
as the yellow-reds into the vellow-reds without brush-
ing them together, See line ¢. The effect is much more
pleasing if the tones meld rogether. This color vibration
can also be accomplished with wet paint over dry paint.
You may want to tey it with dots, squares, lines, or
whatever you can invent, Make certain, however, that
your first layer of color is thoroughly dry as distasteful
effects are likely to result from a semi-dried underlayer.

If you wish to have colors vibrate that are next to
each other on the color wheel you will obtain a har-
monious color vibration. If you use colors that are op-
posite cach other on the color wheel you will get a more
jarring, exciting effect. AN bues that are the same value
and same chroma can be painted side by side, into another
ar on top of each other without fear because they will
always appear harmonious. You ean use this principle
fora lifetime of painting and not fully explore all its
possibilities and variations.
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Figure 50

An exercise in color vibratton: in this case, yellow-green - line
i, and vellaw-red - line b, Line ¢ shows the result of this
procedure. Follow the instruction in the text and see how many
different colars vou can vibrate.

i |
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Thu treatment and handling of edges is generally re-
garded as a mystery. Many artists know little about
them and perceive them even less. The edges we'll ralk
about nccur within form and on the boundaries of form.

Most great painters are marvelous manipulators of
edges. Todogood painting it is essential 1o master
them. Edges can create armosphere, softness and
beauty. They are also used 4s a directional aid by the
artist to guide the eye about the picture. Edges can also
influence values, Prove this to yvourself by doing the
simple exercises shown in Figures 51 and 53.

Figure 51 — Make two mixtures of paint, one light
and one dark. Draw four rectangular boxes and paint
about half of each box with the two mixtures. Inthe
first box paint the two mixtures right up to one another
and leave them. Call this the paperbard edge. In the sec-
ond box paint the two mixtures next to cach other
again. Make a firm edge by drawing a flat sable brush
down the dividing line of paint just once. This is a firm
edge. In the third box apply the paint as before. Now
with a ¢lean, dry, flat sable brush drag it down the
dividing line, zig-zagging the brush as you go along.
When you've reached the bottom, elean your brush,
and, making sure it isdry, gently pull it over the zig-
zag. This will fuse the paint into a soft edge. In the fourth
box, repeat everything as in the third, only make your
zig-zag very wide, Now with a wide, dry brush go over
the zig-zag to make a very soft edge. 1 will call this a
non-edge, Notice how much lighter the paint with the
hardest edge looks; conversely, how dark the same paint
looks with a soft edge,

We utilize the principle of the paperhard and firm
edge when we paint with elose value and eolor relation-
ships such as in sunlight, or when we are painting “up”
in the light on the model. As we approach the finishing
stage of our painting we apply the paint heavier and
closer in value, chroma and hue, The paint will meld
itself due to the nature of the brush. This is what
Reubens must have been referring to when he said one
should not “Stir them (the tones) too much.” You
hardly have to brush at all in the lights. In this way you
can maintain the effect of a strong lighting effect as wel
as form. Going too dark in the light will cause vou to

CHAPTER 9
Edges

lose the effect of the light on the model. Brushing too
much in the light produces weakness of form and
characters as well as lowering the effect of light.

A general rule to follow is to keep the values, colors,
and brushwork |,r~'|:.p and close in the light. Apply paint
to make.your transitions, do not brush until you really
have to. As vou go towards the halftone and shadow
you will have to brush more as these transitions are
usually of a softer nature,

Reserve the hardest edge for where you want the
maximum affect. Do not have too many hard edges ina
picture, as a small number will balance a lot of soft
edges. There are cases where painters have used only
one small hard edge in the entire painting; used in this
way it can be most telling.

Types of Edges

An edge can go from the hardest, w a firm, o a soft,
to a non-edge. See Figure $3. A non-edge is where two
tones are so similar that there is hardly any definition
between them. This can occur both in the shadow area
and in the light area, although it is more usual in
shadow areas. Before you make a paperhard edge you
should first know exactly where it is going to be. The
paint that is to be applied should be heavy and devoid of
most of its oil. If your paint is swimming in oil, as
cheaper brands often are, place it on several layers of
paper towels or newsprint and let the oil soak out. Itis
then ready for use. The brush stroke should be applied
quickly, pressing down on the brush as it touches the
canvas, and lifting it up as it nears completion. When
this works it is an exhilirating feeling. However, if it
does not work. vou've failed. You will have ro scrape i
off and try again. If you think this stroke is a difficult
maneuver think of the oriental artists who live by this
type of t:alligr:fhic movement!

The firm edge is not as hard ro do as the paper-hard
edge. This type of edge is used mainly on the light of
forms. If you wish o convey the feeling of roundness of
form to the observer it is necessary to brush the -r.dgl. of
the form into the background. However, since it is on
the light side it must remain firm, henee its name. This



edge also requires the utmost skill of execution. It is
often a longer edge than the paper-hard edge and there-
fore requires sustained control. The brush 1 find best to
use for this edge is a flat sable that is made for il
painting. The brush must not be too soft or too stiff. 1t
should have a nice flexible feel to it it must not have
any other paint on it as this may produce an aberration
vou do not want. As for the edges, they cannot be made
unless the paint of the form and of the background is
wet, If the paint is dry it won't work; if the paint is
half-dry it is even worse. There will be trouble also if
the paint is too loose — that is too oily, as it will come
off the canvas instead of staying where it should he.
Too thin a paint layer is also bad as there won't be
enough pigment to brush around. It rakes a while 1o
know just the right amount of paint to apply.

You have to decide beforehand the extent of the
edge, for in certain places, such as rounded fleshy
forms, it will turn into a soft edge and then back to a
firm cdge as it approaches a bony area. Make sure the
paint of the background is not brushed up heavily
against the paint of the form as it will interfere with
your stroke. Take your flar, flexible brush and place it
directly on top of the division of the background and
form. Wirh a slight, even pressure pull the brush along
this dividing line, lifting your brush off the canvas as
vou come to the completion of the stroke.

In many cases the firm edge becomes a sofr edge, To
execute this passage follow what has been said above
except that when you come to a point which has to be
soft you must zig-zag your brush — wider for a soft
edge and less wide for a harder edge — and then return
to your downwird stroke. This whole procedure is to
be done only once. The only place you may go back to
is where you zig-zagged the brush to make a softer edge.
You must then clean your brush and wipe it dry. Then
with a deft, dusting stroke transform the zig-zag effect
into a soft edge. Again, if thisis not done right you have
to start over again, It takes a steady hand for complete
control and a good brush. Iralso takes a lot of practice.

The non-edge is a favorite affectation with many art
students. They love 1 blur everything together and
then paint a litrle light effect here and there. They think
this is terribly artistic whereas the truth of the matter is
that they're either hiding a multitude of sins or simply
do not know what they are doing. There is a difference
between painting something in fog or snow and paint-
ing someone or something ina studio. T try to make sure
the student gets his values as accurate as he can before
he brushes everything together, In this way, at least,
the salidity of form is maintained.

The non-edge should not be made until the values
are accurately placed side by side. On the shadow side
one zig-zags these tones together with a large brush,
making a much wider zig-zag than in any previous edge
manipulation. The next step is t take this same brush,
making sure it is clean and dry, and drag it over the

tones, fusing them. This step can be repeated as often
as necessary for little harm can be done in this area. If
the non-edge occurs in the light then you must be very
accurate in the statement of tones. It doesn't take much
fusing here for the desired edges to occur, for the close-
ness of the values will ereate the edge.

Edges can be brushed together without fear if the
colors are harmonious or compatible, but some edges
will not blend satisfactorily because the colors cause a
“bleeding” effect. Alizarin Crimson, Prussian Blue,
Thalo Green and Thalo Blue are especially prone to
“bleed”, that is they cause a staining effect you do not
want. This distasteful appearance should be avoided.
Figure 54 shows you how to cope with this problem.
You should practice doing some of these edges so you'll
be able to handle the technique when you need it. First,
do naot paipt the background up to the form. Leave abour a
4" toa 47" space berween the background and the
form. (See step a.) Now paint within the space a tone
com patible with the color of the form, in this case, a
brown. This brown color should be the same valwe and
as close to the same chroma as the background as possi-
ble. (Step b.) Next, brush the background halfway into
this tone from the left and the form color halfway into
the tone from the right. (Step c.) And finally, witha
wide clean dry brush, make a downwards stroke at the
juncture of the two tones to fuse them as in step d. You
may brush several times as this passage must not seem
ubvious to the eye. In this manner the edges are prop-
crly brushed and the “bleeding” effect is avoided.

Edges and Painting Styles

Edges have to be thought of differently depending
on the type of painting you are doing. If the painting
consists of a single figure or portrait then the main con-
cern should be with the variation of the edges within
that subject matter, The best works of Sargent,
Velasquez, and Hals are full of excellent examples of
these types of edges. If however, vou are painting a
picture with a foreground, middle ground and back-
ground your main concern will be with those planes. In
this instance you alter the edges within a plane depend-
ing on where vou want the viewer to look., Vermeer is
an excellent artist to study for this approach. He fo-
cuses our attention on the plane he wants us to look at
by softening most of the other planes. Even his high-
lights are softened within the plane that is out of focus.

For a long time a schoal of painting has exisred thar
does not believe in brushing outside edges at all, Thisas
a stylization and technique that is not raughr in this
book as the subject is too vast, However, if vou wish o
paint in this manner you should be aware the entire
picture relies on decorative effect. All shapes, contours
and details have to be beautifully designed and drawn,
The appearance of edges will be ereated by the con-
trasts of values or by dry brushing paint over paint.
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Figure 51

a.  The paperbard edge 15 used on edges of thin flat planes and
ohjects. It attracts the attention and makes forms progect. It is
best used when modeling with close bue, value and chroma.

b.  The firm edge. The basic edge is used in painting of the
figure and portrait ar well as stell-life objeces. £t is mainly
Sound an the light side.

. Soft edges are used mast often on the shadow sides of forms.

They are useful as well on rounded and receding forms within
the light area.

d. The mon-edge — the softest edpe you can make, 1t is used
whenever the value of the subject approaches the value of any-
thing else mear it. This bappens mainly on the shadow side, but
can alse occur within a light or balftone area,
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Figure 52
A fine example of the treqiment of edges ina figure painring by
the American arnst fvan G, Oling



Figure 53

Here is the transition, from left to right, from a pu‘r}erﬁur:f
edge to a soft edge, to a non-edge. Note bow much hghter the
red appears with the paperbard edge. This proves the same
colors appear lighter with a bard edge and darker wivh soft
edger,

Figure 54

Foawr steps showing how ro make a sofr edge and avoid the
distasteful bleeding'’ effect which destroys the purity of vour
color, "Bleeding'’ will oecur when usineg certain colors such as
Alizarin Crimson, Thale Blue, Prussian Blue and Thale Green
to mention a few



CHAPTER 10
Approach

Thi: approach and execution of a painting is always a
pmhium. How do you start . . . how do you overcome
that blank canvas that stares back at vou defiantly?
There is no easy answer. And, certamly, it is bevond
the purpose of this book to describe the myriad of pos-
sthilities Open to you.

Many beginners feel their rimidity and inadequacies
would be overcome if they could master a technique.
This is really putting the cart before the horse. Tech-
nique and style will develop almost by itself as you
become mare com petent in your skills and are surer of
what it is vou want to say with your painting. Havin
said rhis — and believing every syllable of it — I'd like
to diseuss with you how paint is applied and whar you
can hope the results will look like, The emphasis will be
on broad approaches to painting. With experience you
can be confident you'll discover your own road. In the
meantime, have a good look at the ways open to you,

keep in mind, what we are talking about deals with
methods of applying paint, mor what is being painted,
The procedures are pertinent to any painting approach
be it representational, abstract or anywhere in between,

Gienerally, there are two approaches to painting.
One is usually referred to as paimterly. The German
word, “Malerische” is used in this connection. Here the
artist paints quite freely, applying paint rapidly, bath
thinly and thickly without much regard to the modeling
of the individual forms. The artist views his entire
scene as 4 flat plain broken up into different sections of
shapes, colors and values. Ina way it is somewhar like a
jigsaw puzzle. The artist tries to match what he sees by
painting everything on the canvas in an overall relation-
ship. If everything is successfully laid-in then he may or
may not model some forms more completely, brush
things together here and there, strengthen some edges,
and the painting is completed. If the painting does not
“come off" as we say, then it is scraped down and
started all over again. *Alla Prima” paintings, that is
paintings that are fimished at one session, are usually
done in the “Malerische™ manner,

The other type of painting is called rendered. Ina
rendering everything is first drawn with considerable
accuracy. Usually the drawing is then traced onto a
panel or canvas. At times, such a drawing may be inked
over, using a diluted india ink, with a sable brush or

pen. The painting then progresses with individual
forms delicarely maodeled to produce the illusion of
form in space. Ata later stage all the individual planes
and forms may have to be restated so as to better adjust
to the overall picture.

In another rendering procedure the artist may work

on a well primed canvas or panel, using only a light

:ncil drawing and a color sketch to go by, The paint to
re used is carcfully prepared in advance. It is applied
directly, very thinly at first, working from light to dark,
The modeling of the forms is made by allowing the
white ground o show through the thin paint. The thin-
ner the paint the lighter the value, As thicker paint is
applied the surface becomes more opaque and appears
darker. This produces the modeling.

Between these two extremes are all the other tech-
niques of painting. Both methods, if carried out to their
ultimate conclusion, can come to surprisingly similar
results. The Malerische method may be deseribed as
painting the illusion of light or form, whereas the Ren-
dering method is the painting of the actual form.
Malerische allows for a more individual interpretation,
more of the artist’s handwriting, and virtuosity, is
shown. If carried to the extreme, however, it can be-
come egotistical — thar is, the artist gets more involved
in his fancy brushwork rather than what he is painting.
The same danger applies to renderers. Renderers usu-
ally get berter and better at i, After a while they feel
they have to render everything so much so that the
painting’s ultimate goal will be to look exactly like an
Fkrachrome. The picture as a whole is overworked and
the detail can weary the viewer, much as the rendering
has wearied the artist. Knowing where to stop is of
primary importance in producing a work of art. That
takes taste and discretion,

As you paint, your inner feelings will dietate the
way you will go. A decision should not be made in the
early stages of training. For both teaching and learning
purposes though, | believe a direct form of painting is a
good choice, especially for beginners, Itallows you to
make 2 definite statement in terms of hue, value and
chroma. And, the paint can be altered or manipulated
easily. Italso will allow you to produce a fine painting
in a reasonable time with permanent results,



Figure 55
A portrair started in the “Malerisehe™ manner by the antbor,



Figure 56
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E\'ur:.- artist starts his painting a different way, And,
many artists start their paintings many different ways.
We all develop our own personal wehnigue based on
our ability, temperament, knowledge and skills. Much
dupumls on what we want to say and how we say it

| have found over the vears, both from my own
wark and the works of others, that carly efforts are
wsually rendered in a tight manner, With age and ex-
F{'rinncu, and perhaps a little impatience, we start to
eave out some of the preliminary steps, and paint more
direetly. Gradually, we leave the “rendering” method
and try to paint more in keeping with what we see or
imagine. A clear example of this can be seen in the
works of Velasquez. His carly efforts are tightly ren-
dered, emphasizing form. Later his paintings become
more visually oriented. In one of his last works, “ The
Maids of Honor™ painted in 1656, Velasquez em-
phasizes the visual impression to such a degree that the
tactile sense of form is almost lost,

Rembrandr also progressed somewhat in this man-
ner. His earlier portraits were smoothly réndered forms
while the paintings done in his last years were with
thickly loaded impastos. The contrast of these thick
impastos in the hght areas with the thinly painted
luminous shadows gave the illusion of light on form,

Frans Hals and John Singer Sargent are two more
artists whase hrilliant brushwork beautifully created
the illusion of forms in space.

It would be f-resumpturruﬁnfan}' teacher to give
you an iron-clad painting procedure and tell you o ful-
fow it. For me to do so here would be particularly mis-
leading as there is so much T do not know about you. 1
do not know if you are a beginner or an advanced stu-+
dent. 1 do not know if vou intend to paint murals or
minjatures. 1 do not know if you like to render form or
suggest form. [ do not know if vou have monk-like pa-
tience or no paticnee at all.

However, if vou were astudent of mine at the A
Students League, | could put you ona definite program
and help vou to evalve, step by step, intoas competent
A painter as vour ability and desire will allow, This
could be done because | ecould sec at what stage of de-

CHAPTER 11
Starting the Painting

velopment you are and how quickly you absorb knowl-
edge. Short of becoming a classroom student of mine 1

suggest vou follow the instructions in this book step by
step. Be sure vou understand what vou are reading and
dnmg before guing on to im.u:t:dmg steps.

We now come to a point where we must 'tpplv all
this knowledge and acquired skill to actual painting.

Let's discuss four basic ways to start a painting.
They have always been used and are still in common
use today. Basically, they encompass all the major ways
to begin a Tﬂiruing. L'se any of the methods you feel
comfortable with and are compatible with your present
stage of development, your temperament and talent, It
would be wise to practice all four procedures so you'll
know what they are all about,

Alsa, at times vou may find one procedure more
advantageous than another,

\side from the faer | do not approve of them, such
highly individual rechniques as painting over a black
and white monochrome or painting with glazes over
brown, white and black monochromes, are not dis-
cussed in detail here as the subject is oo vast and var-
ied. However, since many students ask me about paint-
ing over a black and whire monochrome | feel obliged to
offer this brief observation: In general, students tend to
place all Old Masters in the same age, if not living in the
same town at the same time. .-"n.i)purenrly. the old gen-
tlemen are visualized standing back to back, covering
black and white monochrome with glazes and scumbles.
With few exeeptions the young student’s sense of his-
tory is as muddled as his visual perception.

"Of course, the Old Masters were remarkable indi-
viduals of many nationalities, living in many different
places over a long period of time. Each worked in his
own technique — technigques that often varied as his
career progressed. Hurei_v, some of the Masters made
monochrome preparations or studies at times, but few if
any did so to the exclusion of other procedures. Any
close study of the great old paintings will reveal as
much variety in their execution as do the paintings of
today. As far as | know there is no reliable source de-
seribing the complete working methods of the Masrers,




Therefore, it is wise to ignore conjecture and stick to
tried and true procedure. Enough said about painting
over monochromes.

It's important to repeat that all the lessons of the
previous chapters should be learned well for the proper
execution of any of these starting procedures, (ther-
wise, if vou encounter difficulty you will not know if
u:urfmlurt i5 due to vour lack of know ledge, or by the
way you have approac hed your painting.

It is the intention of this book to teach you 1o see, to
think and to do, How you do it will be left up ti you.

Figures 37a, b, cand d show the four basic methods,
partially started to give vou an idea of how to proceed.

The White Canvas

The first method is to apply the paint directly toa
pure white canvas (Figure 57a). This method is ducu‘:—
tively simple, For a satisfactory conclusion vou would
have to be able to draw with the brush like a2 master,
putting the right tones in the right place, right off. To
say the least, this is difficulr to -.!.u.:u:urnplich unless Vol
have long experience in drawing, controlling paint mix-
rures and values.

If you start painting with the lights, let's say an
average flesh tone, they will appear dark and murky
against the w hite canvas. The beginner is likely to
lighten the tone and make it more chromaric. After ev-
crything else on the canvas is stated the skin will look
too light, Now, the novice will try to correct the prob-
lem by darkening it. This results in muddy complexion,
or the darks now become toa light. Naturally, all the
careful work rhat went into '|11mi:|1ngth|_ form in the
carlier stages is lost in the process. Another difficulty is
that the surface of the whire canvas has a nasty habit of
showing through where you least want it, When you
try to cover it up you usually ﬁpuii a mice hrush stroke,
nrvnurdrmung and have to do it again.

In this method the initial statement can be made
with hard vine charcoal if it is on a large canvas, ora §H
lead pencil if vou are working on a small canvas or
pancl, Or, you can use an Umber or any neutral tone
diluted with gum turpentine to make your drawing.

If charcoal is used it should be sprayed with a thin
coat of charcoal fixative, The acrual paint is applicd
directly from the tube, diluted only when necessary
with gum turpentine or linseed oil or both mixed ro-
gether. Mediums should always be used sparingly. The
entire canvas should be covered with paint as quickly as
possible. The next day vou may find that the paint has
started to dry unevenly. If this happens spray the paint-
ing with a very thin coat of Damar Retouch Varnish to
restore the sunken values and to reunify the painting.

Painting is best accomplished if the paint is either all
wet orall dey, Ifitis in a tacky, half dry stage it makes
matters difficult and often produces an unpleasant sur-
face appearance. Many artists simply scrape the paint-

Figure 537a.

Painting started directly on a white canvas without any prefimi-
nary underpainting or drawing.

ing down with a scraping knife or palette knife and start
all over. The scraping-down prepares the surface to be
painted on again as well as creating a unifying under-
tone, Some artists serape down this first stage as a mat-
ter of course,

It':,‘uu wish to keep your paint wet more than a few
days, add a drop of Oil of Cloves to cach of your colors
and tones. The ol merely has 1o be dropped on the
paint, capillary action will carry it throughout. You'll
find you need more Oil of Cloves in the Umbers and
less in the Cadmiums.

If vou wish to make your paint dry faster, there are
two commaon ways of doing it. One is to take most of
the oil out of your pigments by placing the paint on
newsprint or paper towels to ler the oil seep out. Next,
take the colors off the paper, place them on the palette
and mix in a small drop of Cobalt dryer with your
pmlettr: knife. Also, you can speed up drying time by
using a mixture of linseed oil, gum turpentine and a
drop or two of Cobalt dryer, ]l vou use this mixture as
¥ou paint your painting will be dry the next day. Ex-
perience w vill tell you the proper proportions to use
bt be careful with the Cobale drver, use it sparingly.



Figure 57b

The Toned Canvas

The second method of starting a painting is to paint
on a toned canvas (Figure 37h). This is a more tradi-
tional method, and it's been widely used for over four
hundred vears, The tone we are talking about is not a
thin wash of color, bur a solid opaque layer of paint.
The tone is the final layer of several primer coats. Prim-
ing coats were — and are — usually made with Flake
White over a ghue size. The tone was a mixture of Flake
White and Black. Sometimes this tone was yellowish,
sometimes grey and other times reddish, Titian and
Pintorerto seemed to prefer a dark grey. The Venetians
such as Guardi and Prazzetta added a large amount of
Hed Ochre to the grey. Micholas Poussin (1594-1667),
and the rest of the French school of that period prefer-
red a reddish tone also. Rubens seems to have used any
thing from a pure white ground, toa grey ground toa
wurm transparent brown. [tall depended on whar he
X FH.'L‘IL"L] to achieve,

\rtists who used a dark toned canvas usually drew
on it with a light chalk, The chalk may or may not have
been deavwn over with a dark color, diluted with oil or
varnish and applied with a sable brush. The shadows
were applied thinly with oil or an oil-varnish mixtre.
The lights were placed on firmly and directly. In some
areas the |ight5 were applied thinly, This was where the
toned background was allowed to come through to pro-
duee both rransitional tones and the beautiful n'p'l!ir.l]
greys which we admire so much in some of the old
master works.

Mrer the first statements dried the canvas was
sprayved or coated with a retouch varnish and painted on
again. Or, it could be rubbed with a thin coat of poppy
oil and then painted on with the more intense colors.

Ihe color of the background tone, whether it be
warm or coal, its value, and whether one paints into a
fresh thin coar of retouch varnish or poppy oil is lefr up
to the artist,



The Imprimatura

A third method is one that has been in use in some
manner or other from the time of the early Renais-
sance (Figure §7¢). The Tralian word for it is “Im-
primatura”. It is a full value transparent underpainting.
Fssentially, a thin wash of Riw or Burnt Umber mixed
with linseed o1l and gum turpentine is applied over a
white canvas. This overall tone can be placed overa
pencil drawing which has been drawn over with a sable
brush and diluted india ink. The ink is diluted for if i is
used full strengrh it will be seen through the more
transparent passages.

With this method vou may draw as much detail as
vou want, The toneis then applied and allowed to dey
overnight. The paint mixtures are then applicd over the
umber tone. You need not worry about the white can-
vas showing up in wrong places or losing your drawing,
If you make errors or don't like what you've done you
can always scrape or wash off all the paint and begin
again — your drawing is always there. The brown can
be allowed to show up here and there to act as a sort of
unifving tone to the painting. This method allows you
tor work rapidly.

Imprimarura has other advantages. It can be a grem
iid in both learning to paint as well as an aid to the
completion of the painting. The tone is applied wet and
oily and because of this it can be manipulated freely and
with case. You ¢an draw or block in your subject by
applying pure umber with a stiff bristle brush over the
wet tone. There is no problem of placement as the oily
umber tone can be pushed around casily. The lights are
made by rubbing off the wet tone with a picee of lint-
free cloth such as cheesccloth, By rubbing to the white
canvas you have your lightest value. By gently rubbing
the tone you produce a value darker than white, The
harder you rub rthe lighter the value. Darks are made by
restating with pure umber. Fdges are softened with a
two-inch, soft, dry catter brush. This brush is 1o be
used only for “dusting” and softening. 1t should always
be used clean and dry. In this way vou can position
your subject easily, get good drawing, good values and
good edges. Since it s the light and dark aspect of the
color, that is, its value that makes most of the form, this
helps solve one of your biggest problems,

The beginner should first practice doing as many
black and white value pattern studies as he can. Exam-
ples of these are shown in Chapter Five, When the idea
of value-patterns is understood he should go on to im-
primaturas, These should be done over and over again.
When you feel you are sufficiently capable of secing
and executing good drawings, values and edges you are
ready to apply full color.

It is impartant to state here that when the paint is
finally applied the value of the color should be the same
as the m'afut- of the umber tone beneath it, otherwise you
are ignoring a major reason for making imprimatura.

The imprimatura can be carried to two endings. It

can be a tinished, full value monochrome; or, it can be
carried to 4 general finish, that is, without details such
as small planes or highlights. There is a painting at the
Metropolitan Muscum of Artin New York City by Jean
Honre Fragonard (1732-1806), called “The Love Let-
ter”. A large area of it clearly shows a warm umber
imprimatura of this general sort. The full color opaque
tomes are thinly painted over it. The tones seem to have
been diluted with an oil to blend them into the im-
rimatura. Whether Fragonard intended this to be his
?inish of his start is something only he could answer.

In the fully finished state many imprimaturas can
stand by themselves as works of art. I color is added,
and this is done only after itis dry, the umber tone must
be matched exactly throughout. If the imprimarura is
carried to a general conclusion then you paint in the
broad averages, brush them together and then paint in
the smaller forms, planes, highlights, accents and de-
tails. Both approaches can bring satisfactory results.

Technical Aspects Concerning The Imprimatura

The imprimatura is made with Raw or Burnt
Umber which is applicd with a mixture of linseed il
and gum turpentine. It is wise to try to standardize
things to facilitate learning and ro avoid grief later on.
You should be able to concentrate on what you're paint-
ing rather than trying to overcome technical
difficulties. 1 suggest you use one type of canvas and
start with a half and half mixture of linsced oil and gum
turpentine, Use a good brand of umber paint as it is not
expensive and it goes a long way. The better the umber
the better it is in the wash and the berter the luminosity
it’'ll give to the painting.

As for the canvas, a heavily primed linen is the best.
However, itis expensive and not really necessary, [
suggest a good double primed Cotron Duck. Ask if the
canvas is primed with an oil based paint or an acrylic
based paint. Many manufacturers do not state this and
it is important to know, If you have a choice select the
oil base prime as not much is now known about how
well the acrylic prime will hold up.

Youir canvas should be stretched as taur as you can
make it. Next tap the pegs in gently, and then wet the
Lack of the canvas with water and a sponge. When this
dries the canvas will pull even tighrer. I¥ this is seill not
taut enough then tap the pegs in some more,

The next step is to rub down the surface of the
canvas using a rag and pure linseed oil. Do not use too
mueh oil as it must be a mere breath of a film.

Now apply the umber. | prefer the umber from the
tube to be of a stff nature, not oily. Apply the umber
with any large brush, dipping the brush in your mix-
ture of oil and turpentine to filure it. Put the umber
uver the entire canvas. Try as best you ean to approxi-
mate the value of the model's shadow with this overall
tone. This tone should be even without any higgidly-
piggidly brush marks that may interfere with vour
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drawing. You may find you may have to genty rub the
rone down with cheese cloth in order 1o Bt ol €ven
Il:l“]'q,lllg Hlll.l (PI 1"“.' Tlghl '|.|.||“.'.

Itis into this flar tone that youo draw in vour subjeer,
staring darks, rubbing our lighrs, feathering the edges
or “dusting down™ a value that is too light
The drawing is made with almost any pointed ob-

I'he handle-end of a brush works fine, so does
your | |n|-_l;1.' 1§ Fi l|:| wrappe |.| drcindd FHLL{ if cheesecloth.,
\lsos, the hard rubber eraser at the end of common lead
pencils works well in the wer wash,

You may now run into your first technical
11||r|l_|;|h"|, j|'||_' ILRIR LN _'r'fﬂl i?lllt lill".'l n r'|'|:.?|_1| ‘|i.la'|.k i!lrll II-IK:
canvas too Tapidly. "This 15 because your canvas is too
absarbent and soaks up the paint like a Blorter with ink.

Toovercome this you will have to use more linseed oil
or less gum turpentine in vour mmxcure. If vou find
vour umber wash is too oily and slick, pn'.:.ntlm.,
proper modeling, then there is too much oil in the mix-
Thire of _\1III1' canvas surface is not dhsorbem l.'l'I.d:lll_L_h. In
this ease you add more turpentine and use less ail.

Afrer a while vou will find which mixture works
right for vou. W hen found vou should bortle the mix-
ture and always use it with the same type canvas,

In the qunmm., vou may want to make many im-
primaturis as studies but vou'll find that a lor of can-

vases are expensive. Many of your early efforts are not
going to be worth saving so 1 suggest you gesso right
I ET lh:_'ru W '|||'| |]LT_"| ]Il_ .L."" S5k .i'llii sTart dg-ll[‘l.

If vour umber is still wet wash it off with a rag and
mineril ~p|r|1- oF turpenting.
much of the brown wash as vou can and after the sur-
face is dry cover it with a thin coat of a¢ rylic gesso. This
should be dry in about twenty minutes. Then cover it
with another coar, making sure to follow the instrue-
FIEaTIS (60 th"i_'llr'IT;":r]{'l' l“!--h{"l'l |.|.|"||' .I'I!I.l TIIL' CANYIAS '\l]rrih.-l.'
is entirely u'l:m again you can mike another “im-
|!r||1'|.IHITI. ['he ac r1.||4. gesso is recommended here be-

cause of s rapid drying and brilliant white surface, In
this way vou can use the same canvas two or three times
r-ur :-.uulhu:\, Ih-mumlrrr, use several thin coats rather
than one thick one. 1 ry ti mamtain the tooth of the
canvas, as 4 slick surface is difficult to work on. If you
Find vourself with an undesirable slick surface, coat it
with the acry lic gesso using vertical strokes; when dry
cover it with horizontal strokes, Use a bristle brush w
!'I.l'l'l_'l !'Irt"rﬂ‘l"l.i' rIH.' L 8 A PLI'H. I |l||'\| !L'\TI.rI.'LI l't!.L'L'r W t” Pr”"
vide a good surface for your paint to cling to

Fhe above is for studies and class painting. When
doing a finished painting you should decide beforchand
what kind of surface vou desire :-I]:r;iillt on and whar
kind of “look”™ you want in the finished painting. The
Canvias ‘ulll'r-HL'l_' shonild be |,1-|'n.'p.|1'c1.1 with the fimish in
mind. The oil and turpentine mixture may have to be
adjusted o work over the acrylic priming.

Some artists use acrylic gesso on any canvas before
they start painting as it produces a brilliant white sur-
face. The -Jplrlt':i“T'Ig surface, xhnlinglhi‘mrgh the i;ll‘..:.'l"u
of pigment, may enhanee the colors. Remember, how-

ject.

Mrer Vil FeImove as

ever, acrylic gessos have not been on the market long
enough to vouch for their permanence. Also it is erimi-
izl IHI_S."L'\H'II ERCET W L'"-].1I'1IT1L'I.[ litieri canvas,

Good, double primed, Belgian Linen is said w be
the best surface on which to paint, but a lest dL‘FI'r.'nl.h on
who primes it and what it is primed with. Also not all
linen 15 superior to all eotron duck. (ften LA id double
primed cotton duck is berter than a low grade badly
|‘.|rim|._-|l linen., For MY OWT PUFposes | i'r:l':.'r-L'r a double
primed linen or cotton duck canvas, primed with Flake
White. My second choice is Titanium White. Canvas
primed with Shiva Oil-Underpainting White is satisfac-
tory and acrviic gesso will do.

The Color Wash

'he last method we'll discuss is commonly called
color-wash, see Figure 37¢. This is often used in illus-
trations, miis l| or sLory ll.'H11'I1._ 'F'III. tures where there
are many figures and colors: It ean be execured on wood
or masopite, canvas or canvas panel. When canvias is
used it should have a very fine tooth,

Some artists tack the corners of the canvas o a board

Figure 57¢



Figure 57d

rather than put it on stretchers. The firm support al-
lows them to draw and paint with greater derail and
accuracy. Panels can be pri'rnnl with acrylic gesso,
Flake White, Titanivm White or Underpainting Whire,
T he usual pru.'a.':umun-i have to be observed, such as
~.'Ilhi|'i|:|1_{ the surface belore .ap}1|~.'|.nq thi priming, sand-
ing between the coats and applving several thin lavers
rather than one or two heavy ones. If any sort of glue
size 15 used, the strongest size must be the bottom layers
— the succeeding ones being weaker
].E'IL' Nl]rri.:lL'l'.' rl{T]‘L’ FFH r'IL'I "\]'H'll.lll.l. |}L' \I'Illilﬁlfh 11I|T nat

slick as glass. Use a hard graphite pencil for your draw-
ing. 1 hen go over the pencil lines with india ink dilured

with water, applied with a fine sable brush. If the india
ink will not take on the surface add a drop of Photo-Flo

to the mixture, The drawing should be a mixture of fine
lines and dry brush and be a work of art in itself.

Before you start applying the opaque tones you
should have a f; nrh‘ accurate and l:.'mllpla..l.‘l.‘ ;_u|nr sketch,
if VO ATE nOL W |||:|‘|-.|nb| from life. The sketeh sers 8 A% an
essential guide for vour color wash. The tones o be
used in the painting are then mixed up on the palerte.
\lthough this seems like a chore vou will find that the
more tones vou mix up the better off you will be when
painting and the more time vou will save later on.

NOw comes a prﬂhlum. When vou apply the npague
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tones thinly and transparently they may look like .II!'I.
ih:m_u.\u.|:1 whar they are -u|:|1uu.|.i 1o look hike. For
this reason you have to west various colors such as Yel-
low Clchre, Burnt Sicana, Light Red, ere. that look
i!]j‘l‘ﬂ'l"'l'ﬁ W hl'r'l tr: ||'I‘|]'|.J.rl.'||.[ .l'.llr' illﬁ['l'l]{'l_'. a .'.IIL'”H“
(chre and a bit of Li g rht Red will look like a string f lesh
tone when made tr; Lrn}nrrnl The codors should be
tested with a lictle oil on a surface iwdentical to the one on
W hll. II '|||l'I| ATC WaTr L'II'IL |'|~| hl. 1] ||'||“..||1|| ||.El'|'|||kl.1 :“!h‘.
inked drawing they should be neither completely trans-
|'|'..'|!l. Ml o fll:l.l.iiili. B

Frervone has their favorite medium for diluting
paint for application. Turpentine should be used spar-
ingly as it dissolves the paint too much and it may cause
the patint o ran and erack later on, (il can be used bur
it requires a large amount of it for permanent painting
It would also alter the paler tones and blues too much,
Later it may rise to the surface and yellow some more.
Besides, the underlavers would t ke oo long to dry and
might cause cl.?u.l.mg at a future date,

A good time-tested medium to use would be 1/3rd
1/ 3ed Damar Varnish and gum tur-
pentine. One or twa drops of Cobale dryer should be
added o this maxture, This mixture will allow the dilu-
tion of the paint without having it run, maintam its
luminosity, adhere to the surface and allow blending.

sun-thickened n||.

First apply the paint thinly on flat surfaces working
from light to dark. Where forms are to be painted use
one light tone and one dark tone. The light one 15 put on
first, taking carc not to be too opague nor too transpar-
ent, the shadow areas are then added and slightly
blended into the light, much like a watercolor, The
entire painting at this stage is covered with flar tones
that approximate, but are not exactly the same as the
r.il'l.'l.l |.E|I._'Tl|' i\' THiRt ||H|1'|'| =-|!r['|| at |1I|‘i H:.H_,{ﬂ' k-] [l!L' i]l—q =
tween tones and halftones are missing

When uunlph tely dr Vi 1|'|n o ue fomes are Fraled Iy
.Lpp||u1 over it and brushed together where needed. In
some instances the OPEUE LONES can be brushed subtly
into the color wash. Some of the color wash may be
allowed o come through o add sparkle to the painring.
I'he contrast between the opaque paint and the trans.
parency beneath will enhance the surface quality.

The portraits by Holbein show a rechnique similar to
the above, However, instead of applying the paint opa-
|.|||I| |'n over |!l1. cntire I.l.l1"ll W d.‘lllv |II. |||‘|L'I.| |h||!|lL’d ].I"l LTS
of color. These he applied one over the other until his
1:1m|1. ||r1|-_[ WOAS -:J1:|||:]|.-l1. I finu VieT, i thie flesh arcas
and nther opagque appe aring ohjects such as flowers, the
opague paint was applicd directly and heavily over the
color wash. It is likely thara thin coat of varnish sealed
vach '|.|}'{,'r and 1t was not ]_1.t||1r1'd over until ..ir_'.'.

Figure 57e



Finished Painting

57



Figures 58
Exvamples of student cfaxs work showing the fmprimatica af
variows stages and with varving amounts of paint applicd

a
Curline scrarched into wet Umber tone with brash handle or
drawn with the rubber eragyer at end of a e i}

Figure 58a




b.e.d, &
Completed imprimaturas

Figure 58¢

Figure 58d
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Figure 58¢ Painting by D. Craig Johns




Is
Initial faving in of peiiEl aver taprimatura

Figure 58{

Painting by D. Craig Johns

8l



M:m hooks on art have a section explaining the use of
the artist’s materials. For that reason | will not dwell
long on the subject. Here are a few points not generally
covered that you may find helpful.

Brushes

Brushes area ]}rlmurv CONCCrn to artises althnugh
you would never know it by looking ar some of the
brushes students use. How anyone expects o paint
anything with stff, scraggly instruments is beyvond me.
Would a carpenter use a saw without teeth, or a chisel
with a dull pitted edge to make a fine piece of iurmturc"—'
The brush should be capable of expressing the artist's
every nuanee and wish. He should control it, not the
other way around.

The artist who paints in o1l uses basically two kinds
of brushes, bristle and sable. The variety available is
enormous and quite wonderful. You ean readily find a
brush to suit any type of printing you wish to do.

Bristle brushes are the most commonly used in oil
painting. They can carry a large amount of paint from
the palette to the canvas and lay it om effectively, Sables
are generally used for finis hlng, refining and for smaller
works. Sables do not lay the paint on as successfully as
bristles do, especially on a textured or rough surface.

Bristle brushes come in many sizes :am:Fshupes.
There are short flat ones called “Brighes” which are
generally used for laying in large areas of paint and for
where a square touch is desired. There are oval shaped
ones called “Filberts” which lay the paint on heavily
and leave a slightly soft edge. There are brushes that
look like filberts but are flatter and more square tipped
called “Flats". These are the most commonly and
W uirl} used ones rthese days. They allow for a more
precise laving on of the pamt They also leave a harder
edge than the filbert — this is what many modern
painters want — a definire statement which they can
leave or brush together as they see fit.

Finally, we have the “Rounds”. Extensively used in
the past they have dropped from favor, although they
seem o be enjoving somewhat of a revival. Rounds
leave no edges and therefore are suitable for smooth
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rounded forms. They are useful for certain areas of
landscape panting and seascapes.

Guoaod bristle brushes are hard to come by although
at this writing the quality has vastly improved over
what was generally available. Prior to World War 11 we
had grear bristle brushes such as the Mussing and Ru-
bens. These brushes were made in Europe by skilled
craftsmen who were in the trade for many years. The
bristle, 1 am told, came from a certain breed of hog in
China that was gll but annihilated duning the war. [ am
still using some brushes that are over forty years old
and they work beautifully; the bristles curve nicely to-
wards the center while painting and even after washing
and drying, as a well made brush should.

The best bristles are strong and durable and at the
same time have just the right amount of flexibility, If
they are either too soft or too stiff they aren't any good
for our purposes. The better bristles also come toa
taper and are split at the ends. This enables them to
pick up the paint and lay it down cleanly on the canvas,
When vou press down on the brush rhe bristles spread
out and when you let up the brush should snap back
towards its original shape. This allows the skillful artist
maximum control of his brushwork.

The lesser quality bristle brushes have bristles with
blunt ends, the bristles are not split at the ends, do not
taper, are rigid and don't curve towards the center,

This means you have less control of what you are doing
and the results can appear crude,

Manufacturers often add starch or some sort of weak
glue to keep all the bristles together and nicely shaped.
| & rtt‘lm‘l.|.;|naT.Ll'|.f1 as soon as you dip some of these brushes
in turpentine the “glue” dissolves and the bristles go off
in all directions. The bristles behave like wet noodles.
Such brushes are totally unfit for painting in vils.

Stay with a good brand name when purchasing a
brush. Check the ferrule first, make sure it doesn’t wig-
gle. Tug on the bristles of the brush, make sure they are
securely set into the ferrule. Make certain the bristles
curve towards the center. Check the spring of the brush
in the palm of your hand. Trshould be firm but not stiff,
The bristles should glide on the palm, not grate on it.

I suggest you start with a collection of “Flats", As



Figure 39a

Lefr to right: A wide flat bristle for pulling the freshly applied
tenes of paint jogether, both within the form and on the outside
edlgey af the form, Ir showld always be used ofean . dry, and free of
paint. Nexit follows a series of bristle brushes of varions sizes of
Brights and Flars, These are for general painting. They are best
for use when drawing wirh the point = ther is, for fong strokes, The
third brash from the right is o simall . shore, siff Bedghr, [ use i for

spon as you are able to you should start adding some
“Brights”, "Filberts” and a couple of *Rounds™, You
will find that each one has its own use and each will
help you learn a different aspect of painting, somethin

thar would not oecur to you if you used the same brush

all the time.

Do not throw away a brush thar you think has had

it. Brushes wear down differently and acquiru different

shapes. Sometimes one wears down toa shapu that 1s
particularly suitable to drawing on the canvas, or for
painting such things as hair. Old ones can often be
converted toa fan-like brush used for landscape paint-

ing. With flar pliers squeeze the ferrule at the juncture

wherte the bristles start. This will fan out the bristles,
Then with the pliers bend one side of the ferrule to-
wards you and the other side of the ferrule away from
vou, This creares a sort of twisted fan brush w hu,h 15
nseful in the painting of fuliage. See figure 39b,

Sables for oil painting come in the same sh:lpts a5

the bristle brushes. They are used mainly for finishing

and for fine details, and when painting on panels or a

drawing in iy suwbyect as it does nor spread our and holds irs chizel
edge, It v alsa wveful in paimting small planes. The last twe
brashes shown on the vight are flar sables. The small one s
excellent for fine derails and small planes. T prefer the sables to be
of the longer variety , sor the short stubby kind . Shovt ones ave fist
aibvoger piveless ro e The larger Rar sable fextreme right) 15 one of
the betier tvpes af brushes for brushing together the ourside vdges,
especially on a smoath Xurface

tine-grained canvas where a smooth finish is desired.
There is no way vou can have a good red sable brush

for a cheap price. The best brushes are made from
g holinsky Tails and are expensive, There is no way
around it. When purchasing a sable brush, pull at the
hairs, see if the ferrule wiggles. IFanything is loose
don'’t buy it. Check for “spring" in the hairs. Sable
brushes that don't have any spring are unfit for use in
painting with oils, temperas or caseins,

A\ good round sable brush must also come o a point
when you wet itand snap it. Some art supp]}' SEOTEs
have a little jar of water available for vou to make such a
test. IF the hairs do not snap to a point do not buy it

Round sables are excellent to use when a “drawing
technigue™ is desired with oil paint. They are fine for
drawing in such accents and details as the eyelashes and
cyelids, nostrils and the line that separates the lips. In
landscape they are used extensively to paint grass, twigs
and other small details. Forms modeled with round sa-
bles are smoother and rounder than forms modeled with
square flar sables,

The square flat sables lay on the paint in broader

B3



Figure 59b

Gkl :'r.'.' [, .".-.lrl._'n'u wrrer hevisdy, bised [T ER A T ll.'.-JJ..'ll_-.:
dan imprimasura. It is fine for
the renes rogether, and softening edges. I s alwavs wsed dev and
elean. It shonld never be dipped into paint ar mediam. The second
Braesh is o vable far brush, these alva come in bristle fovm. The
arg wxed fo pull the fones together within a porrrais
drapery while the paint iv wet. I1 makes for smoeoth modeling and

disrirng down”" the valnes, pullfing

figure oF

arcas. The planes can be established quickly.
are fused in the same manner as with flat t>T|\t|l..
brushes. The overall effect 15 one of more solid I.PI:JE'I.L"‘\
both in the treatment of Aesh and L'.r:i]h.'l'}' he
smaller, sguare flar sables work almaost the same as the
round sables. 1t is up to the individual artist to decide
which tvpe of brush best suits him

Palette-Knives

The next “tool”
the palette knife. 7l he palette knife | am referring to is

1T he tones

vou should concern vourself withiis

sbtle pransiHanes. [0y uxe @5 esyential in some technlgues) soeme
artists absolutelv despise thewm. The next four brushes are sables
bewth flar aned round. Thev are wsually wsed for fine derails or
rresed g soroorh forms. The odd shaped brusl (s ome You make
with vair old brushes and o paiv aof pliees. It s wsed exrensively to
paimt fandscape foilage. The last brash (s a ""Bright'' brivile

T e ng e brushes are wieful in faving

i farge arees of paint

Broadiv and Fh Ky

o mix yvour tones with on the palette, not to paint with,
Ihere isan almost bewildering assortment of sizes and
shapes on the market today, The best ones are made of
fine flexilile steel. T prefer the one piece kind, that is
where the shafr and Blade are made from one piece of
metal. Some are spot welded where the (Tat triangular
part mects the shaft — these will break more rapidly
than the one picee kind, You will have o test the
Hexibility of the blade to see if it suits you. | prefer one
that is Ilnll too hard or oo soft. I the !JI pde 15 too narrow
or short it will not pick up enough paint as you do your
miaxing. I iris oo wide it will be oo cumbersome, or
stiff and berter suited for cement trowel work,



The tip of the blade must not have any bends or
wrinkles in it. This implies that the knife was dropped
and damaged and makes it unsuitable for the mixing of
paint. After long use one side of the palette knife, de-
pending on whether youare right or left handed, will
develop a concavity. ltis difficult 1o use the knife for
mixing when this happens.

The handle of the knife should fit comfortably in
the palm of vour hand. The ends of some handles can
scrateh or irritate your palm as yvou're mixing paint.
Don't hesitate to sandpaper the end of a palerte knife
handle — or saw it short. Alter it to suit your hand, It
has always amazed me how little tools, appliances, and
other objects that are meant to be held do not really
conform to the hand.

The Palette

Your palette, used to hold and mix your paint,
should be of concern. Figures 45a to¢ in Chapter Scven
shows both wooden and glass palettes.

The palette can be of any size that is convenient for
your working habits. The standard 14" by 207 or 16"
iy 20" size is quite sufficient. | prefer a large glass
palette for studio work. Tt is casy to work on and casy to
clean. Many artists have come to this same conclusion.
T'he glass should be heavy plate glass, not window pane
glass. It should be backed with a piece of plywood or
Masonite that is painted a middle grey. In this manner

both the lights and the darks, as well as the weak and
strong chromas, are easily visible, Ordinary clips can be
used to hold the backing together with the glass. After
the clips are attached, take off the handles merely by
squeezing them together. A glass palette for landscape
painting can also be made to fit your paint box.

A wooden palette is convenient for the artist who
wishes to work close or far from his painting; or, if he
is working on alarge canvas where he will have to
climb up and down scaffolds constantly. In such cases it
is easier and more sensible to carry the traditional
wonden palette.

The wooden palette should be frequently rubbed
with oil so that its surface becomes smooth and non-
absorbent. This is the only way it will be easy to clean.
If it is not treated in this manner your paint will soak
inta it and be very difficult to remove and you will run
the risk of gouging the wood out along with the paint. If
you use 2 wooden palette it should be cleaned after
every painting session and rubbed clean with a rag con-
taining oil and turpentine or just oil.

The small palette cups one sees all the time are
suited only for oil or mediums as far as far a5 I'm con-
cerned, They are too small to adequarely ¢lean a brush.
I prefer a large jar, or a can with & screen at the bottom
tor elean brushes. In this way you can elean vour brush
properly, avoiding the muddy residue that will accumu-
lare in the small palette cup. Such residue eventually
sticks to vour brush and ends up on your canvas.



A medium or vehicle is anyrhing thar is added ro paint
from the tube, or ground dry pigments, to alter its qual-
ity and properties.

Srudents are alu'a:.'ﬁ searching for a “Hag'u,:
Medium”, a medium that will make their painting
superior to their fellow students or make their paintings
look Tike the O1d Masters. OF course, it never works. If
you don't know anything abour drawing, hue, value,
chroma, edges, planes, ete. youwill never do a great
painting no matter how fantastic you think vour
medium is, Because the superior artist is knowledgeable
of his eraft and knows, more or less what his ends are to
b, 1t is casier for him to utilize his materials to these
ends, By getting involved with mediums at an early
stage a student actually hinders his learning process.

Masterpieces can be painted with tubed paints and a
little knowledge of nnly three or four different liquids.
These are, Linseed Oil, Gum Turpentine, Damar Re-
touch Yarnish and Ol of Cloves. Later 1 will ralk
about other oils and varnishes which alrer the look and
qualir}f of the picture surface.

The linseed oil mixed with gum turpentine serves as
a medium for the imprimatura and as a general painting
vehicle as well as a brush cleaner.

The gum rurpentine is needed occassionally o thin
the paint consistency so it spreads easier and quickly
over large areas. A large amount of the turpentine in
relationship to the pigment will give a marte, dull effect
— sometimes desirable inunderpainting. There is how-
ever, danger of cracking and peeling. Too much linseed
oil will give a distasteful shiny appearance. It will also
vellow excessively with age,

If certain colors dry marte, and they will, a short
spray of Damar Retouch Varnish will restore them to
their original appearance. When the painting is com-
pleted it should be given a thin spray coat of the retouch
varnish and put in a high, dust free place to dry. A final
coat of varnish should not be put on until at least a year
after the painting has been completed.

Ol of Cloves, the same oil your dentist uses, can e
added in small amounts o your colors to keep them wer
for a longer than normal time. In this way you may
waork for some length on a painting and still maintain a
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fresh “Alla Prima™ look, Oil of Cloves, although dark,
does not vellow perceprively.,

There are many fine books which deal solely with
mediums so | will not dwell long on the subject. Here,
briefly, are some commonly used matenals to give
vou a general knowledge of mediums and vehicles,

Remember, that anything vou put in the paint as it
comes from the tube will alter its appearance. If vou
add varnishes it will become glossy and slick. If you add
waxes it will appear, flat and matte. Whatever the ap-
pearance of the material you add to the paint, thartis
what the paint will end up looking like.

You will soon learn that everytime you think you've
gained something by adding an extra ingredient to your
paint you will be also losing something. For instance,
varnishes can provide a rich surface but also cavse the
paint to get too sticky and prevent proper brushwark,
Oils, which produce smooth blending also create sleazy
luoking characterless surfaces. Then there is always the
danger of uneven yellowing and cracking,

From a single substance the artist starts making mix-
tires. From here on in it is one mixture after another,
Eventually, the artist discovers a mixture he likes and
feels that he has the perfect one, Soon, however, his
skills and outlook change and his medium is no longer
viable. He must then evolve & new one.

The point is this: 1 —there is no such thing as a
perfect medium; 2 — one artist’s medium s not suited
to another's abilities or technique; 3 — what constitutes
a “good” medinm at one stage of vour development is no
longer valid at another stage, and, 4 — a vast majority
of the world's great artists eventually came to rely on
pure oil paint alone. Maost likely this was because the
older they got the more knowledgeable they became. Tt
15 this knowledge plus sound tcchnique, p’lus imagina-
tion that will produce great paintings.

As for the “Secret” mediums of the Old Masters,
there were none. If there were such a medium all the
paintings of the past centuries would be masterpieces.
They aren't, and in fact some are preety bad both arris-
tically and rechnigally. Generally, the better artist pro-
duced the better painting. Surely, there have been
many masterpieces painted since the time of the Old



Masters and they have been painted by artists from all
over the world using many different techniques.

It is my contention that technically any Old Master
painting could be duplicated today (and many have),
with presently available materials. If aging is required a
painting can always be baked, very much like a loaf of
bread in an oven.

Don't forget also that the only white the Old Mas-
ters had was white lead. Lead pigment becomes trans-
lucent in time. Couple this with the general yellowing
of the pigments, the darkening of others, the constant
cleaning and revarnishing of the canvas and you have
the “look” of an Old Master.

Now let’s talk about the vils and varnishes in com-
maon use today. All oils yellow whether they are
bleached or not, so a bleached oil will yellow sooner or
later just as any other oil. Do not be misled by the label
on some tubes of paint which say “non-yellowing
white”. In time and under certain conditions they will
yellow. In painting you are confronted with a choice —
do you want white paint that yellows less but is sleazy
to handle and has no covering power? Or, do you want
a white paint that yellows slightly but is heavier and
maore opaque? Make your decision carefully. Most of
the whites | have ever bought had too much oil in them
to suit me. | always drained the oil out by placing the
paint on paper towels as previously described.

Qils

Poppy Oil yellows lirtle and gives a buttery consis-
tency to tubed paints. It was quite popular in America
inthe 1920°s and 1930's. A number of whites are
ground in poppy oil. Many artists who paint delicare
flower tints prefer to use a medium made with poppy
oil. However, poppy oil becomes sticky and gummy
more readily than other oils when exposed to air.

Linseed oil is the strongest and best all-around oil to
use. When used to mix with pigments the cold- pressed
variety is the best, Linseed il has been used in oil
painting for centuries. Van Dyke has been quoted as
saying linseed oil is the best to use although he didn't
specify in what manner,

There are records of the past which tell of boiling
linsced oil with litharge, (a form of white lead), Verdi-
gris and or dozens of other ingredients to improve its
working ability and drying quality. The result was then
mixed with mastic varnish or turpentine or beeswax and
then added to the dry pigment. Probably every combi-
nation you can imagine was tried at one time or another.

Many painting disasters have resulted from these
experiments and it is best for the student to stay away
from them. There is even danger of lead poisoning and
fire or explosions that oceur while boiling these ingre-
dients. Make sure you are thoroughly informed if vou
decide to make any of these mediums,

If you need a drying oil it is best to mix a drop of
“Cobalt Dryer” to linseed oil or a linseed oil and turpen-
tine misture, This should be in the ratio of | drop -:]r-[E‘

cobalt dryer to about 30 drops of cil or the wil and
turpentine mixture.

The term “fat” applied to paint means it contains a
lot of oil. Oils that are thicker and stickier than poppy
or linseed oil are said to be “fatty”. Such oils are sun-
thickened linseed oil and stand oil. These oils are used
mastly in combination with other oils, solvents and or
varnishes to create mediums. They produce a more
enameled surface quality than linseed or poppy oil.
They also allow for a smoother transition of tones and
the prevention of the spreading of the oil paint as when
drawing fine lines.

Sun-thickened oil is merely linseed oil that is or was
allowed to thicken in the sun. Centuries ago this was
done in lead lined containers or with lead pigments so
that the lead could be incorporated into the oil, This
allowed the oil to lock the pigment particles together
better and make the oil dry quicker with less stickiness.
This sun-thickened oil was used mainly in Italy.

The northern climes, however, having little sun-
light, resorted to boiling their linseed oil. This is called
stand oil. The addition of stand oil to pigment allows it
to “grab” on a slick surface. The colors stay pure and
luminous when transparent. Stand oil prevents the
pigment particles from moving around on the canvas
thus producing permanent color. “Fatty” oils produce a
more enameled surface than with linseed oil.

Venice turpentine is a thick, sticky substance. Its
color varies from almost clear to a golden hue, Added 1o
the pigments it will allow for the smoothest blending

ossible, It is seldom used in this manner however, as it
is not compatible with certain colors. More often it is
used as part of 2 medium with other ingredients. Venice
turpentine imparts a pearly lustre to the colors and
allows you to draw extremely fine details. les disadvan-
tages are that it is sticky and dries slowly. Also, it be-
comes brittle with age and darkens rapidly. Paintings
made with mediums that have a large pereentage of
Venice turpentine in them may actually melt and run
down the panel in extremely hot weather! I have had
this happen to a painting of mine.

Beeswax has been used in oil paintings in some form
or other all the way back to the time of the ancient
Gireeks. To be used in oil painting, beeswax must first
be melted with Tinseed oil. When it cools it should be a
soft paste. If not, add more linseed oil and melt it again.
This paste is then added to the oil paint in various
degrees depending on what effect the artist wants. One
function ﬂf:hl.‘ beeswax, at least in times Past, was o
act as a binder with pigments much the same way
aluminum stearate is used today. The wax, impartsa
translucency to the colors and allows for thick impastos,
mainly used in the light areas. As it dries matte, how-
ever, it destroys the richness of the deep, dark colors.

It's strange in this age of science and chemistry that
the leading authorities on the art materials disagree as to
whether the Old Masters used wax with their pigments
or not, In any case, as we know, these things are not
necessary for the creation of a masterpiece.
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Varnishes

The most important, widely used varnishes are
Damar, Mastic, Copal and Amber, There are many
synthetic varnishes, but since they have not been time
tested in the use of oil painting it is best to stay away
from them,

A thin coat of Damar Retouch Varnish is gener-
ally considered to be the safest varnish to put over a
painting. Full sirength Damar should not be applied to
a painting unless it is at least a year or two old. The
surface being cleaned before applving.

Varnishing should never be done on a day that is
damp or cold as the varnish will not adhere well to the
surface of the painting. Humidity Irupfxd in and be-
rween the varnish and the painting w ill cause “bloom-
ing" which is an offensive, whitish, irregulat spot or
shape, Itis likely to cause cracking larer.

Mastic is a golden hued varnish often used by the
O1d Masters. Goya is known to have coated his entire
canvas with Mastic varnish when doing retouching over
his basically alla-prima paintings. Its outstanding abil-
ity is supposed to be its elasticity — it'll expand and
contract with temperature changes without cracking. 1
once used Mastic and 1 liked the richness it gave to the
colars, however it was sticky and took too long to dry.
The stickiness collected dust and lint on the surface —
itacted much like fly paper. Since the objectives of the

varnish is to seal the painting from dust and dircir's
hard 1o see how Mastic varmish helps.

l and Amber varnishes are dark, rich, and ex-
tremely hard and durable. They dry fast and hard to
the touch, not sticky. Amber seems to be vanishing
from the market while C-::J:ul is ascending. Both var-
nishes are dark and should be highly dilured with rur-
pentine or alcohol if they are to be used with delicate
tints of color or for isolating layers of a painting.

Many artists use a mixture of Copal Varnish and
stand o1l. This imparts a lustrous, rich, glossy surface
to the painting. It dries hard, fast and permanent. This
mixture supposedly “locks in” the colors. The combina-
tions of the above named ingredients are innumerable
and ['m sure the curions artist will experiment with
these mixtures whether I suggest it or not. Additives
should be used sparingly. Paint should be the major
part of a painting. Mediums should be used only to
achieve effects when they cannot be created by any
means other than ordinary paint. The beauty of a paint-
ing comes from painting, not from secondary effects.

As T have previously pointed out, what you know
and what you feel is what will enable you tocreate a
fine painting, Many artists, both student and otherwise
become hopelessly enmeshed in the chemistry of paint
much to the detriment of their work, Mediums can
definitely hinder a beginner. Remember, there is no
“secret” chemical formula that can save a poor painting.



T he first indications of paint that are applied to the
canvas are called an “Ebauche™ in French and “ Abozzo”
in Iralian, These terms simply indicate the first touches
or outlines put upon the canvas. They should not be
confused with the term “lay-in" as it applies to this
system of painting. True, the “lay-in" is the first
opagque layer of paint, but it is of definite tones in defi-
nite places. The lay-in requires an averaging of values
to be properly accomplished. Such averaging is called
“massing”, therefore, the term is usually used as “lay-in
and massing”.

Because of the many factors of painting not ade-
quately understood by the beginner, laying in and mas-
sing is difficult to write about. It would be difficult
enough even if we were all in a studio with the model in
front of us,

To begin with it is essential that vou know how to
see values and planes. You must know how to mix the
correct tones to match the subject matter; be able o
supply these tones on the proper planes and fuse them
with the proper edges. Finally, you must be able to
make decisions regarding these factors based on certain
concepts. We'll now discuss these concepts,

Almaost all the great realistic painters, past and pres-
ent, work from large forms to the smaller forms, A
minority worked from the small to the large, but, in the
end the small forms were always subordinated 1o the
large forms. It rakes longer to work from small to large
and that is one of the reasons many artists rejected it.

Here is an example. If you are painting only the
deltoid form of the upper arm then that is your hig
form. If you are painting only an arm then the arm is
vour big form and the delwnid is 2 subordinate form of
the arm. If you are painting the upper part of the torse
plus the arm then that part of the torso is the higgest
form, the arm subordinated to it and the delwid subor-
dinated to the arm. If you are painting the entire torso
then it is all to be regarded as the biggest form; the rib
cage and pelvie section are smaller units o be subordi-
nated to it and the arms and legs to be subordinated to
the whole. Within the arm as well as the leg are forms
which are subordinated to them. The bigger forms

CHAPTER 14
The “‘Lay-In"’ and
Massing of the Tones

should be painted first, the smaller ones next, and the
smiallest ones last, Tt is logical, then, the lay-in should
be large and broadly stated. All of this applies as well to
landscapes, backgrounds and drapery.

In the case of the human figure, the rorso, the legs,
and the arms are o be regarded as eylindrical in nature,
The head is an oval.

Another thing the student should cultivate, espe-
cially when painting from life, is the concept of what is
called a “one look” picture. This means, the model
should be painted to look like the first quick impression
the artist receives. If you stare too long into the lights
you will start to see many darks. If you look too long
into the shadows they will start to appear much lighter
and more colorful than they acrually are. When paint-
ing with this visual attitude you will lose the strong
feeling of light and shade on the model. Always paint
the model by looking at the area of lightest light and try
to “half-see” everything else. Avoid going too dark in
the light using more hue and chroma as well as crisper
brushwork — paint everything subordinared 1o the light.

Procedure of the Lay-In and Massing

First determine what lighting situation the model is
in. Remember, there are only four basic lighting situa-
tions, Front, Form, Rim, and Back. Each one of these
has its own light and shade value scale as was previously
explained in Chapter 6. Let us assume the model isin
Form Lighting. Looking at the Form Lighring Scale on
page 36 we sce that the light side extends from White,
(10) to the fourth value and the shadow side starts at the
fourth value and goes to Black, (0). The flesh tones are
then mixed to correspond to these values. You know
that you must not paint anything lower than the fourth
value in the light and not anything lighter than the
fourth value in the shadow. The halftone values will be
at the lower end of the lights,

Next nbserve the position of the light source. Draw
an imaginary straight line from the center of the light
source to the model. Where this line touches the model
will be the area of lightest light. From this area it will



The .fr-'”t“l'l!r.lf itlustradions show wspects of the IF:J.I'.I';"HH:" arrad [1%
frearirent, Sty them well, Make copies and variatians of them o
further wnderstand them, Thew tey o fimd these principles in
Harire,

Figurg 6
Here we yee o phe halftone plane changes when the position of
the lpht source chanpes

Q__>

'l
il
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a,
Tl dighr is comting from the lefi side. The htlftane plane is the flar

plane facing vew, The sfedow plane iy on the right, terming away
frome v,

Figure 61
Heow the halfrones are made in paine

b.

The light sowrce is moved towards the frone. The halftone plane
sow provey over o where the shadow plane was

£

The fight sowrce 15 full front amd pulled back, We now fave the
franr plare tn the Nghe, The twa side planes become holfrong
planes.,

a
if the halfrane is narvow simply paint in an ared af Hght tone and
an ureq af shadow,

b.

Lig=rug the tones together with o Tar brush. Wipe the brash clean
el iy, Make a dewsnward stroke through the Zig-zag. fo make
the hdlfrone.
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c

If the halfrone band fs wide then you will have to paint it in as a
separate tone. Here we see o light tone o halfrone, and a shadow,
d.

First zig-zay the light into the hafftone, Nexr gig-zae the halfrone
imro the shadow, Wik a clean. dry brush siroke dewn these
zig-zag effects to fuse the tones.



Figure 62

These three examples show the different stages aof the laving fn and
fusing the rones. When properly done all forms can be painred in
this manner

HP

Here are three Dasie tones: o Hehs o, a holftone  ond o shadew
The lighe tone has three divisions: The halftone has two divisions,
dite representing the lght halftone, the other representing the
derk halftone. The shadow masses wially as g single rome

radiate inalf directions while becoming progressively
darkest in value. The shadow plane will be at right
angles to the line from the light source. The gradations
of light will overlap many forms and planes. It is the
farge areas of light, halfrtone and shadow thar are painted
in first,

Disregard — and this is easier said than done — the
darks you sec inthe light area and the lights you see in
the dark area. Squint your eves and average out the
lights, the halftone plane, and the shadow plane, Paing
these three planes in boldly, starting with the shadow
pl.:lm first as it is the most obvious. If vou have a good
command of values you can break up the light av erage
into three or four different subdivisions. See Figure 18,

Most students can determine the shadow pattern
and the light areas but get lost when they have to decide
on where the halfrone is. If your painting is muddy
louking or lacks ilghl effect it is likely your h lftone is
vither too dark or in the wrong pi.uu or both. Simply,
vourare going too dark in value in the light arca. To be
on the safe side, especially when painting women, it is
best to leave out the halfiones, or make them lighter
than they appear to the eve, and mass them with the
lights. Tn many cases an arbitrary decision, based on
expericnce, has to be made.

After the big statements are made the smaller forms
are added and modeled, Make the smaller forms first by
accurately placing the side, bottom and top planes,
Highlights and erest lights are then added. The whole
painting at this stage, uspucin]ly in the hight areas,
should look much like 2 mosaic. Some artises keep on

b

The tones are zig-zagged logether to g grearer degree where
they mass and 1o a lesser degree where they stav more disrinet
=

The tones are broshed together with o wide | clean, dry bruxh, Try
fo captare every sabtle variation of the way the planes fuse with

each other. Do nat overwark ir

this way, breaking up the planes into finer and finer
divisions refusing to brush anything together. Others
prefer to blend the tones in order to fuse the planes and
then restate the lights. Both methods are excellent.

There is no known rule as to where you may find
the halfrone. All 1ean rell you is that you should look
for it near the shadow pl.mu. How wide an area it oe-
cupies and what its shape is varies with the planes of the
object and the position of the light in relalinnﬁhip (1)
those planes. See Figures 60, 61 and 62,

Halfrones will mass in different degrees on the side
where it meets the light and on the side where it meets
the shadow, You will find in most cases the halfrone
will vary in the degree it masses with the light or
shadow. For instance where the halftone meets the light
it may mass [‘lmlp!ttlh with it in one area, mass
\llghlh with it in another area and stay quite distinet in
vetanother. The same thing may occur where the half-
tone meets the shadow |’||:tr:|r:. Y ou will have to refer to
the model for this information. See Figures 67h, c and
d. Try tofind a light area, a halftone area, and a shadow
area that run the entire length of the figure of whatever
the subject is thar you're painting, Sometimes these
planes may skip large forms and therefore be elusive.
Do not let this confuse you or deter vou from painting
them as single planes. If a form is too large suchas a
rib-cage then merely lift vour brush and continue to lay
the paint on when you pass it.
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Draptr)' in painting serves many functions. One of
thom is puruh decorative, where it can enhance or
heautify the picture. The most common use nh‘srnpl,.rv
is tﬂ-f.‘s'plnlll'l the form bencath it and to show the action
or direction of the movement of the hgur:_

The drawing of drapery is an important step in the
understanding of the painting of drapery. Although,
this book is concerned mostly with painting here arc a
few puim‘ﬁ about dra“-ing Kol should krcp in mind.
Careful abservation will show there are mostly straight
lines in drapery. What appears rounded is usually made
up of several straight lines, the heavier the material the
maore rounded the folds will look, the thinner the marer-
il the more angular the folds become. Also, look for
triangular shapes, Drapery abounds with triangular
shapes. Observe the points of pull of the fold, A fold is
alwavs coming from a point of tension and heading in
the direction of another point of tension. Fxamples of
these are found ar the elbow, the knee, and the crotch.
The point can also be at the maximum cresting of any
furm, The fold or drapery should show the form be-
neath by being painted or drawn as going areund the
form. At times, vou may also have to invent values in
arder toa porteay the form beneath,

Drapery can be painted from two radically different
viewpoints. One, as the light coming from it effects the
eve; and, secondly, as the actual form, appealing much
to the tactile sense. Think of the drapery as rmmui by
El Greeo at one extreme and the drapery of Ingres atthe
other extreme as examples.

The great English portrait artists such as Gains-
Imruugh {1727-1788), Revnalds, (1723-1792), and Sir
Thomas Lawrence, (1769-1830). almost always painted
the drapery in their portraits from the standpoint of
light producing the tllasion of modeled forms ar a dis-

tance. However, they did not do this moch on the faces,

Patrans probably w auld complain of the thick blohs of
paint on their likenesses, Thus the heads are smoothly
modeled while elsew here in the picture the artist
painted as he pleased. Later, Sargent, (1836-1925),
successfully painted entire portraits in this manner.

Painting drapery to produce the illusion of form rather

than modeling the actual form, was often used in large

CHAPTER 15
Drapery

Figure 63
Detadl of dreapery from porteait of Elzabeth Farren by Sie Thoomas
Lawrence (1 769-1830)



Elizabeth Farren
Sir Thomas Lawrence
Courtesy Meropodian Muneum of Arr, Begoes of Edward 5. Harkeea, 190

103



Mrs. Grace Dalrymple
Thomas Gainsborough
ourtesy. Metropalitan Museam of An, Begues: of William K. Vanderbilr, 1930
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paintings, which, of course, were meant to be viewed at
a distance. The nature of the size of the canvas and the
thickly applied impastos forees the observer to stand
back and see the illusion of form in space, exactly as the
artist had intended. See Figures 63 and 64.

Many years ago | first saw the portrait of Eliza Far-
ren, Countess of Derby, by Sir Thomas Lawrence. The
white cape and gown looked so smoothly modeled. It
seemed that way every time | loooked atit. However, as
| grew older my perceptions of colors and values in-
creased, and one day | saw the portrait entirely differ-
ent. What I thought was smoothly modeled was an illu-
sion created by cleverly placing thick strokes of paint
next to each other. See Figure 63. This technique is still
used today, many artists, however, apply the same ap-
proach to the modeling of the features as well,

The other method of painting drapery, by modeling
each form and fold individually, goes back to the ear-
liest days of painting. Artists used many different tech-
niques and procedures w achieve their goals but the end
results were quite similar. This can be demonstrated by
comparing the works of Jan Van Eyck to Sir Anthony
Van Dyek, to the artists of the French Academy, to the
super-realists of today. The drapery is painted from the
standpoint of how it is known and appeals to the sense
of touch, not from the standpoint of painting the illu-
sion of light bouncing from the form.,

Artists almost always render the folds when paint-
ing a small picture. One reason, of course, is people ry

to look at a painting with their noses — they get right
up close to see every detail, Should an eyelash be mis-
sing, the pain_ting is denounced.

The actual rendering of drapery can be simply ex-
plained and successfully accomplished with a definite
procedure and a few simple rules.

Itis harder to explain the light conscious approach
as there is considerable leeway in execution and much
depends on fecling, subjective impulses, and manual
dexterity. You really have to be “up™ when painting
this way. It doesn’t hurt to be a hyper-thyroid if you
wish to paint in this manner.

Both methods will be facilitated by the mixing of
four or five tones matching the tones of the drapery to
be painted. You will achieve the maximum of form but
the minimum of color. If more color within the drapery
is desired it must be added to the applied tones before
brushing begins. To achieve even more color, then you
have to work with an open palette of many colors and
paint from the standpoint of light consciousness.

In the finished painting done by a good artist the
drapery usually appears deceptively simple. This is be-
cause the artist has solved many problems beforehand.
What he painted was notr what he was actually looking
at, but, the spectator does not know this.

The first thing you see when you look at drapery is
that there appears to be many dark folds in the light
area and many light folds in the dark area, Thisis an
illusion as darks surrounded by light appear darker than
they arc and lights surrounded by dark appear lighter
than they are, If you copy them as you see them you
will lose the biggest most important thing about drap-
ery — that is, its basic form. To preserve the feeling of
light and shade on the big form one should paint the
darks in the light lighter than they appear and the lights
in the dark, darker than they appear. Painting other-
wise will produce warps, dents, or holes.

The big form and lighting gradation must be main-
tained regardless of how many folds and wrinkles are
painted. Visualize the light, halftone and shadow on a
form. Now visualize folds within these areas. You can
see that the dark folds would be out of place in the light

and the light folds out of place in the dark area. In addi-
tion, too many small folds have a tendency to flatten
out the bigger forms. It is wiser to leave them out,

The fellowing six steps shown in Figure 63 explain
the method of rendering drapery. To reproduce the
same effect in color simply mix up a row of whatever
colors you wish to mateh the black and white values and
follow the same procedure.

Figure 64
Derail of drapery from portrait of Mrs, Grace Dalrvonple by
Thomas Gainshoraugh (1 T27-1788),
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Figure 65

n.

The basic tones. These are taken from natare., Squint hard and fry
to ascertain where the lighty, halfrone and shadow divide, These
rone s shenild be of the proper vilwe and express ohe direction of the
lighr as well as the big. basic form beneath

b.
The firsr blending. These tones are blended together using, pref-
erably, o flar wide brash. This stage ix nes foo critical unless vour
drapery is to remain geacrally flat. Tn that case you st be
coreful with vour Wlending as some areas are mnssed altogether
by Brughing . some are only purily brished together and yome do
et Metve fo Be brashed ar all

Statement of folds. With e rag or o stiff dry brush wipe our the
areas thar are to be occupred by the folds, State the folds in simple
tight andd shaale, thar ix, fust one el rene el one shoadow’ ping,
There is no need for the higher ltehty ororeflected lghts ar this

stage, df veu are sufficient’y advanced fn values and form youl can
st af thiy sfage {f vou wixi.

d

The second Mending, Evervehing ix brushed together now, The
brusfring sheald noe be egual all over as to the characier of the
draperywill be lost. A few minor lights and darks can be added in.
If the drapery ix to be reprexented us being seen at o distance, or
subgrdinared to the mode!, sech ax being behingd the model , then
ohe coild stap at this stage.

<

N the Hghter lights, on the nndges of the folds and the reflecred
lights which are within the shodow areq, ave odded. Several
seaetfer fighes and dorks can be added within the tones.

{

Fimal stoge. The reflected lights are softened into the shadow.
The lighrer lights are brushed stighily oo vhe folds. These Tefs,
ay well ax other strong lighty are restored boldly with heavy
fmprastas aod Teft unfouchied.



Figure 66
Details of drapery from a series of illustrations by the author. In
thix stvle of painting the actuaf form of the folds and drapery are

painted - in comtrast to the technigue of producing the ilusion of

the drapery forms by the clever placement of tones and edges.

Figure 66a
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Figure 66b
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Figure 66§



Figure 66g
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Bc[nrr we go on to the subjects of painting the head
and the torso 1 would like to mention some generaliza-
rions concerning them. These are obvious to the eve but
are frequently overlooked,

Maost beginners are usually concerned with the lictle
things, whereas, the more advanced artist concerns
himself with the larger, broader aspects of the picture.

A person’s “average” completion is found in the
torse — the midsection, {rom below the pit of the neck
to above the crotch. Toawards the extremities, that is the
head, arms and hands and legs and feer, the average
becomes darker in value. In a white person the complex-
ion also becomes stronger in chroma and redder at tfﬂ:
extremities. The reason is that these parts of the body
are more exposed to the elements; the double passage of
blood is more noticeable and there is an increase of
smaller forms which break up the larger effect of light.

In regards to the head, we divide it into three bands.
The upper band is the forehead, the middle band ex-
tends from the brow to the bottom of the nose, and the
lowest band goes from the bottom of the nose o the
battom of the chin.

The forchead is o be raken as the “average” for the
complexion of the face. The middle band is darker in
valwe than the forehead band and the lower band is still
darker, especially in the male,

The middle band is redder than the forehead, in the
cheeks, the nose and the ears. The lower band goes back
o its natural hue.

CHAPTER 16

Generalizations
Concerning the
Complexion

The middle band is stronger in chrama than the
forehead. The lower band is weaker in chroma than
the average. Again, this is most noticeable in the male.

Omnee the larger statements are made then you putin
the smaller local hue, value, and chroma changes.
These oceur within the big generalizations. Fxamples
are the reddishness of the chest, the reddening of the
nipples of the breast and the coloration or discoloration
unigue to the subjects knees, ankles, buttocks, or any
ather part of the body.

This information is mainly for painting from the
model indoars. There are exceptions, for example, in
portraiture or for the sake of composition where you
may not want to follow narure.

When doing a portrait, especially of a woman, itis
best not to darken the lower part of the face too much,
nor is it advisable to give her a red nose or paint her
hands too red. Such conditions, while they may be true
may be distasteful ro the sitter. You should be guided
by whart the sitter desires tempered by your own taste
and judgement.

When painting a male rhe reverse seems to be true.
The overstatement of the hues, values and chromas may
add to the character and definition of the portrair,

Side planes, which our vision tends to skip over,
appear greyer and darker than the front planes. A large
part of this is due to small body hairs seen in perspec-
tive. As a result we see a diffusion of hair and skin and
less of the true skin color.

Y outhfulness of flesh can best be obrained by mak-
ing the edges redder. Although this is a stylization in
most instances it was probably arrived at by observing
that the more vouthful flesh is the more translucent it
is; that is, light will enter it at one angle, penetrate it
partially, and emerge at the opposite side, Where this
happens the skin appears stronger in chroma. Wherever
translucency occurs there is an increase of chroma.

Many artists resorted o using a sort of a red to
outline the toes and fingers of their subjects. They
would then brush their flesh tints into this red and the
job was done. This works best on pictures that are
mainly in the yellow-red key. With different color
schemes this is no longer valid.



T‘n: following pages show the painting of the figure on a
toned canvas in a direct manner, There wasn't any under-
painting, nor were scumblings or glazes used. This is the
fastest, simplest way to make a finished painting that |
know of. An excellent exercise for you would be to follow
the procedure shown step-by-step through to completion.
Once this approach is mastered, the same procedure can
be used on anything else you wish to paint.

This methed, however, is deceiving in its simplicity
and should not be attempted unless you have made many
imprimaturas and have a fairly good comprehension of all
that has been covered in the previous chapters. It is
through the imprimatura especially, that the values of the
tones and the decision of where these tones should be
placed is arrived at. If you are in doubt or unsure of your-
self use the imprimatura as your first step. When you are
sufficiently advanced vou may do away with it and pro-
ceed directly onto the toned canvas as shown,

Figure 67 is a schematic drawing showing where the
major tonal masses are to be placed. This drawing is
necessary for the sake of clarity and explanation. If your
eye is not sufficiently trained to see the difference of the
flesh tones in the following examples simply refer to this
linear conception.

Figure 67a shows a simplified chalk drawing over a
toned canvas. This tone may be transparent or opague,
warm or cool, It depends on your viewpoint, Within the
figure only the shadow pattern need be designared,

Figure 67b. Here the large massed value patterns are
layed-in in monochrome. This is arrived at by averaging
the values, ending them where the form takes a definite
bend or turn. This step is crucial and the success or failure
of the finish is usuvally decided at this point.

The darkest darks, that is, the accents are put in at this
stage . The accent is black with the addition of Alizarin
Crimson or a deep red to warm it up. Do not be afraid to
apply it boldly. When it is brushed together with the skin
tones it won't appear so jarring.

Figure 67c. Hue and chroma changes are now added 1o
the specific planes of monochrome paint. These **color®
changes are to be the same value as the planes they are
painted onto. Note how the arms and hand get redder, as
well as the lower lights and halfiones of the buttocks and

CHAPTER 17
Painting the Figure

leg. Note also, the greying of the side planes of the but-
tocks, leg and upper left shoulder.

Figure 67d. The darker underplanes of the shadow
area are now added, creating the illusion of light within the
shadow. All the basic tones are now blended. The proce-
dure of blending paint is described in the chapter on edges.
Examples of this procedure are deliberately shown on the
upper right arm and on the lefi leg. Think out in advance
where your blending is 1o be and of what degree. The
tones are to be blended only to the degree they appear to
the eye. You will observe some tones blend completely
together while others stay quite distinct from each other, A
fan brush may have to be used at times for the more deli-
cate transitions,

After this blending is accomplished, step back and see
if you have the correct value patterns and the proper com-
plexion of the ohjects.

Figure 67¢. In this step the big forms are developed
further. Here we add top planes, bottom planes, center
lighting and highlights. The lights are added with a
“loaded™” brush. It is a good idea to put the paint on
heavier and heavier the lighter you go — the highlight
being the heaviest bit of paint. Take care that the darks do
not *‘punch holes'* within the area that they have been
placed. The lights, however, can be added a lintle lighter
than they appear as they will be reduced somewhat in
future brushing.

The hue of the reflected light (in this case vellow-red)
is now added and blended into the shadow area. In the
painting of a male figure, [ would be inclined to stop near
this stage.

Figure 67f. The final stage with everything properly
brushed together. The top planes and highlights are
brushed less than the side or bottom planes.

The outside edges are now taken care of. Note the
hardest edge near the lightest light on the hip, grading into
a softer edge as it goes both up and down. The softest
edges are around the hair and where the shadow side of the
arm approaches the same value as the background.

Care must be taken with these edges. If a mistake is
made you will have to restate the paint and try again,

If all goes well, a painting such as this can be finished
in one sitting. This one was.
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Figure 67
A scbemanic drawing showing tbe gemeral placement of the major

flesh tomes. “A" is the lurgest wrea of ehe lightest light. "A1" s a

stightly darker area. “'B"", *°C"' and "'D"" are the large areas of
the darker fghty, "E"" 5 g halfrone pand. 'F" is the shadow.
CF ik the reflecred light and G ix the darkest dark; an

deceni,



Figurc 67 a. b. c. d. e. I.
Six basic steps in painting the figure. The tanes are deliberately

averstated for the sake of clarity,
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Figure 67a - Step one




Figure 67b - Siep two
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Figure 67c - Step three
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Sep four

igure 67d
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Figure 67¢ - Step five
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Figure 671 - Step six
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T e fol lowing series of illustrations show the painting
of the head as I teach it at the Art Student’s League of
New York, The painting of the head should not be
attl..rnpted unless you have a good foundation in draw-
ing and fully understood the carlier chapters. The
method is based on the best qualities of all the good,
realistic sehools of painting throughout the ages. This is
not the n:n[}-‘ way to paint a portrait, every artist will
decide that for himself. However, if you haven't done
much painting or if vou find vourself in difficulty when
painting a portrait, then this seep by step approach
should be of help.

Here there is no heavy, opaque, underpainting co-
vered by a series of overpaintings. There is no glazing,
noscumbling. No magic “Old Master” mediom 15 used,
nor exotic varnishes with “other ingredients™. Such
technical additions will be left up to you, to do as you
see fit, o express vour feelings abour the way vour
paintings should loak,

What you paint with are good brushes, a good brand
of paint, linseed oil, gum turpentine, oil of cloves and
an aptional few drops of Cobalt Dryer. The canvas you
use 1sa double-primed cotton or linen, When you are
Finished you will spray the entire surface with a thin
layer of Damar Retouch Varnish and levit dry in a dust
free area.

The method is fast, permanent and will not yellow
taany perceptable degree. Thave paintings that T have
finished in this manner over tw enty-five years ago and
they have not yellowed, faded or cracked as ver.

The use of the imprimatura, (Chapter 11), is one of
the best wavs to start a portrait or a figure when work-
ing from life. Drawing, values, cdges and placement are
muore easily aceomplished than by any other method.
Moreover, this beautifully modulated wash of Umber
dries overnight and allows for quick overpainting. Ir
does not interfere with the paint and brushwork vou'll
put on. And some areas will be allowed to show
through as part of the final painting,

If yvou feel unsure about drawing within the im-
prnn,lrura or |f} ou are deing 4 mural or o complex
painting, then vou ¢an do an actual size drawing of the
subject, called a “Cartoon”. The cartoon is transferred

CHAPTER 18
Painting the Portrait

ta the canvas, panel or wall by the "squaring off”
method or by tracing with chalk or pencil. This draw-
ing is then gone over with a diluted india ink using a
round sable brush. The brown tone is then applied 1w
the canvas. If the ink is diluted too much you will not
see the line through this brown tone. If the ink is too
dark the line will pop up in the light areas and destroy
the subtle modeling.

I have used rhis method in this instance because |
photographed the entire procedure step-by-step. 1 had
to proceed in 2 certain order making as few mistakes and
COFTCCTIons as pussihle. I had only one chance. If things
went wrong in the later stages | would have had o start
all over again. Generally, when working from life it is
best to proceed without the rigid outline. The fluid
medium allows for slight and subtle changes, as well as
a nicer range of values and edges which produces an
aesthetically superior product.

The following text and illustrations, Figure 68 a to
k. deseribe how I made the imprimatura that was used
as an underpainting for this full color porreait,

A brown tone (b), made of Raw Umber was washed
aver the surface, which, in this case, contained a dry
brush drawing of the model. The drawing was made
with diluted india ink {(a), The tone was the value of the
madel’s skin in shadow.

In the second stage the background was rubbed our
to its proper value with a piece of fine cheesecloth (c).
The background, in cases where there is a single source
of light, is almost always lighter than the model's
shadow. Itisa gcnzrn] 1'|.i|€:1 that, all textures being
similar, anytbing in the light will be lighter than anything in
the shadow. This background value was also used to
define the basic, big shapes of the model on the canvas.
This should be pleasing to the eye, especially in regards
to size and placement.

The third stage involves a “known quantity”. Two
examples of a known quantity are white and black. The
known quantity, white, was rubbed our first. Rub
down almost to the white of the canvas (¢) for this ef-
fect, If there is a dark quantity, such as deep brown
hair, it is stated in uﬁmg rl:lin tubed pigment wirbour
any oil or turpentine, Following this the darks (f) that



are darker than the background such as evebrows, the
eyelashes, the nostrils, and dark accents such as the line
su‘nmting the lips and where the neck turns into the
collar were stated. The overall value-pattern of the hair
was kept simple as lighes ar this stage would be out of
balance with the rest of the painting. The rest of the
white blouse was completely modeled (g). When all this
was finished a clean, dry cutter brush was used o deli-
cately dust over everything to pull it together.

Fourth stage. Afrer these known quantities were
stated and dusted over the actual modeling of the head
was begun. Don't forget we already have the shadow
tone. At this point there are two ways to proceed. |
used the method described below,

After studying the light and shade on the model |
mentally removed the top planes, the highlights, the
crest lights and the underplanes. 1 was then lefr with
the large areas of light averages of skin tone, Next |
rubbed out the area of the lightest light average — note
it is lower in value than white, From this area of light |
gradually worked my way downwards and sidewards to
the areas of the lower light averages (h). At this poin,
everything was dusted together with the dry cutter
brush. Halftones were made by dry brushing from the
shadow side into the low light average (j). Now the
shadow may have to be restated as it might Hghten up in
the process. Top planes were then added by rubbing
out the remaining tone with cheesecloth (k). You will
find that in this process when you form top planes on
top of your average, the average looks a little darker
than before. It is wise not to state darker underplanes
before this stage. Crest lights were added to model the
form but highlights were not necessary as the whole
area was gaing to be covered with broad masses of
paint. You may add highlights, however, if you are mak-
ing studies or if you intend to match :\-rr}Fpnwf of the
imprimatura with a corresponding piece of paint.

Fifth stage. At this point | stepped 'tmclr. to getan
overall view of what | had done as the imprimatura was

almost finished (k). | made sure the flat value-parterns
were not overly modeled — that is, the lights and darks
on the background, the face, the hair, etc. did not jump
out too much or “punch holes” in the canvas. | made
adjustments then and dusted it all together again paying
particular attention to where the soft edges were to be,

The other way is to proceed as follows. Do every-
thing the same up to the end of the third stage; now, rub
out everything of the tone of the face which s wor shadow
to an overall average. Check this value pattern with the
value pattern aof everything else in your picture such as
the background, the hair, the shirt, ctc. Now rub out
the area of lightest light within this pattern, and by
degrees, rub out the lesser lights, modeling your forms
as you go until you can't model any more, Again the
halftones are made by dusting from the shadow side
into the light area. Evervthing else is dusted down with
a clean dry brush as before, The top lights and crest
lights are modeled now — darks restated, accents
added, planes refined. Perhaps an underplane should
be added. If you desire a greater than normal light ef-
fect then dust the tones together delicately and keep
muodeling lighter in the lights.

Figure 68k shows the finished imprimatura. The
one that will be painted over.

Figure 69 shows the palette with the mixed flesh
tones we will use. Note the black and rthe red mixed
with the white on the left. These are the greying areas
or altering complexion tones. Viridian can also be used
successfully in this manner. Oil of Cloves has been
added to all of the paint in order to keep it workable for
a week or twa, The Ol of Cloves mernT}-' has to be
dropped on the paint, it will mix itself into the p:mt
overnight by capillary action. By keeping the pnmt wet
you will be able to blend tones and edges nicely without
the interference of sticky or tacky paint. You will also
be able 1o make many additions and changes that may
oceur as after thoughts without losing the overall unity
of the painting.



A dry brush drawing made with diluted india ink over a pencit
drawing over o white canvas. . p




Figure 68h

A tone of umber being applied over the canvay wxing ofl and gm
turpemtine as a medium. Ir should be about the same value of the
mrodef’ s skin,
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¢ coveregd with the umber fone




Figure &68d

1, which tx lighter tharn the del’ s
rtlv rulbing inro the wer wmber with




Figure 68¢

A Knewn gpuen | e the white of the Blowse . is alwivs
thee first thivg vou must obtain, White iz obtained by rubbing very
heird imto the tone antil the whire camvay {5 showine,




Figure 68f

Cther known guanrities sich as darks are now stated inte the tone
with pure umber. These inclide the dark hair, evebrows,
evelashes, mostrils, accents, erc




Figure 68g

The whire Blegive v frilly







Figure 68i

Addinional | lower valued lighrs staicle by pentiv rubbing them
et with the cheesecloth. Do Not make them lghter than vour
cireat of liphtese fight,




Figure 68j

eligh
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Figure 68k

Final Srage. Top planes and crest fights adided 1o the face anid 1o
the heir. Refinementys ore made In ovailies, edges, planes. Every-
Hidmg 1y then dusted rogether with a wide, Tad, drvbrush, Lights
ey be mmoreased o it in valwe by gently rubbing into the wet tane
with a piece of clean cheeseclonh



Figure 69
The paleite, showing on the second line, the premixed flesh tonex
for the following poriraf
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Figure T0a
A close up of the imprimatura with background color.
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igure 70b

The shadows of the skin and hair are stated. They should be
simple and massed.




Figure T0¢
The halfrones are applied, adjocent fo the shadow.
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Figure 70d
The area of lightest light, the forehead, in this case, it boldly stared.




Figure T0e

Addirional skin fones added, These lie beitween the values of
the area of fighrest {ight and the halftone. They can be applied
with or without the addition of huwe and chroma changes
depending on the skill af the artist. At this stage the lips, the
eves, and the hair are still the imprimatura, It will be easier to

Judge the complex colors and forms of the lips and eves when

all the surrounding colors and values are-in place, Since the
hair in the imprimaiura i almost the same color as it will be
when paint is applied it isn'f necessary o state it now. The ac-
cents, in rthe darkest parts of rhe shadow, the evelashes,
evebrows and reflected lighrs are also painted in.



Figure 700
These basic tones are now brushed together. Care shouwld be
taken o neither overbrush nor underbrush th fones,
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Figure T0g

The colors af the eyve and ity surrounding flesh are stated.
Follow your imprimatura carefully as there is too much of a
tendency o make the white of the corneg too light. Students
seldom paint the eve socker with its proper feefing of depth
becaguse they make all the lights within it too fight, If vou
observe carefully the area of lightest light, the forehead, vou
will nofe that the eyve socker and its lights are lower in value
than the values above if.



Figure 70k
The shadow plapes of the lips stated.
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Figure 70
Flat average of the lip color appiied,
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Figure 70j

Top lights added to lip color to produce form.
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Figure 70k
Lips brushed imto surrounding skin fones, fop planes, high-
lights, and hair rones added.




Figure 70
Top plan re brushed inic
and brushed into skin.




Figure T0m
The tones of the hair brushed topether. Lightest area of blouse added.




Figure 70n
The tones af the blouse laid in. If vou desire more color vou
can add it here.

1
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Figure Tlo
Showing the zig-zagging of the rones together. Make sure the
value af the hue is the same as the area you 're working it into.



Figure 7T0p

A flar wide brush is drawn across the zig-zagging to produce
the hlending of the tones. Top lights are then gdded and
brushed into the average.
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| do not wish to give the impression that everything
you paint can be reduced to an exact numerical order.
There are too many variables that effect the procedure,
besides it can eliminate much of the fun and enjoyment
vou should get from painting, What [ wish to convey is

the idea that you need both a way of thinking and a way

of doing. T'his coupled with lung hours of practice,
produces skill. It is ealled *Craft”. When you are a
competent crafesman and make use of your feelings and
imagination — we'll call vou an artist.

Figure 70qg —a=

The finished portrait . Additional refinements af color,

value, drawing, correcting and softening edpes are added.
Heavier paint Is appiied to the light areas. When you feel vou
are finished spray the entire painting with a thin coal of Damar
Retouch Varnish and put in a dust-free place to dry.






T he art world, much like the world of music or any
profession has a great number of terms that are bandied
about and little undersiood, The purpose in their use seems
tin be 1o create an air of mystery and ambiguity,. Many
authors of art related articles and books are guilty of this
humbug, I would like to clear up some of this mysticism as
&5 a contribution 1o sanity of the practicing painter. Here
are some straightforward comments about a few art terms
that are commonly misused and misunderstood.

lmpaste It simply means a brush stroke that is heavily
loaded with paint. Artists long ago found our that shadows
have the appearance of thinness whereas the lights have
the appearance of thickness. By exaggerating this princi-
ple the artist can obtain a feeling of light falling upon the
subject. Rembrandt and Rubens worked with impasto
maost effectively. The solid, thick stroke of paint project-
ing from the canvas catches the light and gives the impres-
ston of relief. Impasto also serves the purpose of varving
the surface quality of the painting.

It is good painting technique to keep the shadows thin
and simple whereas in the areas of lightest light your
brushwork should become crisper. The paint itself should
be heavier and contain more broken color. The impastos
should be made with stiff paint, that is. paint that is devoid
of most of its oil. They are best applied with a bristle
brush.

Velatura Literally it is a veil. For example, if a
shadow appears to be too warm a velatura can be applicd
to cool it.

The velatura is usually made with white paint that is
highly diluted with oil or il and turpenting. (A richer
medium could be used if the artist is working for a richer
surface, ) The white paint may contain a tint of another hue
if necessary, or you can use any pure color vou need for
the purpose. It is applied thinly and evenly over the
shadow area and may overlap the halftone, It showld wor be
too obvious to the eve or it will appear as a gross error,
This veil is used o give the appearance of air and depth
within the shadow area and keeps all the tones in proper
balance,

There are times when the halftone arca needs this
treatment; or, cven at times, when the entire face or
torso or drapery requires ir.
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CHAPTER 19

Explanation of
Some Art Terms

1 he velatura should be applied omly over thor-
oughly dried paint. The area o receive it should be first
rubbed with oil, this allows the velatura to meld with
the layer beneath it. Varnish, in this case is notadvisa-
ble as it might destroy the delicate balance of the hues.
It is beter to have two thin veils or velaturas than one
thick obvious one,

Stambde 1t is somewhar like a velarura, Think of a
scumble as a scrubbing effect and a velatura as a caress-
ing effect. The scumble is put on more opaquely and
obviously than a velatura, Usually scumbling is done
with a stiff bristle brush. Ir can be white or any color.
Use it to break up a flat, dull looking area; to create
atmospheric effects; to soften edges and sometimes to
muodel forms. The paint 15 applied over another com-
pletely dried layer of paint with very little medium or at
times completely dry. Iris not necessary to have an
::-ul:ltmg coat of varnish between the Im.-'r,-rq

Common uses of the scumble are effects such asa
smoky area over skies, dust covering objects, atmos-
pheric mists, water splashing over rocks, or over ships
and other similar effects. Put your paint on in the way it
OCCUTS i1 nature,

The pu'mt that is scumbled on must not be allowed
o dry faster than the layer of paint beneath it or else it
will crack.

Glazing This term has a awe inspiring and magical
cffect on many students. Usually the first question a
novice asks when he starts pamrlng is, "How do you
glaze"? I's as if the knowledge of glazing would enable
him to paint like a master.

Glazing was used and is used by artists only when a
particular effect cannot be abrained by any other
method. A good painter never glazes unless he has w,

Painters of the past had a limited number of ¢olors
with which to work, and they resorted to everything in
their means to obtain the maximum amounts of hues
and chromas from their palettes. They intermixed eol-
ors and glazed one color over another, For instance, if
an artist wanted to paint a violet color that wasn't avail-
able, he would have to make it by superimposing one
transparent color over another, in this case a red-purple
lake over a blue ultramarine. The glazing of one color



over another produces an entirely different hue, as well
as increasing the brillianee of that hue. In glazing, there
is danger of cracking and yellowing, as well as, losing
the value, texture, and character of the subject. OF
course, glazing should be done only over dry paint.

A legitimate use of the glaze is 1o obtain a stronger
chroma at a light value. In the previous chapters vou
have seen how white added to a color brings itup to a
very light value and loses chroma. In some cases this is
desirable and in others it is not.

Sur:fusl: you are painting a silky or satiny red-
purple drapery. The body colors are casily obtainable,
but when you come to the ridge of the material where
the lights jump up in value there is a great loss of
chroma because of the admixture of white, It is these
light areas that would have to be glazed with, say,
Alizarin Crimson to increase their chroma and unify
them with the rest of the color tones without losing the
values to too great a degree.

In another case there might be an entire picce of
drapery of a hue you cannot obtain when vou have its
value. In this instance you will have to underpaint the
drapery in monochrome making it ighter in value than
it appears and, when dry, glaze it with the desired hue.
The glazing should bring down the value to its proper
level. The highest lights can always be restated and
glazed over again until the desired effect is obtained.
Deep, rich glazes can also be used over the darker areas
to prevent these areas from looking dull.

A third use would be to unify a painting that doesn't
quite “hang together”. This is done by spre:lding the
glaze over the entire surface. This unifies the picture
much as a colored varnish would. In fact, the colored
varnish is a glaze.

A fourth use would be in an all glazing technique.
Here one would use thin layers of paint, one over the
other, working with the lightest tones first and later

darkening them where needed, or altering the hue, with
succeeding glazes. In this technique you would have to
start with a pure white surface that is non-absorbant.

In all cases the underlying paint laver must be
thorsughly dry. In most cases there must be a clear thin
eoat of varnish isolaring the underlayer. This is not to
be glazed over or painted upon until dry.

In some sunsets in landscape painting, the entire
surface of the canvas is first scrubbed with a thin coat of
oil. The glaze is applied and then worked into and fused
with a layver of oil. In this manner a subtle gradation of
TONES 15 acunnlplix‘.hed. In the future there will be an
eveness of yellowing and aging.

If the glaze is to cover a small area then merely
dilute your color with vil or your favorite medium and
uppl}f it thinly. However if you are to cover a large arca
then vou will find it easter to make a mixwure of o1l or oil
and varnish in a palette cup. Stir your desired color or
tint into the liquid until it 1s thoroughly dissolved and
then apply it with a brush, a cloth, or a sponge.

A glaze should never be obvious. Better ten thin
glazes than one thick glaze.

An obvious glaze 15 one of the crudest and cheapest
looking effects an artist can achieve,

Certain colors are betrer suited for glazing than
others, Transparent colors such as Alizarin Crimson,
Rose Madder, Terre Verte and Van Dvke Brown are
fine for glazing.

Y ou can test a color for glazing suitability by dilut-
ing a small amount of the desired color with oil then
with a brush or finger spread it on a piece of plate glass.
If it appears to be the color, transparency and luminos-
ity you want, then use it. If it is too opagque or the
wrong hue, don't use it. Some manufacturers state the
apacity of transparency of a color on the tube; others
publish a bookler deseribing the chemical contents and
qualities of their colors.
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Postscript

In the final analysis, what is great in art is crafts-
munship and the amount of feeling the artist convevs
through his work. The craftsmanship can be acquired
with a vast amount of practice and application of sound
technical principles. The feeling comes from deep
within the artist's psyche supported by the application
of knowledge. In this book | have tried to give you the
technical knowledge essential to the painting of rep-
resentational pictures with oil raints. Much of this in-
formation is applicable, as well, to other styles of paint-
ing and the use of some other npaque mediums. | have
ulsnsuught to encourage vou to use your feeling facul-
tics: to learn how to “see” rather than to look, and o
develop a way of thinking that will guide you through-
ot your life.

A work of art can be many things, a painting, a
sculpture, an edifice, a sunara, a symphony, a poem —
even a way of life. One of the most difficult things in
the world to do is to start a work of art. Itis justas
difficult to finish one,

A long time ago, when | was a student in Mr,
Reilly's class | asked him the question: "How do | know
when [ am finished.” *1f vou are a troe artist," he re-
plied, "vou will never consider vour work finished for
vou will always feel that you could have done it a little
better, or executed a certain passage in a nicer way. Do
the best you can, turn in your work and resolve to do
better on the next one,”

I now turn in my work!
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