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Terms & Techniques

Before beginning the step-by-step instructions on the following pages, you may want

to refresh your memory by reviewing these terms and techniques.

COLOR COMPLEMENTS
Complementary colors always
appear opposite cach other on the
color wheel, Use complements to
create color balance in vour paint
s, It takes practice 1o understand
how to use complements, but a good
rule of thumb is to use the comple
ment or form of the complement of
the predomimant color in your paint-
g to highlight, accent or gray that
color.

For example, if vour painting has
a lot of green, use its complement,
red—uor a form of red such as orange
or ted-orange—tor highhghts, It vou
have a lor of blue in your painning,
use blue’s complement, orange—or a
form of orange such as vellow-
orange or red-orange, The comple-
ment of vellow is purple or a form
of purple. Keep a color wheel handy
until you have memorized the color

I.'I'I'IIIF'l-ll.'I'IIL'I 115,

DABBING

Use this technique to create leaves,
ground cover, Howers, ete. Take a
bristle brush and dab it on vour

[il |"‘|{' 41§ F,IlL'”I,,' T "'.'l'll'L'.lI.J Ol ||'|'i.'
ends of the bristles ke a Fan (see
above example). Then load the

brush with the appropriate color and
!!'I.'r'”l}' I;l.ll'l LIl [|:|:'|1 Lllll.:l] [Cy CTEAare '[ll'lli.'

|.|l.'*-.1|'r.'|.| el ecT.

DOUBLE LOAD OR TRIPLE LOAD
To load a brush this way, put two

or more colors on different parts of

PERSPECTIVE

B FAINTING

T'o prepare vour bristle brush for dabbing, spread oot the ends of the bristles ke a fan,

vour brush. Mix these colors on the
canvas instead of vour palette.
].:lill_ll'lll_' {r f]'[l'lll_' ]il.'ll.l :.ul.lr |1|'||"'\.i| (4]

WOT-On-Wet h.'u.'!]ln-qu-_-u.

DRYBRUSH

Load vour brush with very little
paint and lightly skim the surtace of
the canvas with a very light touch to

.I|.||.|, |1|-|.'1ll.[ or soften a |._|,|||.:|1'_

EYE FLOW

Create good eve flow and guide the
viewer's eye through the pamong
with the arrangement of abjects on
't.'l':l'l_lr CANYAas Or 1|"||;_ (HET S ol rll.':i.:u'lh'l-l.'
:'i.rl'ﬂl.,":,"' H | ri:-l;lr1L| LI "|-'||"||I'||]| dAll l::‘!""|l.'L|.
[he eve must move smoothly, or
tlow, through your painting and

dI !lHI!ILl |||.'|iL'IL'|"1. IIII"IL' '|iL"~".L'I"L"- CYES

shouldn’t bounce or jump from place
to place. Once vou understand the
hasic components of composition—
design, negarive space, eye-stiop-
pers,” overlap, etc.—your pamntings
will narurally achieve pood eve flow.

FEATHERING

Llse this 1;=|_'|1.1|1|_|u¢ tor blend, to creare
soft edies, to highlight and 1o glaze.
Lise a very ||1.;hl roich, ]!n.'lJ'L'|jt skim
ming the surface of the canvas with

vour brush.

GESSO

Cresso 1s a white paint used tor seal-
ing canvas before paintng on it.
Because of 1ts creamy consisency
and becawse it blends so casily, | often

use gesso nstead of white paint,



This skerch uses poor neganive space. The limbs don’t overlap
cach other, but are evenly spaced so there are few pchcl'.-:u of mter-

esting space,

When I use the word gesso in my

step-by-step instructions, | am refer-
ring to the color white, Use gesso or
whartever white pigment you prefer,

GLAZE (WASH)

A glaze or a wash is a very thin laver
of paint applied over a dry area to
create mist, fog, haze or sun rays or
to soften an area that is too bright.
Dilute a small amount of color with
water and apply it to the appropnate
area. You can apply the glaze in lay-
ers, but each layer must be dry
betore applyving the next.

HIGHLIGHTING OR ACCENTING
Highlighting is one of the final

/

stages of vour painting. Use pure
color or brighter values ro give your
painting its final glow. Carefully
apply highbghes on the sunlit edges
of the most prominent objects in
VOUr painmngs.

MIXING
If vou will be usig a mixture often,
premix a good amount of that color
to have handy. | usually mix colors
with my brush, but sometimes a
palerte knife works berter. Be your
own judge.

| also somerimes mix colors on
my canvas, For instance, when | am
underpainting grass, I may put rwo
or three colors on the canvas and

This sketch uses negative space well, The limbs overlap and
mclude interesting pockets of space,

scumble them together to create a
mottled background of different col-
ors, This method also works well
for skies.

When working with acrylics,
always mix vour paint to a creamy
consistency that will blend easily.

NEGATIVE SPACE

Negative space surrounds an abject
to define its form and create good
eve flow (see above example).

TERMS & TECHNIQUES @



SCRUBBING

Scrubbing is similar to scumbling,
but the strokes should be more uni-
form and in horizontal or vertical
patterns. Use a dry-brush or wet-on-
wet techmique with this procedure. |
often use it to underpaint or block n
an area.

SCUMBLING

L]ﬁl‘.’ a HI;.'f'i.E.‘i H:[ I.|.I'|I:lr}.’.i.:l.'ll‘ii-':l;."l.jI| [F".-':.'I'li_'l.'l_'l-
1'-1'r:y,, strokes in ditterent directions to
create effects such as clumps of
foliage, clouds, hair, grass, etc. The
direction of the stroke 15 not impor-
tant tor this technigue.

UNDERPAINTING AND BELOCKING IN
The first step in all paintings is to
block 1 or underpaine the dark val-
ues. You'll apply highrer values of
cach color to define each object later,

10 PAINTING PERSPECTIVE

VALUE

Value is the relative lightness or dark-
ness of a color. To achieve depth or
distance, use lighter values in the back-
ground and darker values closer to the
toreground. Lighten a color by adding
white. Make a value darker by adding
black, brown or the color’s

complement.

WET-ON-DRY

| use this echmgque most often in
acrylic painting. After the background
color is dry, apply the topcoat by
drybrushing, scumbling or glazing.

WET-ON-WET

Blend the colors together while the first
application of painr is still wer. | use a
large hake (pronounced ha-KAY) brush
to blend large areas, such as skies and
water, with the wet-on-wer technigue.

Make the value of a color lighter by
adding white.



Getting Started

Acrylic Paint
The most common crincism of
acrylics is that they dry too fast.
Acrylics do dry very guickly because
of evaporation. To solve this prob-
lem 1 use a wer palette system (see
pages 13-15). 1 also use very speaitic
dry-brush blending rechniques to
make blending very easy. With a lit-
tle practice you can overcome any of
the drying problems acrvlics pose.
Speaking as a professional arnst, |
believe acrylics are ideally suited tor
exhibinng and shapping. You acru-
ally can frame and ship an acrylic
painting thirty minutes afrer you fin-
ish it. You can apply varnish over an
acrylic painting, but you don’t have
to because acrylic painting s self-
sealing. Acrvlics are also very versa-
tile because vou can apply thick or
creamy paint to resemble ol pant or
paint thinned with warer tor warer-
color techmques, Acryvlics are non-
toxic with very little odor, and few
people have allergic reactions to
them,

USING A LIMITED PALETTE

| work from a limited palette,
Whether tor protessional or instruc-
tional pieces, a limited palette of the
proper colors is the most etfecove
painting tool. It teaches you to mix

a wide range of shades and values
of color, which every artist must be
able to do. Second, a limired
palette eliminates the need to pur-
chase dozens of different colors.

With a basic understanding of the
color wheel, the complementary
color system and values, you can
mix thousands of colors tor every
type of painting from a limited
palerte,

For example, mix Thalo Yellow-
Green, Alizann Cnimson and a
touch of Titamum White (gesso) o
create a beautiful basic tlesh rone.
Add a few other colors to the mix
to create carth rones for landscape
paintings. Make black by mixing
Ultramarine Blue with equal
amounts of Dioxazine Purple and
Burnt Sienna or Burnt Umber. The
list goes on and on, and you'll see
that the sky isn't even the limit.

Most pamnt compames make
three grades of paints: economy,
student and professional. Profes-
sional grades are more expensive
but much more effecrive. Just buy
what vou can afford and have fun.
Check vour local arr supply store
tirst, If you can't find a particular
item, | carry a complete line of pro-
fessional- and student-grade paints
and brushes (see page 3).

MATERIALS LIST
Palette

white gesso

Girrimibacher, Ligquitex or
Winsor & Newton paints
{color names may vary):

Alizarin Crimsan

Burnt Sienna

Burnt Umber
Cadmium Crange
Cadmium Red Light
Cadmium Yellow Light
Dioxazine Purple
Hooker's Green Hue
Phthalo (Thalo) Yellow-Green
Titanium White
Ultramarine Blue

Brushes

no. 4 flat sable brush

no. 4 round sable brush
no. 4 script liner brush

no. 4. flat bristle brush

no. 6 flat bristle brush

no. 10 flat bristle brush
2-inch (51mm) hake brush

Miscellaneous Items

16" = 20" (41cm % 51cm)
stretched canvas

charcoal pencil

easel

no. 2 soft vine charcoal
palette knife

paper towels

Sta-Wet palette

spray bottle

GETTING STARTED
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Brushes
| use a limited number of brushes for the same reasons

as the limited palette—versatility and economy,

2-INCH (51MM) HAKE BRUSH
Use this large brush tor blending, glazing and pamting
large areas, such as skies and bodies of warter with a

wer-on-wet techmque.

NGO, 10 FLAT BRISTLE BRUSH

Underpaint large areas—mountains, rocks, ground o
grass—and dab on rree leaves and other toliage with this
brush. It also works grear for scumbling and scrubbing
techniques. The stitt bristles are very durable so vou can

reat I_'!'II_'I'I'I r'.ur|'c Fill_]]_'l'll‘_.'.

NO. & FLAT BRISTLE BRUSH

Use this brush, a cousin of the no. 10 flar bristle brush,
tor many of the same techniques and procedures, The
no. 6 fHat brstle brush s more versatile than the no, 10
because you can use it tor smaller areas, mtermediate
details and highhights. You'll use the no. 6 and no. 10
tlat bristle brushes most oben.

MO, 4 FLAT SABLE BRUSH

Use sable brushes for more refined hlending, details and
highlights, such as final details, painting people and
adding details to birds and other animals. Treat these
brushes with extra care because thev are more fragile
and more expensive than bristle brushes.

NO. 4 ROUND SABLE BRUSH

Use this brush, like the no. 4 flat sable, tor details and
highlights. The sharp point of the round sable, though,
allows more control over areas where a Har brush will
not work or 15 too wide, This is a great brush tor hinish-

INg a painting.

NG, 4 SCRIPT LINER BRUSH
This brush is my tavorite. Use it for very fine details and
narrow lmework, such as tree himbs, wire, weeds and

especially vour signatare, that you can’t accomplish with

dIly IZH|1L'F |'|F1I‘-|'1. HH” [hL' |'IF1I'--|'1 Imn an IIZILZ-IILI:_' |1|.1"-.'r|.|r-:' l.lj.

pigment until the brstles torm a fine point.

BRUSH-CLEANING TIPS

As soon as you hmish vour painting, use quality brush
soap and warm water to clean your brushes thoroughly
before the pamnre dries. Lay your brushes tlar to dry. Paimt
is very difficult to ger out if yvou allow it to dry on vour

13 PRINTING PERSPECTIVE

brushes or clothes. If this does happen, use denatured
alcohol to soften the dried paint. Soak the brush in the
alcohol for about thirty minures and then wash it with
soap and water.

 e=——r—

T R ——
— e . T T T T
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You can make any subject with this basee set of brushes.



Two Ways to Set Up Your Palette

Lay the sponge
inside the palette
ho, soak the spe-
cial palette paper
and lay it over the
sponge. Place your
paints around the
edies. Don't forget
g 1mst them o

keep them wet,

The Sta-Wer 12" x 16" {31cm x 41lcm)
plastic palerte-saver box comes with a

large sponge thar you saturate with water.

When closing the paletre-saver box, make sure the aimghe hid = on securely,

When the palene is properly sealed, vour paines will stay wer for days.

14 PAINTING PERSPECTIVE



Lay the satur ireed
paper towels
._|||'-|_||||_| I||-\; CRTET

l.'l.h.'-."-: of the EAss,

Instead of using the sponge and palette paper, you can use a piece
of double-strength glass i the bottom of the paletre, Fold paper

towels in long strips and saturate them with water.

Mace your pamis
o the PAPCT DOv el

'.|r||_'\"-\._

Use the center of the palette tor mixing pants. Ckeasiomally spray

L
A4 st et I|1|.' [l e B Wiy |-. Eidd L:'-.'|'l THET WEL

Ty chsan rhi |"-||.":I|.
allewss 1t o =it bor
thirty seconds in
waker or spray the
glass with a spras
bottle. Scrape ot
the old PalnnE ith a
single-edge razor
hlade,

GETTING STARTED 15




Miscellaneous Supplies

CANVAS

L ANYels i;"'l i.'l'l'l_l". '|".'l.:l'|'h. Ter |1|'.\,l~,'|:'|~,'||'|]._'|
'-i[rilkl._"'u., .'I:'Il.l CallYdas p.!p—t'r ["".'ILl"\ '-u‘.'-:1r|\c
for studies or testing paints and
hrush technigques. The best surface
tor painting, though, i1s a primed,
pre-stretched cotton canvas with a
medium texture, which vou can find
A maost art stores. .".'l"i- :'.”'ill '“th.||.|"|
advance, yvou mav want to learn to
stretch your own canvas, but

16" % 20" {41em x 51cm) pre-
strecched cotton canvases are all
you'll need for the paintings in this

|'|':|'iJJ'-..

16" = 20" 141cm = 5lem) stretched

Lanvis

16 PRINTING PERSPECTIVE

EASEL

| preter a sturdy, standing easel, My
tavorite 15 the Stanree STA00 alu
minum easel. Ir is lightweight, sturdy
and easy to fold up o take on loca-

K
TN O B 'n.'l.'l_!lrl-;'lq!'llll_-l"'\q.

€

"'||.'|||rlrl_ .1|I|I1III1|II1I 'H.|II|_|I|I I'.'|'H.l.'|

LIGHTING

(M course, the best hizht 15 natural
north hght, but most of us don’
have this light in our work areas.
The nexr best lighting option 15 o
hang 4' (1.2m) or &' (2.4m) Huores
LTt |:':|:|'|I~| l..llr'.'l_l:l:l. EVEET fnl!-lll -'.'.1'-iu'|..
Place one cool bulb and one warm

|'|lI||'l 1 tlll.' nxture ro |'|l.'!‘h-[ "1[||Il||..'|.[-|.'

natural lighr.

Srodu lihits



SPRAY BOTTLE

| use a spray bottle with a hine mist
o hghtly wet my paints and brushes
throughout the painting process, |
recommend a spray bortde ftrom a
beauty supply store, It's important to
keep one handy.

Spray bottle

Palette knives

PALETTE KMNIFE

1 use my palette knife more for mix-

ing than for painting. A rowel
shaped knife 1s more comforrable
and easier to use than a flar kmfe,

Aot vine charcos

SOFT VINE CHARCOAL

[ use no. 2 soft vine charcoal for
most of my sketching. It's very easy
tia \'i'[lrl'{ 'i\"ltl'l,' :'il'l[ﬂ'l.'!'l- |.I|_"| "|"¢'L'|I ..“".I 5
easy to remove with a damp paper

rowel.

GETTING STARTED 17



Elements of Perspective

We use the tollowing rerms when we
discuss perspective. Learn these terms
before you ger starred.

. One-pomt perspective—Use this to
determine angle, height and propor-
non of an object only on one side.

2. Two-pawnt perspective—1se this
when you are trying to determine the
proper angle, height and proportion
of an object on two sides.

3. Horizon lime—Ths is the line
where the land and the sky meet.
You place the vanishing point or
points on this line. Your vanishing

In Meed OF R pair
16" = 0" (70w & STcm)
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lines meet this hine to deterrmine the
perspective of an object.

4. Vanishing point—This is the point
vou place ar a specified location on
the horizon line. All vanishing lines
meet on this point. You may need
one or two points depending on the
tvpe of perspective you use.

5. Vamishmg lines—Draw these lines
from the corners of an object back o
the vamishing point on the horizon
line. The Lines help deternune the
length, height and proportion of an
object.

6. Parallel limes—All lines correspond
in equal direction. These lines don'
determine an object’s perspective, bur
prevent an object trom appearing
thar it is falling over.

You need the following supplies to
practice one-and two-point perspec-
tive technigues.

o 127 {30cm) ruler or a 36" (91cm)
vard stck, whichever you prefer

o |27 = 16" (30cm = 41em) or larger
skerchpad

o Mo, 2B or no. 4B sketching pencil
e Kneaded eraser or gum eraser




Viewing Perspective

These sketches give you a visual
understanding of the basic terms
used when discussing perspective.
Study these illustrations and draw
vour own before you begin an in-
depth study.

It will be well worth vour time
and energy to experiment with all
the different possibilities that per-
spective gives you. It may scem very
challenging ar first, but with
patience, you will be amazed how

even the most basic understanding of
perspective will enhance vour paint-
ings with the addinion of buildings
and other objects to vour landscapes
that have perfect perspective,

J‘--._\_
‘ Parallel Lines
-
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:h" ~ ..__H_".n'hnrshing Limes
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Huorizon Line Vanishing Point
Parallel Lines

DETERMINE THE VANISHING POINT IN OMNE-POINT PERSPECTIVE

Here, all the vanishing lines meet at one vamshing point. In one-point perspective, always

place the vanishing point on the side of the ebject where you are determining perspective.

Farallel Lines
" T~ \anishing Lines
_— --FFP. -\-‘-\-\-" L
Vanishing Line G
e
e,
___.l'"
e e,
-
o [~ o i
Vanishing Paint Horizan Line .

Paralbel Lines

TWO-POINT PERSPECTIVE DETERMINES PROPER ANGLES
Use two-point perspective to determine the proper angle, height and proportion of an

object. Notice that each of the buildings

horizontal limes recede to its vanishing point.

Vanishing Point

VIEWING PERSPECTIVE 1%



Drawing One-Point Perspective

In one-point perspective you only
determine perspective on one side of
the building., Notice the vanishing
point 15 on the right side of the box.

Place the Box

Draw a box on the horizon line.
Place the vanishing point on the
horizon line, Shift it to the right of
the center. Now determine the per-
spective of the box’s right side.

Construct Perspective

Drraw a vamshing line from the
upper-right corner of the box to the
vamshing point.

Finish Perspective

Decide the box length by draw-
ing a vertical line between the
vanishing line and the horizon hine
makmg it parallel to the nght side of
the box,

X PAINTING PERSPECTIVE

Where you place the vanishing point  box, the larger the angle you will
on the horizon line depends on what  have, The farther away the vamish-
degree you want your angle. The ing point 15 from the box, the small-
closer the vanishing point is to the ¢r the angle,

A —_— .
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‘Wanishing Line
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Line With Perspective
‘ﬁ'h‘l\_ : _,_,.-'-""Ff 1

= ~._ \Vanishing Line
.,

o

Parallel Lines

.

L

=N

Horizon Lina ‘anshing Point



Sizing Dramatic Angles

J Line With Perspective

=
]| 1| —
i —
1M i

"] o _ Vanishing Line

—— Paralkel Ling

— — I: I = I - | — - - = : ‘—
Hosizon Line Wanishing Poini

REDUCE DRAMATIC ANGLE
Move the vanishing point farther away from its object o lessen the angle. Here, the van-
iwhing point is far to the nght, giving the building a pradual angle.

Parallel Lines Lirse With Perspective

/

\
\.‘ Wanishing Line
\
\
.

Wanishing Point Harizon Ling

INCREASE DRAMATIC ANGLE
Mowe the vanishing point closer to the box o give it a sharp and dramanc angle.

SIZING DRAMATIC AMGLES 21



Placing the Vanishing Point

Choose the location of the vamishing
pomnt on the horizon line depending
on whart kind of angles you need.
The tollowing examples illustrare
some other varianons, The sky is the
limit, so experiment with different
locanions of horizon lines and van-
ishing poimnts,

—d_._;_.:_.____.—-—‘—'ﬂ EXPERIMENT WITH VANISHING
Horizon Line ‘anishing Point i)

£ POINT LOCATIONS
PRl L Morice that | placed the vanishing point on
-1 '.'I the horizon line shghtly to the right of the
A iy \ center of the table, By placing the horizon
) 1) line high above the back of the table, vou
' create the illusion of looking down on the
| vl-l"'i""- table, which makes it appear shorter. IF
P A vou move the horizon line and the vani-
\ shing point much closer to the back of the
Tabletop - P ; foding | |} table, it would appear much longer, as if
’ - [ ! vou were viewing it ar eye level, There are
o - / f 1 ‘ Tk many combinations so give them o try,
|

‘Wanishing Point
/ DETERMINE VANTAGE POINT THEN

pas Horizon Line

T ; PLACE VANISHING POINT

5% The location of the horizon hine and
vanishing point gives vou ditferent etfecrs.
This example is drawn from the perspec-
rive of siting in a chair looking across the
woaden floor, To find the proper perspec-
i ; tivee for a subject, hirse determime if you are

2 standing, sitting, or lving down, Then place

the horizon line and vanishing point

accordimgly,

22 PAINTING PERSPECTIVE



Haorizon Line

i . i

T L e,
T N -, B

S g

o T

DEFINE ANGLES WITH HORIZON

LINE AND VANISHING POINT

In this example of the boat dock, notice
that the dock is shifred far to the left and
angled toward the center of the drawing.
This leads the viewers eve into the center
of the drawing where | may add other
objects as focal poines. Also notice the
dock 1s elevated above the water so vou
can see the posts above and below the
dock. By painting the vanishing point far
to the right, | created a defined angle. By
painting the horizon line high above the
dock, 1 creared a vantage point as though 1
were standing on the ground looking
toward the dock.,

CREATE STEPS USING PERSPECTIVE
This example shows a front porch—very
similar to the wooden floor except | added
steps connected to the porch, The impor-
rant aspect to remember when drawing
these steps 15 to draw a horizontal line our
from the porch for the top of the first step
then draw a vertical line for the heyght of
the riser. Repear this for the next step back
ter the vanishing point, Now decide the
length you want the step and draw a hon-
zontal parallel line to the front of the siep.

PLACING THE VAMNISHING POINT 13



Applying Perspective

These are tour steps you must com-
plete before beginming your project.
1. Draw the horizon line. You can
put it high on the page, toward the
bottom or anywhere in berween,

2. Place your vamishing point any-
where on the horizon line.

3. Sketch vour object on the horizon
line, above it or below it.

4. Size the building.

DETERMINING PERSPECTIVE ON THE
LEFT SIDE OF A SHAPE

In the previous examples vou saw a
box with perspective on the right
side, Now let's see what it looks like
on the lett side. Draw the box any-
where you wanrt on the horizon line.
Follow the basic procedure for
creating perspective by adding the
vanishing point, vanishing lines and
the verncal parallel line at the end ot
the box to establish its length.

CREATING DIFFERENT LENGTHS
Move this line anywhere berween
the vanishing line and the horizon
line to create different lengths,
Notice | moved the end vernical line
on the left side farther out to make
the box longer.

M PAINTING PERSPECTIVE

Remember, the choices you make
decide the outcome of your project.
For example, if you determine the
perspective of a house on a hillside,
the house will be ser above the hori-
zon line; if you were on a hllside
looking down ar a house, the house
would be below the horizon, If vou
were on a flat plane, the house
would be either on the hornzon or
shightly above or below .

Vaanishing Line

Yanishing Point

Wanishng Ling

T
-

Parallel Lones

Paralle Lines

Horzon Line

—

';';.rshlnp, Poing Harizon Line



Perspective Above the Horizon

Try determining the perspective of a
box above the horizon, You use this
technique to create a subject sitting
on top of a hill as you stand ar the
base of the hill looking up at your
subject.

: . Draw Boxes Above Horizon

| - Line

| Place three boxes in difterent loca-
— tions above the horizon line. These
| ' boxes could represent houses sitting
) on a hill. Place the vanishing point
anywhere along the horizon line.

 Wanishing Point

Vanishing Lines Draw Vanishing Lines

Draw vamshing lines from the
corners of the boxes to the vanishing
peant.

Herizon Line Wanishing Paint

ish i
Vanishing Lines Determine Box Length

Decide how long you want each
box. Draw parallel lines to form the
final shape of the box. Keep in mind
that once you place the landscape
elements, vou won't see the bottom
of the house as you see it here,

Horfzon Line Wanishing Point

PERSPECTIVE ABOVE THE HORIZON 24



Creating Perspective Possibilities

Vanishing Point Haorizan Ling

___‘_"-.l'anrshing Lines

FIND PERSPECTIVE BELOW HORIZON LINE

If vou are standing on a hill leoking down on a house, your boxes will be placed below
the horizon line. Pur the boxes anywhere you want under the horzon line. Connect all
cormers to the vamishing point with vamishing hines. Decide the length of each hox and
draw the opposite horizonral or vernical paralle] lines.

Wanishing Lines

=

li

s

Vanrshing Point

/

Horizon Line

DETERMINE PERSPECTIVE COMBINATIONS

Another possibility is placing the boxes so they are parnially above and parmally below
the horizon line. The vanishing point can be placed anywhere on the horizon line depend-
ing on what angle vou want, Connect each comer 1o the vanishing point with a vanishing
linc. Creare the lengeh of cach box by drawing in the parallel lines.
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Drawing Multiple Perspectives

NMow let’s ook at another perspec-
tive possibility, Imagine walking
down a road or pathway with rows
of houses on each side. The problem

with perspective here is that you
need to determine the perspective of
the right side of the buildings on the
lett side of the paintning and the lett

Howizon Line

Wanishing Paint

Honzon Ling

Honzon Line

Vamishing Point

Wanishing Lines

Vanishing Point

side of the builldings on the night side
of the painting. Accommodanng this
scenano may sound confusing, but
i's really quite simple.

Establish Horizon Line

First establish the horizon line.
PMace the vanishing point somewhere
roward the center. Draw the front of
two buildings.

Create Multiple Buildings

Determine the perspective on the
right side of the building by drawing
the vanishing line from the corners
to the vanishing point, Draw the
vertical parallel line to determine the
building’s length. Draw another box
behind the first one and repeart the
perspective process. Draw as many
buildings as vou want, Remember to
always draw the front of each buld-
ing first, then determine the perspec-
tive of their sides. For a balanced
composition, make each bulding a

shightly ditterent shape or height.

Finish Perspective

Repeat this process on the right
side of the vanishing point.
Remember, you can space the buld-
ings as far apart as you want and
shift them to the lefr or to the right,
Just make sure vou have determined
the perspective for all the sides so
they lead back to the vanishing
point,

DRAWING MULTIPLE FERSPECTIVES 27



Finding Perspective of a House
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DRAW A ROOF

Locare the horizon line, Locare the front of vour house
and draw a rectangle. Locate the vanishing point on
the right side of the box, Draw the vanishing lines
from all corners o the vanishing pomt. Draw a vern-
cal line berween the vanishing lines for the lengeh, For
the root, place & point at the center of the building
above the top line at the height where vou want vour
root. Diraw lines from the point down to the corners
of the building’s front, Draw a vanishing line from the
rot down to the vanishing point. For the correct
angle of the hack roofline, deaw a hine between the the
vanishing lines. Make this exactly parallel with the
frone roofline.

ADD DOORS AND WINDOWS

Repear the above steps to construct a house. Draw
doors and windows on the front of the building, Make
them parallel with each other Find their perspective
beginning from the farthest window or door from the
vanpshing point—in this case, the doon Draw one ver-
tical parallel line ar the height vou want the door
Drraw a vanishing line back to the vamishing point.
MNow, determine the door's wadth by drawing a vertical
parallel fine between vanishing lines. Determine the
number, size and location of windows, Draw a verncal
Iine trom the existng vamshing line the length you
want the window, Draw a vanishing line from the bot-
rom of the window to the vanshing point. Add maore
windows by finding the location of each one and
drawmnyg verncal lines between the vanishing lines.
Remember, as abjects recede mro the distance, they get
closer together and smaller.

ADD CHIMNEY AND PORCH

Complete the house in the above example. Determine
the chimney's lscation. Draw the front of the chimney.
From the top of the chimney, draw a vanishing line 1o
the vanishing point, Repear for the bomom of rhe
chimney. Decide the chimney's wadth and draw a verni-
cal line between the vamshing lines, For the porch
roof, draw the front roof line at any angle and length.
Then draw a vanishing line from the end of the
roofline to the vanishing point. This establishes the
proper angle for the tront of the rool. For the end of
the root, draw a parallel ling ro che frone roofline brom
the house’s corner to the vanishing hine, Now the root
has perspective. Repear this procedure tor the porch
floor, Then add the posts,



Haorizon Line

Riser Line  Vertical Ling

S=T Vanishing Lines

Wanishang Paoint

Vertical Parallel Line

DRAW STEPS

Draw the riser line for the top seep.
Determine depth. Draw a line from the
bottom of the riser to the vamshing pome.
DPecide lengrh of steps. Draw the back ver-
tical riser line. Draw a horizontal ling
establishing width of the top of the step.
Draw a line from the top step’s corner to
the vanishing point. You have the first
step’s angle. Dietermine the number of
addirional steps and repear this procedure
for each one.

DRAW SHIMGLES, SIDING, BRICKS
Dhecade how far apart each row of shingles
should be. Place a row of dors on the frone
of the roof for which vou have not deter-
mined the perspective. Diraw vanishing
lines o the vanishing point. Draw vertical
lines 1o establish shingle length, Use the
same procedure for wood siding. Place a
row of dots spaced aparr ar the desired
lengeh. Draw a vanishing line from each
dot to the vanishing point. Repear the sid-
g procedure for the bricks. Then draw

vertical paratlel lines establishing each
hrick's !:ngt]i-
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Drawing Perspective from a Photo

Atter vou have seen some technical
.1"‘1]1“.'1.'[‘1 il L:]‘L'.!I[:IT'IH I'f‘L'l""'ll'lﬂ.'L-[l'l-'t'._ 1

question almost always emerges:

existing photograph of a house or
butlding for which | am tryving to

determine the perspective? Let's look

Hi.l'n.'l.' Ll.liZI J l'ill.li!l".'l. 'l.'n-'l']i.'l'l'.' Loy sEATT '|-'|.'i|:i1 at '||It' 1n|lmv1'r'||.: l'?l.';lﬂ‘.ll_'lll.' fo Answer

the perspective process from an

this question.

- vanishing Linges

Hanean Line Uﬂnnahlng Paint

TRAMSFERRING A PHOTO
Take a photo and lay it on a piece of paper that is several inches larger than the phoro.

Take a prece of tracing paper and lav it over the entire surface, Draw lines with a ruler
following all of the angles of the house thar have perspective. All of these lines meer each
other at the vanishing point. After locating the vanishing point, draw a horizontal line
parallel 1o the top and bottom of the paper, across the paper through the vanishing point,
This will be your horzon line. Now transter this on a larger scale oo your canvas with the
vanishing point and honzon line. Begin adding any other objects.

Rool Without Pempective

Root With Perspective

Vanishing Lines
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Horizon Line Vanishing Paint

REVIEW STEPS

Listed below are all steps vou need to complete the drawing. Locare the horzon line.

Locare the l..1|1|\.|'|||'||.'_ L. Dyraw the feont of the house, Dieaw roof on the side that doesn’t
need perspective, Add perspective to the top of the roof. Add perspective to the bottom of
the ronf, Add PEFSPECTIVE T0 the borrom of the house, Diraw |_'.~:_|r.||||;f limes 10 eseablish the
hiouse's length, Draw windows and doors on the front of the house. Add perspective to
doors and windows, Add perspective to the chimney and shingles. Add perspective to the
porch roof, Add perspective to the siding. Add honzontal posts. Deaw the landscape,

N FRINTING FERSFELCTIVE



Drawing Perspective for a Still life

Not only is perspective usetul tor the
landscape painter, bur also still lite,
portrait and figure painters often
need to find the perspective for a
wooden table, floor or other interior
objects. We won't spend much time
here, but | think a short discussion
and an example will be helpful tor
some of vou who like to work with
still lifes.

Vanishig Point Howrizon Line
I
Ay

% A
|

| L vanishing Lines

CREATE PERSPECTIVE WITH WOODEN PLANKS

Derermine the perspective for a wooden rablerop or floor on which vou are going 1o place
a vase of flowers or bow] of fruit. Establish the location of the table by drawing its hon-
zontal back edge. Decide the angle of the wooden planks. Locare the vamishmg point based
on the angle of the boards, Place dots along the back horizontal edge of the table spaced
at whatever intervals vou wish. Draw vanshing lines through the dots back o the vanishing
paing and then o the frone of the able. Now vou have a tabletop with proper perspective.

DRAWING PERSPECTIVE FOR A STILL LIFE 3



Drawing Two-Point Perspective

Atter learning one-point perspective
principles you can now concentrate
on two-point perspective. All of the
same rules that you used in one-
point perspective apply in two-point
perspective. The only difference is

Draw Building

Only draw the front
corner of the buillding,
which is a vertical line
placed above, below or on
the horizon line, In this
drawing, | chose to place it

thar you need rtwo vanishing points
instead of one. In two-point perspec-
tive, you are finding the perspective
of two sides of the building. Let's
look ar an example of a simple
object with two-point perspective,

slightly below the horizon
line,

Determine Vanishing

Points
Once vou've placed the
building's corner line,
place the two vanishing
points, one on each side of
the corner line. The van-
ishing point locations

Harizan Ling

Wertical Comer of Baildng

dt‘pt‘nd on the size of the Manishing Point Harlzgan Ling

angles you want the sides
of the building to have.

12 PAINTING PERSPFECTIVE
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Vanishing Lines

e R

Connect Vanishing

Lines
Draw vanishing lines from
the top and bottom of the
corner line back to the
vanishing ponts. This
gives you the proper per-
spective of the sides.

e,

Wanishing e
Point T s

—— -—
o]

Vertical Front Comer of Building

Vertical Parallal Lines

Wanishing
Paint

Determine Length

Decide how long you
want each side to be, then
draw verrical lines between
the vanishing lines ar that

— S |ength.

Wanishing
Paoint

DRAWING TWO-FOINT PERSPECTIVE 313



Using Two-Point Perspective

In this example you are going to find  refer back to these basic steps if you
the perspective of the building, roof,  ger confused. The next illustration s
doors, windows and sidewalk. The a fairly simple house with rwo-point
process tor hnding the perspective of  perspective. The only different aspect

these two sides 1s identical to the is a sidewalk on cach side of the
process used in one-point perspec- house. The process of finding the
tive. Instead of going all the way perspective of a house is described
through that process again, simply on page 18,

Comer of House

DRAWING A HOUSE

Find the cormer of the house, Draw the horizon line, vanishing peints and vanishing lines.
Find the perspecrive of both sides. Add vernical lines o create the length of the house, Diraw
the roof on the left sade of building. Find the perspective for the roof on the nighr side.
Add parallel lines for the end of the roof. Find the perspective of the door. Find the per-
spective of the windows, Add the back porch. Add the dormer. Find the perspective of the
steps. Find the perspective of the sidewalk, just extend the lines at the base of the house
ot as far as vou want to go. From the end of each line, draw vanishing lines back o rhe
vanishing points. This gives vou the proper length and angle for the end of the sidewalk.
Diraw the perspective for each sidewalk secnion back to the opposite vanishing point.

3 PAINTING PERSPECTIVE



Vanishing Lines
Vanishing Lines .
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- vanishing
— Point

Carmer of Windmill Harizon Line

DRAW WINDMILL

Let's tind the perspective of an old windmill. Locate the horizon line, Locare the corner of
the windmill, Locare the vanishing points, Draw the vanishing lines back 1o the vanishing
points. Because this windmill has three sides instead of four, you must determine the
angle of the two legs and draw them. Be certain they stay within the vanishing lines. To
find the perspective of the braces, simply decide the number and the distance apart, then
place dots on the front leg. Draw the vamishing lines back o the vanishing points. Locare
the back leg. For the back braces, draw vanishing lines from the point where the side
braces intersect the legs, back to their opposite vanishing points.

ENHANCING WITH PERSPECTIVE

Begin adding the details around the windmull to give it character. This is the complered
skerch atrer all the vanishing lines have been erased and details added. | added crosshrac-
ing, landscaping, a water tank and other miscellaneous objects, Some of these items don't
have perspective. However, since the fence recedes into the distance and is on the right
side of the windmill, it will need ro have perspective. Draw in the fence post that is next
to the windmull, Then draw a vanishing line from the rop of the post back 1o the vanish-
ing point, Now draw each post. Make sure each one stays between the vanishing lines
and ground. Notice how each post gets smaller and closer 1o rthe adjacent post.
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Country Peace

This should be a fairly easy one-point per-
spective project. | placed this bouse closer to
the foreground so it fills up most of the can-
vas. There is no doubt this old farmbouse is
the center of mmterest. In Oklahoma, we
have a wealth of great old farmbouses. You
might have some of these near your home.
They make great artistic perspective studies.
I recommend driving around in your area
and photographing old homes from differ-
ent vantage pomnts. Position yourself on
level ground, on a hill looking down or in a
E':.h"h'j.' ff:r;k.r'u:.; Hfr at the house. All u;"!.lr-‘{'::n’
positions give you many options to find the
perspective of the house. In this case, | chose
to stand in front of the howuse, shifted slight-
Iy right of center—meaning you can only see
perspective on the left side of the house.

This shouldn’t give you too much trouble,

but if you need belp, refer back to the front
of the book for some belpful tips.

Good luck!




I PAINTING PERSPECTIVE

Sketch a Farmhouse

In this one-point perspective
project, the vamishing poinr 1s ott the
canvas. It 1s helpful to pur an exten-
sion of cardboard or paper beyond
the canvas to draw the horizon line
and place the vanishing point. This
15 a common problem when vou find
the perspective for large close-up
abjects. Take vour no. 2 soft vine
charcoal and make a sketch of the
tarmhouse and landscape.

Paint Sky

To create the cheertul sky, mix
gesso with Ultramarine Blue and a
slight touch of Dioxazine Purple on
yvour palerte. Lightly wer the sky
with a hake brush and apply a fairly
liberal coat of gesso. While the gesso
15 still wet, paint a small amount of
Cadmium Yellow Light at the hori-
LT ||'|'|I': ﬂ"d h]tnnt i!l':l[ll.]t |1.;I“-'l.=.'.ﬁ:|.'
up. Begin blending the sky blue mix-
ture down from the top of the sky
until the light blue and light vellow
mixtures are blended rogether. You
should have a seamless blend
between the two mixtures. Feather
with crisscross strokes to achieve the

best blend.



Paint Background Hills

Mix gesso with a touch of
Burnt Sienna, Dioxazine Purple
and Ultramarine Blue, creating a
very soft gray. It may be slightly
on the purple side. The farthest
layer needs to be shghtly darker
than the horizon, Paint in some
irregularly shaped hills or moun-
tains with a no. 6 bristle brush,
Darken the same mixture by one
or two shades with a touch more
Ultramarine Blue, Burnt Sienna
and Dioxazine Purple. Paint the
layer of mountains closest to the
house with a no. 6 bristle brush.
Keep m mind that these moun-
tains have one purpose—to create
depth. Keep them simple so they
don’t compéte with the house.

Add Clouds

This is a fairly simple step.
Create a creamy mixture of gesso
with a shght touch of Cadmium
Yellow Light to just ont the gesso,
Load a very small amount of the
mixture onto a no, & bristle brush,
Gently scrub in some very soft,
'..l,'irrp}' clouds, These are not a Feature
and should not compete with the
rest of the painong. Keep them sim-
ple and soft.
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Highlight Background Hills

For this basic step you need a
soft highlight color of gesso with a
touch of Cadmum Yellow Light and
Cadmiom Orange. Use either a no. 4
flat sable brush or a no. 4 flar bristle
brush to scrub in some soft high-
lights. Highlight the distant hills first
and then darken the mixture shightly
with Cadmium Orange. Highlight
the front mountain range and be
sure the highlights just lightly sug-
gest rugged mountains so they don'™
distract the viewer’s eve from the
center of mterest,

Underpaint Background Trees

Mix Hooker’s Green Hue with a
touch of Dioxazine Purple and gesso
to make a very solt grayish-green.
This value should be only slightly
darker than the last range of hills,
Add a group of trees in front of the

MOUNLAIN FANEE USIng a no. 6 or

no. 4 bristle brush. Be sure these
trees don't become too big, Thev are
just filler berween the backzround
and the middle ground.



Highlight Background Trees

For this quick step, mix Thalo
Yellow-Green with a rouch of
Cadmium Orange and gesso, The
mixture should be soft and light.
Paint the highlights on the top rght
side of each clump of trees with a
no. 6 bristle brush, Don't over high
light. Paint just enough to give them
a basic form.

Underpaint Background

Meadow
Mix Thalo Yellow-Green with a
touch of gesso. Apply the color fairly
thick in the area in front of the trees.
Then quickly add a small amount of
Hooker’s Green Hue with a touch of
Doxazine Purple ar the base. While
the mixture is still wet, scrub up the
lighter color first with a no. 10 bris-
tle brush. Follow with the darker
color and then scrub it up into the
lighter color. You have just created a
light and mediom value to set a
subtle contrast in the middle back-
ground. You don't need much
texture here.
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9Al:ld Background Tree Trunks
and Resketch House

Locare the house, Mix Burnt Sienna
with a touch of Ultramarine Blue.
Lighten the value with a touch of
gesso, Add enough water to create a
very thin ink-like mixture. Paint in
tree trunks with a no. 4 scripr liner
brush, keeping them fairly thin and
delicate. Remember, vou wall add
leaves to them later. Resketch the

house it vou have pamted over it.

1 OUnderpaint Road
The road s underpainted

with a combinanion of Burnt Sienna
mixed with touches of Dioxazine
Purple and gesso. Mix these colors
on the canvas instead of the palette
using a no. 10 bristle brush. Starting
at the back of the road, apply gesso
with touches of Burnt Sienna. Use
:i.l'lurl!, Lh‘lll"l"?' |'|:|f:li'l:|l'|”'|[|iE H.I_'rill-;;";.. .'.1."!;
_"l'”l.l COame r.l:lrw:]ni. .'Il;,l.l.i TTRCRNE H'l_lrr”
Sienna and rouches of Dioxazine
Purple. Continue adding more Burnt
stenna and Dioxazine Purple unnil
vou have a fairly dark ftoreground.
Notice the road is darker on the

right side, with a choppy texture,



1 Underpaint House

Create a gravish mixture of
Burnt Sienna, Ultramarine Blue and
gesso, Then use a no, 4 bristle brush
and block in the dark side of the
house first. Slightly hghten the mix-
ture with a small amount of gesso,
ﬂ”d |:T|I::ll.'|1'., 11 thl,' r::n:ﬂ, Nl'l'“.' |i:.i'_|'||{"||
the mixture more and block in the
tront of the house. Clean up the
|'|‘|H.]"|{‘ h'l. hl!r:1:|;|.-'.|"|[l'|]|[||.', :'Ill INTErior
and exterior lines. Fill in any rough
edges on the house with a no. 4 flat
sable brush. Darken the mixture and
hlock in the doors and windows,

1 Detail House

Mix pesso with a very shght
rouch of Cadmium Orange.
Drybrush vertical and horizontal
strokes with this mixture to suggest
old weathered boards, Use a no, 4
flat sable brush. Repeart tor the roof
tor suggest shingles. Paine a few dark
cracks with a mixmure of Ultramarine
Blue, Burnt Sienna and a touch of
pesso, Add as many details as you
want using a no, 4 script liner brush,
Now add a touch of Dioxazine
Purple to the dark mixture and paint
the overhang shadows. If vou want,
light the windows using layers of
Cadmium Orange and Cadmium
Yellow Light, Determine how you
want to finish the house, The sun s
coming in from the righe, so the
right side of the house should be
lighter, Don't paint too solidly when
|.|r:|.'|'-rl.|l|h|l1}: ||H|11{'r ';,'U]‘III"'H.: ||.'| SOMe
I'|‘1 t!'ll.' |1.t-..'1.'gl‘l::-lli|.|.|. :'rhl.l"'.":' T“I".JI.II."II ﬂ]'.'
brush strokes. Have tun, but don't

owver-detail.
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1 Underpaint Middle and
Foreground Grass
Use lots of pamt with this step
Beginming at the wop of the fore-
I..'_I'IH.]I'I1.1.| |.1'FII:".JI ITl I II.IlII 1:|'I.'|]H"|'|.'
Cereen and rouches of Cadmium
Yellow Light with a no. 10 bristle
brush. As vou come forward, add
Hooker's Green Hoe and touches ot
Burne Sienna. Add Dioxazine Purple
to the mixture when you arrive at
the immediate foreground. Work
quickly because the colors must stay
wet. Remember, the pamt mixture
I!l:'L'i.]"-. [{4] t"-l.' ".l."r:n-' ||'I|I.'I‘i. :""'-:II'-.".' E."‘L'IE'IIT'I Al
||!'i.' [HF"‘ |.|"|l:'l .Hll.j |1||ht'| ||'IL'-..U.:'::IF |.]|'|
with a no. 10 bristle brush. Then
waork vour way down, pushing each
laver of color up against the previ
LIS L1||||r [0 Creane a '|'.'II"iL'r:| il !_'||'i'|‘-"1

and bush-like formarnons.

1 Highlight the Road

Derarl the road with a no. &
bristle brush. Mix Cadmium Orange
and BEss IO O Creamy Consistency.
Highlight the road using short, chop
py horizontal strrokes beginning at
the top. Use small amounts of the
mixture. Don't blend too much
because vou want a !I'lll,]:l_'l"l textare,
Let much of the background show
through vour strokes. Make a path
|I'|'l (H) ||"Ii' ill.:ll.l'ﬂ,' |::"l. .II.|I.|I:II:.'I SUHEI tan-
]'l- ||'III. L H'II'Il]-i.]f.Ll.'h L ||]l:' t .1L1I1IIIL1II
Orange and gesso mixture, Block in
the ruts wirth a small amount of
Burnt Sienna and Ultramarine Blue,
Keep them smudgy.



1 Add Leaves

Creare a mixture of Hooker's
Gireen Hue, a small amount of Burnt
Sienna and enough gesso to highten
the value. Drvbrush in leaves by
barely skimming the surface of the
canvas with a no. 6 brstle brush. Be
sure these trees have good negative
space around them and thar they are
fairly open so the viewer’s eve can
easily move around the leat torma
nons. Make sure some of the back

8 FI.Ir'II.I '-.|'|1|'|'|."‘-. []I'IH':IL',]I.

1 6High ight Middle and
Foreground Grass
"ick any color or color combimation
as long as it complements the color
scheme. Mix the colors to a shightly
creamy consistency. Load a small
amount of the mixture onto a no. 10
bristle brush. Paint the highlights
with Light, carctul strokes, Caretully
judge highlight placement. Negarive
space 15 your best friend, so keep
most of the brighter highlights
roward the middle of the tore
ground, Use vour creativity with this

Step.
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PAINTING PER

TIWE

1 Add Miscellaneous Objects
and Highlights

Creare fairly dark-gray mixture of

Burnt Sienna, Ultramarine Blue and

a slight touch of gesso. Use any

brush (I recommend the no. 4 round

sable brush) in this step. Block in the

tence posts, old rain barrel and any
other objects you wish. Adjust the
values of each object based on its
location. Now add highlights o
IJ'l.I'."'l'i.‘ ||‘|:1|I;,"~:1:'\ "."r'lth | l'.|,l'|'|"'¢|__||l'll;,' 'IT'Ii"'o;'
ture of gesso and shght touches of
Cadmium Orange and Cadmium
Yellow Light. Highlight each object
apain based on its location and the
effect you want it to have on the
paimnting,.

1 Snetail Road With Rocks
and Pebbles
Mix gesso with a touch of Cadmium
Orange into a creamy Consistency.
Paint small smudges with a no. 4
round sable brush to suggest pebbles
and small rocks along the edge of
the road. Add many to make the
road look fairly rocky. As vou come
|'.l'|r"|'l.'.,| r|.| IECn [i'll;,' l,,LI rL‘ F'Idrr ﬂ:lr. l.';'ll._'
I'ﬁ:ln.'llij.. -.,!-lrl-::‘r'l rI"IE,‘ mxTure I||'|'||'I"| 5 |
"'.IT'I.I“ AIMount Il'r. H'||r|'|[ "III.,'HI'L'I |'|'|'||;,|
|.||[|:':3|r1!-|.l‘lr1i.‘ H‘l'lll.'. -ﬂ‘u'-. Hr"-"i'"ﬁ rlfll'.'
details a sott grayish tone; they don't
need ro be as bright in the immediarte
toreground.



1 9Add Miscellaneous Details and Highlights

You have many options here: You can paint flowers with pure color. Detail taller dark

and light weeds with a no. 4 script liner brush. In the front corners, add some gravish dead
bushes o act as eye-stoppers and to add contrast to the dark corners with a no. 4 bristle brush.
Also add a bird or two fHlving in the distance, the wire on the tence and a few more details on the
house with a script brush. These details hinish this painting well.
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Hilltop Retreat

Unlike the previous pamting, in Hilltop Retreat,
this bouse is sitting on top of a bill in the Osage
bills where 1 live. The house’s location adds a
tiist to the perspective. Sitting well above the
horizon line, the house creates a common per-
spective problem. The vantage point is in a val-
ley looking upr at the house, which sits left of
center. From this perspective, the angles of the
rooflines are extreme, and more of the under-
side of the roof overbangs are visible. This is a
one-point perspective problem because you can
only see one side of the house, Another interest-
ing aspect of this house is its irregularly shaped
addrtions. Add as many lean-to sheds, extra
doors, windows, chimmeys and posts to the
building as you wish, Have fun experimenting

to create interesting perspective.
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Sketch Basic Perspective

Make a rough sketch o deter-
mine the perspective on the nght
side of the house using no. 2 soft
vine charcoal. Draw the roofline at
an extreme angle. Place the horizon
line below the bottom of the house's
hilltop location. Place the vanishing
point to the right, but still within the
boundary of the canvas.

Paint Sky

Believe it or not, this entire piece
15 painted with Cadmium Yellow
Light and Dioxazine Purple, with
gesso to change the value, Apply a
liberal coat of gesso o the canvas
tor the sky, using your hake brush.
Then blend pure Cadmium Yellow
Light all the way 1o the top. While
TI'“." ATV AN i"l “'.11” wel, .!I,.ll.i [J“il:ii'h':i['ll.'
Purple to the top of the sky. Use
large crisscross strokes to blend the
color downward unril it fades into a
soft color at the honzon.



3Paint Clouds and Background Trees

Norice these clouds are soft and feathery, You accomplish this by mixing gesso
with Dioxazine Purple and Cadmium Yellow Light. Mix the value slightly darker than
the sky. Scrub in these clouds using a no. 6 bristle brush. Now darken the color mix-
ture used to make the clouds with a touch more Dioxazine Purple. Feather in distant

trees so they have a soft edge using a no. 10 bristle brush. For the trees just behind the

house, darken the mixture wath a little more Dhoxazine Purple and Cadminm Yellow
Light, and scrub in a broad group of trees using a no. 10 bristle brush.
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Underpaint House

Mix a base color of Cadmium
Yellow Light, Dioxazine Purple and
a lirtle gesso to create a midtone.
Underpaint the left side of the house
with your no. 4 tlar bristle brush.
Use long vertical strokes, Add a lirtle
more gesso to the mixture and block
in the root. Add more gesso to the
front of the house, Next mix
Dioxazine Purple and Cadmium
Yellow Light to create a dark value,
Don't add any gesso. Block in the
doors and windows with your no, 4

flat sable brush,

Detail House

Add more gesso to the under-
painting mixture you used in step 4.
I.':h'lli_l. il "lf'll.l” ERRERINEN] 'i:l1 tE'IL' mxture
on the tp of a no, 4 flar sable brush.
Now, drybrush long verncal strokes
on the side of the house to sugpest
WY L'i:ltill.'rl..'IJ 'h"-'li:lli:lln.l. I.."'-I.' ||L'|]|! |"-H.':ﬁL|:I'L‘
so some of the backeround shows
through, Mix gesso with a rouch of
Cadmium Yellow Light and dry-
brush this on the tront of the house
and roof to suggest sunhght hitting
the side. Use vour creativity to pam
different ettects. Drybrush a darker

value to the shadows that ||u'r!1.|r1!_-,.



6Underpaint Hillside

For success in this step, work quickly and use thick paint. Apply a thick layver of
Pure Yellow along the top of the hillside with a no. 10 bristle brush. Add more thick

paint as you move into the middle ground. Add Dioxazine Purple to create a midrone.

[hen add more Dioxazine I"urplu 15 viou come forward to create a dark valoe, The
canvas is stll wet, so work quickly. Wipe the excess paint trom yvour brush and begin
at the very top of the hillside, moving across the lll and then down until you have a

[I.'_‘-.:II_IFI_'1_1 ]'I[”"\'u._l!l.' [l‘l.hl;[ |:|.H. |I!,:|I1.. I!II_'-ijII.Ir'I:I .I1Il.|. I.Ii'll'i-.. "..IlLII."-..
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Paint Background Tree Limbs

This should be a fairly tamiliar
step by now. Create a slightly darker
value than the second laver of back-
!,EI'IH.I['Id Irees. ."'n._|.|._| r."ul][}' -I'lr. water to
r!L.th |.|'|1.' I""'il!lﬂ il]l\. |Ikl.!- ]F.IIHII m rrée
limbs along the top of the hill with a
no. 4 seript liner brush. Create depth
by changing the value of some of
these trees. Avold making the area

to0 busy,

Underpaint Rocks

Create a dark mixture ot
Dioxazine Purple and Cadmium
I'!l'.l.'|||.|'||"|' I. I:'_'||'|T: I}i”:\..‘-".ll]'..' III.II"]'\"!'..' 15
the dominanr color. Block in a col
lection of rocks scartered throughout
the hillside using a no. 6 bristle
brush. Vary the sizes and shapes.
Owerlap the rocks so the neganve
space creates good eve flow, Pani
the larger rocks roward the center of
the hillside and the smaller rocks
LII::I";'.I.'I' fin ti'll.' ||I::|1|'\-|.|.' .|'|||.| Il rhﬂ' fore-

ground.



Highlight Rocks

Mix gesso with a lirtle bit of Cadmium Yellow Light and Dioxazine Purple. Don'

mix a bright highlight ver—this should be a midrone. Highlight the side of each rock
with vour no. 6 or no. 4 bristle brush. Make sure to drybrush the highlight. Don'
leave a hard line where the dark and light sides meet each other. Try short, choppy

4l I'I.F|-:.1.':'~.
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1 Paint Grass Around Rocks

It vour rocks appear to be
floating, pull up the grasses rall
enough to hide the botrom of each
rock, Use a no. 10 bnstle brush and
the same colors viou used for the
underpainting of the hillside. Mix
the colors accordingly, to march
their location on the painting, Make
the mixture a little creamy,

1 Enhance Rock Highlights
1“;”".5-' :l-‘llll dAre r:‘.uh [ ..H,]lal
sunlight. Mix gesso with a touch of
Cadmium Yellow Light, Make the
mixture fairly creamy, Drvbrush on
a thin layver of paint with your no, 4
or no. 6 bristle brush. Ler dry.
Repeat this step one or two more
nmes until vou are sanstied with the
mntensity of the highhight. It won't be
necessary to ¢nhance the entire high-
light, just add spot highlighrs to

accent the rocks.



1 Highlight Hillside

Have fun with this step. Make two light highlight mixtures, First max Puore

Yellow with a little water to make it creamy, Then mix Cadmium Yellow Light with a
hittle gesso and warter to make it creamy. Now, begin painting in highlights with vour
no. 10 bristle brush. Scatter them throughourt the light areas ot the hillside and use

I.'I'H_'TI'I 0 SLEERESE |:'I-I.'I'-.|'I.I.,"1 .'lIHj |'ITII'1-|"I 11 rl"|1.' ‘-.\IfFIIIII'I-i.]IIIH‘-\.
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1 3A¢centing House Details

Add all of the miscellaneous
l;.il'.'[.'l]l"l-- P.'I]I]' ||“" \.T.II_'L;"\ .Illl.l |]||"~L'E'r'
laneous dark areas using the no. 4
I.||.|.|.. 1LY, '+ |'”|H|.'.|. .'Illl.l TALY, "'1 h-;.'ri|ﬂ
liner sable brushes. Experiment 1o
see which brush works best for yvou.
Use a dark mixture of Dioxazine
Purple with a rouch of Cadmium
Yellow Light. Accent the higheer
arcas with a mixture of gesso and a
touch of Cadmium Yellow Light.
These old houses are grear fun o

play with, so enjov vourself.

1 Add Fence Posts and
Landscape Details
Add warter to the same mixtures you
used in step 13 to make an ink-hke
consistency. Add the raller dark and
hght weeds with vour no. 4 scripe
liner brush. Then add the dead bush
on the lefr side as an Cye-stopper.
Paint in the fence posts, wire and
bird with the no. 4 round sable
brush. Use the hghrer hghlight tor
the fence close to rthe house, Pamnr in
|.|"H.‘ ‘-lI!J'!-.:l:"'lril"lll i W III.H!H'\".L'I"“‘
throughout the hillside with Pure
Whare.



1 Add Final Highlights and Additional Weeds

Create ink-like mixture of a dark value such as Hooker's Green Hue and Dioxazine

Purple and paint in some tall weeds in the foreground and around the fence posts and the edge
of the road using a no. 4 script liner brush. Lighten the same mixture with a rouch of Thalo
Yellow-Green and gesso. Paint in some highter tall weeds in the immedhate toreground. Brighten

dull areas |1:..' dr,\l.'._F.hnu 1T SOme puire collors with a no. 4 round sable brush,
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Evening

Shadows

This painting is fun to complete with its beau-
tiful fall colors, late evening sunset and strong
cast shadows. There also is a perspective prob-
lem to solve. In this paimting, there are two
buildings sitting on top of a slight bill, one on
each side of the road. This 1s a one-pomt per-
spective problem because you are finding the
perspective on only one side of each building.
Remember, you can bave several vamishing
points in one-point perspective, if vou have
several buildings that are not in line with one
another. So sharpen your pencil and have fun
with this perspective problem. Don’t be afraid
to move the bwldings around slightly to exer-

cise your artistic license,




fd FPAINTING PERSPECTIVE

Paint Sky

Paint the sky with a liberal coat
of gesso using a hake brush, adding
a small amount of warter 1o make a
creamy mixture. Add a small
amount of Cadmium Yellow Light
and Cadmium Orange at the hon-
zon. Blend up to the top of the sky.
While the paint is still wet, blend
across the top of the sky a mixture
of Ultramarine Blue with touches of
Dhoxazime Purple and Burnt Sienna.
Use choppy, slightly angled vertical
strokes to work vour way across the
canvas from left to right, suggesting
a semi-cloudy or stormy sky.

Make Rough Sketch of

Landscape
This 15 a very simple step. Make a
very rough and loose skerch of the
landscape’s basic components using
no. 2 soft vine charcoal, Don't find
the perspective of the houses yer—
you will do that in step 7.



3Llr1derpaint Background Hills
There are two layers of hills
here. Paint the background layer
with a mixture of gesso and touches
of Dioxazine Purple and Burm
Sienna. This laver s slightly darker
Thﬂﬂ r1-|‘rr1r|.1| I"I'.'.'I.'.!II!'I-'L‘ 1t i:"a |i.'|.'[ﬂ." .I'”‘ =I1L'
evening. Block in the trees with a
no, 6 bristle brush. Give it a fairly
rugged shape. Take this mixture and
darken it slightly with a lirtle more
Dioxazine Purple and Burnt Sienna.
Block in the next

aver with the same
brush. Make it fairly rugeed.

Highlight Background Hills

Create a mixture of gesso with a
touch of Cadmium Orange.
Drybrush some simple, soft high-
lights to the most distant layer of
hills with a no. 4 flat sable brush.
Add a bit more Cadmiom Orange to
the mixture and highlight the closer
layer of hills. There 15 not much
highhghting vou need to do here.
The main tront peak 15 sigmibcantly
brighter because the sun is coming
trom the left side. Notice the larger
dark pockets of negative space on
the night side of each haghlight.
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Block In Background Trees

Ciive the trees a rich brownish
tone with a mixture of Burnt Sienna
and a small amount of Dioxazine
Purple. Add the amount of gesso vou
I:Il'.'!‘."'IJ [ ..t'i.'I'II\'."'. i | 'r'.lllIL' ”1.11 15 |.|.1rl-;-':r
than the background hills. Scrub in a
collectnion of trees with a no. 6 ar
no. 10 bristle brush, Be sure each
tree has good negative space, Notice
the larger trees are locared closer o
the outer edges of the painting, cre-
ating an area of transition between
the background and foreground.

GHighIight Background Trees

Highlighr the background trees
with a mixture of Cadmium Yellow
Light mixed with a touch ot
Cadmium Orange and gesso. Adjust
the color to fir vour taste without
making it too bright. Carefully paint
on the highlights with a no. & bristle
brush. DDon't make the highlights too
sohid, keep a simall amount of the
background showing. This gives the

trees a three-dimensional ethect,



Find Perspective of Buildings

Place the vanishing point on the midground berween the two houses. Both houses

LISE TI'II_' SAITE '|.'.'|i|r‘-.:l1lll§: ]'IEJJITI. J'I]II.l [II'II.' |IIL'I"'1‘|'|L'-L|.I".L' af fl'lt' I.L'!T H'..l'.. for 1|'|'..' |'||||.|'\':.' (¥ rl'“.'

right, and the right side for the house on the left. Reference this procedure on page 27
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Underpaint Buildings

Create a mixture of Ultramarine
Blue, Burnt Sienna. a touch of
I}illl"u!i"ll'lli_' |'|.|r|1|1' ||'|II.| 1,'1'|IH.IL'.|"| j;'l.,"h'\“
to create a soft, nch gray rone. Block
in the buildings to establish therr
shape. Give them a good base tor
vou to highlight and degail later.
Don’t worry abour the direction of
the sun vet. Use a no. 4 flar sable
brush, no. 4 round sable brush and
possibly a no. 4 bristle brush, Mix
together Burnt Sienna, Ultramarine
Blue and a rouch of Dioxazine
Purple for the dark areas of the

L|||-I'|I"'-. .'Illl.l 'w.".'if'lL]‘IH"."u

9Underpaint Road

~'l1|"'|. I!HIII'I[ "';-IL'I'II'I..L BUSSL) .I:IE'.'. It ]
touch of Dhoxazine Purple on vour
canvas. Add a rouch ot Cadmium
COrrange ar the back of the road.
Block in the road using short, chop
py, overlapping horizontal strokes
with a no. 10 brstle brush, Don'
worry about the direction of the sun.
Just underpaint and create some tex-

fure reo '-nll|_'i!.'i|."1| l.ilrl.



1 Underpaint Grass

Use very thick layers of paint in this step, and work quickly while the paint 15

still wet. Use a no, 10 bristle brush. Paine the grass on only one side of the road at a
rime: this will give vou blending time. Beginming ar the top of the hillside, lay on
Cadmiom Yellow Light with touches of Burnt Sienna and Cadmium Orange. As you
come forward, add more Burnt Sienna and touches of Dhoxazine E'|:||'|1|-'.' ro darken rhe
corners. Beginning at the top of the hill and working your way down, push each color
up over the previous layer with a no. 10 bristle brush, Repear until vou have a highr,

middle and dark value, creating a three-dimensional hillside.
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1 Highlight and Shadow the
Road
In this step, the highhghts and shad
ows of the road tall in line with the
direction of the light source. To
shadow the road, mix Burnt Sienna
with a rouch of Dioxazine Purple ro
a creamy consistency. Begin adding
the shadows on the letr side of the
road with a no. & bristle brush.
Work them out 1o the muddle of the
road. On the right side of the road,
mix gesso with a rouch of Cadmium
Crrange. Paint short, comma strokes
along the edge with the same no. 6
bristle brush. Then flatten the stroke
out to a short choppy horizongal
stroke, gradually working vour way
out toward the center of the road to
the shadow. Blend the two values
together with short, choppy honzon-
tal strokes where thev meer in the

center of the road.

1 Highlight Houses

Highlight both houses the
same way. Use vour creanviry to dry
brush strokes suggesnng weathered
wood. Mix a base sunshine color of
gesso with a touch of Cadmium
Orrange. Don't hesitate to change the
value and color for each side of the
house, Simply drvbrush on a facade
of old boards and shingles on the left
side. Then darken the muxture and
drvbrush rhe sugeestion of boards
on the shadowed side, Detail cracks
and other dark areas with a mixture
of Burnt Sienna and Ulrramaring

Blue using a no. 4 scnipr liner brush,



1 3 Highlight Rocks and Pebbles

Mix a base of gesso with a rouch of Cadmivm Orange and Cadmium Yellow

Light. Paint in the small rocks and pebbles with a no. 4 flat sable brush. The secret is
o use a very small amount of paint on your brush. Keep the paint’s consistency thin
and glaze-like. As you come forward into the front of the road, darken the mixture
shightly by adding a small amount of Burnt Sienna and Dioxazine Purple. The rocks in
the foreground are more shadowed. Try switching o a no. 4 round sable brush tor the
'-.I'II.'I.:II_'F I._"..'E"'I"'lL""i. I'!'.-.,"'['I:II._'I'I'I]"'I_'I' ECY OB I_'r||'|'|"' rhl_' LR’ fll.,'k'-. ._III.-.\_E '|"'I.'|'||'|II."‘-. O create '..l::l'||||r||.||1:| .!I'II.‘I
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1 Highlight Grasses

|]I!I:‘1 [L'-..ll[lll.|lll' '|'|.IH'I'-Z'\ '-.".'I.'I] | I
brighten the grass by adding high
||_1.',|'|[~1, Howers o accents, Load on a
no, 10 bristle brush a mixtare of
Cadmium Yellow Light and
Cadmium Orange, or Cadmium
Yellow Lighr and Pure Orange. You
can also use just the pure colors tor
the various accents. Also add a small
dImomnt 1|r- fEss0 [ I,'|1|_"-.|.'
IIIi"-Ztllrl."‘-\. il fi'illr want o II'I..ELII.' ||'Il:,'['||
appear brighter. Pamt the highlighes
A VElTNLYLES i:'i'lL.'Iti-:lll"-. ||'||'-I'l||:.'_|'|l?|.|r ||EI.'
sunlit areas, Use a light touch to
ensure the highlighes are not oo

solid,

1 Paint Large Tree

Use pure Burnt Umber in this
step. We don't use Burnt Umber
much, but it works well tor this tree.
Mix Burnt Umber and warter 1o an
imnk-like consistency. Paine i a well
shaped tree with a no. 4 scnipt liner
brush. Make it bill the lehr side.
Notice that the tree actually poes off
the canvas at the top and side, Be

sure you overlap the rree limbs,



1 6Find Perspective of Fence Posts

Since the fence posts are aligned with the sides of the houses that have perspec

tive, they use the same vanishing point. Locate the first post in the toreground. Skerch
it in proportion with the foreground. Now, draw a vanishing line from the top of the
post back to the vanishing point. Simply sketch in each post berween the vanishing line
._1|'||,| [|'|-;_' _|_',r||u||..| Hl,'n;.]l.l'-.-:' thl."\l." |'I-:'l*-.1*-. are |H|.|1.|-;.'1I iTh I|I|.' Brash, [!'IL'I".' 15 1M I'II;.'L'IJ o ﬁl'lL'
their perspective at the bottom. As the posts recede into the distance, they get closer

together.
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1 Paint Fence Posts

Load a creamy mixture of
Burnt Umber and warer onto a no. 4
round sable brush. Painr in each
post, making each one a litle differ-
ent trom the others, These are old
POSES, S0 make them a little crooked
and rough. As the posts recede into
the Lll"".[.'IIILI'.. ||'||:_'I rvalue |'|-:_'|.1||'|'|-._'-1.

slightly highter.,

1 Add Shadows

Caretully drybrush the cast
shadows on the road with a mixture
af Burnt senna and Dioxagine
Purple. Add enough water to make it
creamy. Load a small amount onto a
no. 4 Har sable, or trv any other
brush vou like and add the shadows.
Cast shadows always follow the con
tour of the land. Be sure the shad-

ows have very soft edges.




1 Final Details and Highlights

Add a few tree limbs behind the houses and a tew brighrer highhighrs

on the grass. Some light-colored weeds thar contrast against the darker back-

ground are a great accent. Highlight the fence posts and add the wire. The
highlight 1s a mixture of gesso, Cadonuium Orange and Cadmium Yellow

Light. The wire is Burnt Umber thinned with water. A few birds and flowers

are nice. It's possible that some brighter highlights will be needed on the sun-

lit side of the houses.
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In Need of
Repair

Now that you have worked on a fewe one-point
perspective problems, let’s look at a scene with
tro-point perspective. This windmill requires
trwo-point perspective because you are finding
the perspective of both of its sides. However, the
barn tn the background only requires one-point
perspective on its left side. Notice how the barn

and windmill sit below the horizon.

Here, we bave a late fall weith a light snow. This
makes a great combimation of contrast, texture,
light and shadows. The value changes in the
painting are important because they create the

contour of the snow and atmosphere.

Painting snow is one of the challenges of land-
scape painting. This painting will challenge you

in several other ways as well.




6 PAINTING PERSPECTIVE

Paint Sky

Draw an uneven line separating
the sky from the ground using no. 2
soft vine charcoal. Apply a liberal
coat of gesso across the entire sky
with a hake brush, While the gesso is
still wet, paint Cadmium Red Light
across the horizon, Blend all the way
up until the sky is a soft pink, While
the sky 15 stll wet, paint Ulcramarine
Blue across the top of the sky and
blend down untl the sky is tairly
well blended.

Underpaint Background and

Sketch Landscape
Mix gesso with a hine of
Ultramarine Blue, a touch of Burnt
Sienna and Dioxazine Purple. Adjust
the value shightly darker than the
skv. Feather this color o the back-
ground with a no. 10 bristle brush,
s0 you have soft edges. Instead of
detailing trees, create a soft back-
ground for depth and a snowy
atmosphere effect. Scrub fairly hard
to soften the edges. Sketch the land-
scape under the sky.



3Paint Background Trees
Shehtly darken the mixture you
used in step 2, and thin it to an k-
like consistency, Paint a collection of
tree himbs with a no. 4 scripr liner
brush. These are small, distant trees,
501 ill!“‘l’ I'F'Iﬂl:‘l..' 1]'“.'"':1 [LR1E] I“F“ d:lrL L
busy, They shouldn't compete with
anvthing in the painting.

Find Barn Perspective

The horizon line 1s below the
base of the barn. The vamishing
point 1s located far to the lett and 15
dictated by the angle or pitch of the
roafline. Here the roof angle allows
the vanishing point to stay within
the boundary of the canvas. If vour
roof angle is less steep, vour vamish-
ing point may be aff the canvas. You
then add an extension to draw the
perspective. Complete the perspec-
tive atter locating the vamshing
point and horzon line,
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Paint Cedar Trees

Mix Hooker's Green Hue with a
touch of Dioxazine Purple, Burnt
Sienna and enough gesso to change
the value to hir your pamnting. Pamne a
collection of cedar trees just behind
and slightly to the sides of the barn
with either a no. 4 or no. 6 fat
bristle brush. All the trees overlap
cach other, but they have their own
shape with iteresting pockets of
neganve space around them.

Underpaint Barn

Mix Cadmium Red Light with a
touch of Burnt Sienna, Ultramarine
Blue and gesso. This 1s an old
weathered red barn, so the under-
tone must be fairly warm hue. First
paint the dark side of the barn,
using a no, 4 or no, 6 fat bnstle
brush. Block in the hghter side of
the barn, adding ¢ven more gesso to
the mixture. Block in rhe root

adding more Ultramarine Blue and
gesso to the mixture. The under-
e painting tor the roof needs to be
’ more gray since it 1s going to be
/ covered with snow. Paint the doors
and windows with a mixture of
’ : ~ Ultramarine Blue, Burnt Sienna and
[Moxazine Purple.

8 PAINTING PERSFECTIVE
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Detail Weathered Boards

Mix a base of Cadmium Red Light and gesso into a pinkish color. Drybrush a
tacade of weathered boards vsing a small amount of the mixture on a no. 4 tlat sable
brush. Paint the boards in any direction since this is an old patched barn. Allow some
of the background to come through, so the boards look old and weathered.

I NEED ©OF REPAIR 79



80 FAINTING PERSPECTIVE

Underpaint Snow

Work out all your frustrations on
this step. Begin applving gesso to the
snow arcas of the canvas with a no.
10 bristle brush. As vou move across
the pamnting with eSSy, mIX on the
canvas Ultramarine Blue and rouches
of Dhoxazine Purple and Burnt
cril‘.'l'l”.l 'ﬁ"."]|h 'I-'L"l'?.' lﬂ:l”h'l.'.. u:llnrp,.mlﬂ'ti
hTI‘HI{un. Thr ChY L'T-Ill |_'11|[rr i"l | "l-'l'l”.
gravish-purple. Show lots of brush-

srrokes,

Underpaint Foreground Banks
The banks are a rich, warm
:|1rn1.".'r:. ..'l-!'l\. Tl'l]'-l Ll rlur 2008 O HHFIIT

Swenin, [hoxazine |'LJr]'i]:' and a
small amount of Ultramarne Blue,
Make large comma strokes with a
no. 10 bristle brush. Paine thick
enough to cover the canvas. Texture
the top edge of the banks fairly
roughly.



1 Find Perspective of Windmill Base

This requires two-point perspective. Refer back to the front of the book o

reference this technique. Use the same horizon line from page 35. Locare the center
leg of the windmill and draw a vertical line. Put four or five dots on the front leg,
spaced as far apart as vou want the braces to be. Locare the vanishing points, one far
to the left and one far to the right. Find the perspective of the braces by drawing a
vanishing line from each dot back to the vanishing point, Draw in the other two legs,
PMlace them to your preference.
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1 1 Underpaint Windmill and
Tank
Mix Burnr Sienna, Ultrramarine Blue
and a touch of Dioxazine Purple to a
creamy consistency. Add some gesso
1o change the value and water to
lighten the texture. Block in the
windmill with a no. 4 flat sable
brush. Don’t hesitare to swirch 1o a
no. 4 round sable brush for some of
the smaller areas, Block in the rank,
The left side of it 15 a lictle
than the right side. The inside of ¢

ighter

e

tank 1s the dark value.

1 Highlight Snow

Mix a creamv combination
of gesso with a hint of Cadmium
Creange. Scrub on this frst laver of
highlights with a small amounr of
the mixture using a no. 10 bristle
brush. Allow some of the under-
painting to show through, leaving
VEATOIs rl“L'kﬂ.'[h al 'Ill"].."flll'l'l_" Hrl.'ll._'l_' 18]
give the snow contour and the sug-
gestion of dritrs, These pockers are
also a grear place to put the clumps
of grass, which vou will pamnt in the
next step.



1 3A|:Id Clumps of Grass
Create a creamy midrone out of Cadmium Red Lighe, Ultramarine Blue and

gesso, Pull up clumps of grass scartered throughour the middle ground, using an

upward dry rush stroke with a no. & bristle brush. Make the clumps
difterent shapes and sizes, and overlap them.
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Bl PAINTING PERSPECTIVE

1 Shape Snow Banks

These banks remain more in
I'I.“." ﬁl]-‘d.]"ﬂ;:’ﬂ, SO0 LISE I.,'['l{'ll l._'”ll;:ll' i
suggest their torm. Mix Ultramarine
Blue, some Burnt Sienna and a gesso
into a soft, cool gray. Drybrush these
highlights with a no. 4 flat bristle
brush. Use a combination of short,
choppy, vertical and horizontal
strokes, Leave plenty of the darker
underpainting showing through, so
the banks appear three-dimensional,
You will add final highlights larer.

1 Accent Snow

Mix gesso with a hint of
Cadmium Orange to create brighter
accent highlights. Drybrush the
effect of show drifts using the high-
light muixture with a no. 4 flar bristle
brush, against the grass base, along
the edege of the snow banks and
agamst the barn base, Scatter these
highlights in other areas throughou
the middle ground. Don’t completely
cover up the underpainting,



1 6Highlﬁght Clumps of Grass

This step adds a warm feeling to this painting. Mix Cadmium Orange,

Cadmium Red Lighr and gesso. Starting at the top of each clump of grass, drybrush
downward, creating a soft, teathery highlight with a no. 6 bristle brush, Repear this
step once or twice until you achieve the brightness you want.

M HEED OF REPAIR EBS



B PAINTING PERSPECTIVE

1 Paint Fence Posts

Mix Burnt Sienna,
Ultramarine Blue, a touch of
Dioxazine Purple and gesso, to
lighten the value. Sketch in the
Il]'...'._'ll'ill‘['l HF I..'ﬂl..'h I':lll"1| '|-'|r'|1|| NIk, _1. ST
"."il'll._‘ I..']'I.'IFI»,:IFHI. Ihalllll (1] |'|I| [l!\'." F"l:l:'ﬁth.
and crossbhraces wiath 4 no, 4 Hat
sable brush or a no. 4 round sable
brush, Give this old, broken-down

fence lots of characrer,

1 Detail Windmill and Bam

Use your arnstic hcense to
Lll."[.ﬁll rl"lli,""'.l;' Hh!'{.'l,."lﬁ [y j.'uur CAWN' TR
raste. Remember, these are ald
weathered objects, so be as creanive
as vou can. The best highlight color
to use 15 pesso with a rouch of
Cadmium Orange. The best brushes
to use are the no. 4 flar and round
sable brushes for the larger derails,
and a no. 4 SCTIpt hner brush bor the
fine-line details. Have fun with this
step, but don’t make the details roo
busy.



1 Final Details and Highlights

[t's hard to know when to stop somenmes. This pamnting doesn’t require much addinonal

detail. Here are some enhancements you could make: Add a few bright whire accent highlights
on the tence, windmill and a tew areas scartered throughout the clumps of grass using gesso. A
tew dark-colored weeds and dead bushes always add a nice touch. Be careful not to make these
final details too busy, or they might compete with the main focal poine.
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[Lost in Time

I found this old building on a research trip near
Silverton, Colorado. It is a remnant of an old
muning operation. This butlding’s different
angles, shapes, sizes and attached structures
give you many opportumties to practice one-
and two-point perspective techniques. This
building is located at the base of a mountain.
There is a wonderful collection of grasses,
weeds, bushes and dead limbs making up the
entire foreground. Creating these close-up fore-
ground details gives your script brush a good
workout. This painting is really exciting, so let's

get started.




S PAINTING

PERSPECTIVI

Underpaint Background

A mountain base takes the place
of a sky in rhis pammting, so vou
want a mulncolored eravish back
ground. Shehrly wer the canvas with
pesso using a hake brush, While the
canvas is still wet, use angled strokes
to blend rogether Hooker’s Green
Hue, Burnt Sienna, Dioxazine Purple
and touches of Ultramarine Blue
with a hake brush. Blend in any
other colors as |H|11.'. as no color

stands out over the others.

Create Pine Trees

Many pine trees grow on the
sides of these mountams. Mix
Haooker’s Green Hue, Burnt Sienna,
a touch of Dioxazine Purple and just
enough gesso to hghten the value—
vor don't want the mrees o stand our
too much. Paint in the pine trees
using a no. 4 flat bristle brush, These
pines are not detailed; they are only
suggestions of trees. They are also
scattered throughour the back-
ground, crearing good eve flow with
interesting pockers of NEEANIVE SPRICE,
You don't want repetinive clumps of
trees. Add more details to this back-

eround later if necessary.



Highlight Hillside

This 15 a farrly simple and guick
step. Mix gesso with Cadmium
Yellow Light and Cadmium Orange.
As vou begin highlighting, try adding
more Cadmium Yellow Light,
Cadmium Orange or even touches of
Thalo Yellow-Green. You only want
to create subtle torm highlghts,
Dirvbrush a few soft highlights
around and through the collectnion of
pine trees with a no. 4 or no. 6
bristle brush. Follow the contour ol

Tl'll.,‘ |'||”‘|-Iq,il;' 'n'.'i[!'l Yo '1|HII\I.'“--.

Find Building Perspective

It isn’t difficult to find one-point
perspective here. Locate the horizon
line. Sketch in the frones of the
buildings, the way they appear in the
Phl_r[lr_ Set them l.|1;_',ht|g.' below the
horizon line. Place the vanishing
point near the edge of the canvas,
Draw a varushing line back to the
vamishing point from the top of cach
I'Ill'l'f FH.'.I.I‘-Z. !.:I'.I'u".' Tl IiI.-IL"“-.. 'i.l'i]l:'lj"'h.
windows and rthe end of the buld-
ing. If you have any problems, reter
back to the one-point perspecnve

lesson on page 20,

LEFAT IN FiIpAE 3%
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PERSPECTIVE

5Underpa|nt Building

To achieve this building’s warm
tone, mix Burnt SMenna with touches
of Ultramarine Blue and Dioxazine
Purple, creaning a dark value, Block
in the large openings with this value
using a no. 4 tar sable brush, Add a
hint of gesso to the mixtre and
paint the front, shadowed side of the
building. Add more gesso and paint
the sunlit side of the buillding. Add
more gesso and paint the roof. You
have just created four values, one for

each building segment.

Detail Building

Mix gesso with Burnt Sienna to
give the building a warm, reddish
tone. The front should be a creams
midtone. Drybrush on the suggestion
of weathered boards using a no. 4
tHat sable brush. Lighren the mixrure
slightly and drybrush the boards on
the lighter side. Add more gesso and
d[}i"rlh't llll.' '-.|1._I-;,I1:|1.'|. an |'|'||_' riecr,
Have tun :'||.|L||1IILr, the hacade of
broken boards and other details.



Underpaint Middle Ground
Suggest rough middle ground by mixing gesse with touches of Burnt Sienna,
Dioxazine Parple and Ultramarine Blue. Blend these colors together on the canvas

using short, choppy honzontal strokes with vour no. 6 bristle brush, Don't overblend
or vou will end up with a sohd gray tone. Allow brushstrokes to show in the fimshed

'.".'I.FFL: .
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FAINTING PERSPECTIVE

BHighh‘ght Middle Ground
Highhght the middle ground
with the rough facade of dirr and
rocks. Mix gesso with a rouch of
Cadmium Orange, Cadmium Yellow
Light and water to make it creamy.
This color can range from a light tan
to a brighter gold. Scatter the
hll.!‘l'IIIHI'I“\ I!|‘1r4|u;|_‘,|!l]|il I!'IL' I'I'Iil.ll.“l.,'
Frnllnal "u'i'l']'l "I-I"le'l._ l-.,'l'll'lrl'rl':l-' |'IUT|:-
J.[““.'Il =.trl::||-.'|.'-i ll"l-H'IH i LY, "1' Qr mi, (3]
bristle brush, Show some of the
underpainting to give the ground a
three-dimensional appearance.

Paint Clumps of Grass in

Middle Ground
Mix Hooker's Green Hue with a
touch of Dhoxasine [11|TF"'|I.' and FEAs0
to make a gravish-green color.
Drybrush in clumps of grass
:'ﬂ.'..H[‘L'I'I."d ||I|'|;:l'||!_r|||l::l!|I [h‘l' ['Iildﬂ,!l{'
ground using a no. 4 or no. 6 bristle
brush. Make sure your muxture is
not too dark. These clumps diffuse
the horizontal tormart of the middle
ground and add more interest. They
shouldn't compete with anything.



1 OUnderpalnt Foreground Brush

Mix Hooker's Green Hue, Burnt Sienna and a touch of Dioxazine Purple on

vour palette. Make the mixture very creamy, Paint across the base of the canvas entire-

lv using a hake brush, Use a vertical stroke beginning ar the bortom of the canvas and
pulling upward. Feather in a soft edge. Cover the canvas well. If it doesn't appear dark

'."I'Illl!j.'.l'l after the hirst |.'I_‘.l.'r cries, repeit this stUp one more rme.
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96 PAINTING PFERSPECTIVE

1 Brighten Middle Ground
Highlights

Mix gesso with a touch of Cadmium
Orange and Cadmium Yellow Light,
Begin applyving brighter highlghts
throughout the middle ground using
a no. 4 flat sable brush. This empha-
sizes rugged ground. Add haghhghts
Al 1I'Ii_" MENIncAan 1'l||"'¢l.' ]“.'l’lll'l'i.i l]'IL'
]"‘HI'I.IHI:H‘ r:ilﬂpl 1|'|.|;" |1|.l'i.'ii.Hl'|.||.l||L| [0}
the r'nrvl_grcmnd, Don't ov L'r-||i!.;h|i!.1||1.

1 2 Detail Dark Weeds in
Foreground
There are several ime-consuming
elements in adding all the taller dark
weeds, so be panent. Mix Hooker's
Green Hue, Dioxazine Purple and
Burnt Sienna into a dark valve, Thin
it to an ink-like consistency. Fully
load a no. 4 scripe brush and roll it
around in the mixture untl it comes
to a point. Paint in a collection of
taller dark weeds across the fore-
ground. Paint the weeds ar different
heights, angles and densities. Add all
VO Want—it 1s Jlr“”'\f |!'|'||"':3""-"l|i"||.' ti

Pt i Tod many.



1 3A:cent Foreground With Toothbrush

This 1s one of my favorite steps because it s a great way to add color accents.

Find an old toothbrush and pick three or four of vour Favorite bright colors, Thin each
color to an ink-like consistency. Face the toothbrush toward the canvas and run your
forefinger across the bnstles to create small round splarters, Experiment with how
close 1o hold the toothbrush to the canvas. Also experiment with the mixture consis-
tency and how much of it 1o use, All these things attect the splarter concentranion.,

]t,i_‘F-L'JT T-I'II."«L‘ "ﬂl.'p'-u W I‘II'I E]II.' 131'!:'[’ '...'.?hIIT'H.
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1 4Detail Light Weeds in

Foreground
his is identical to step 12, except
with lighter colors. Mix Thalo
Yellow-Gireen and a rouch of
Cadmium Orange and thin it to an
ink-like consistency. Paint in a collec-
non of hghter weeds using a no. 4
script liner brush. Change the color
a little with touches of Hooker's
3 Green Hue or a touch of Cadmium
- -..E'I "' . * T Yellow | ij.‘,h‘t. Brush in several more

T T, i light weeds. Paint a variery of
shapes, heights and angles.

1 Final Foreground Details
Look ar the ennire foreground
il"'nl dL'EL'..II‘.' I' :I-HI.] III_"'I.'I;E ITREArE d;]rk
'l'!'l:'l.'d".‘h I! :l-".H.:I l;.l'i]., ..H,ii.l :I'll._'l'l'l "-.'l.l'tl]: |
no., 4 scrpt liner brush. Ths s also
a good ome o add small wild-
Howers with a no. 4 round sable
brush. Make them any color, just
don’t overpower the center of
mterest. Enhance with other accent
colors. Have fun with vour arristic
license, Paint most of these high
lights with smaller sable brushes,
choosing the one that best fits the

joh.
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1 Add Final Details

.r"n.prl|_1. the details to the old |ﬁ1r||g|:||;;. Add other |.,'1'I|'I,,Ir1{|,'|'|1|,'[1[‘i,‘ for txﬁunptv, a fow

brighter highlights in the middle ground and mountaimn base, Highlight the building with a mix-
ture of gesso and Cadmium Orange. Drybrush a few highlights on the hight side of the buillding
with a no. 4 tlat sable brush. Add more gesso to the mixture and add a few brighter lighlights
on the roots. Mix Ultramarine Blue and Burnt Sienna with a no. 4 script liner brush, Paint in a
tew more dark cracks and broken boards. Notce, | also added an old, broken lean-to shed and
some old posts, fences and miscellaneous boards. These examples all enhance the interest of the

building and aid composinon. Have tun hmshing up!
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Moonlight
Adobe

| thought it mught be fun to find the perspective
of something other than a traditional building.
While living in New Mexico, | found old adobe
buildings to be interesting studies. The adobe
structures are fun to paint and they create
wunique perspective challenges. They are chal-
lenging because they are stacked on top of one
another and they have lean-to sheds attached to
them. In this study, the buildings are slightly ele-
vated on a bill above the borizon line. This is a
one-point perspective project in twhich VO ,l"-."mlr
the perspective of the left sides of the buildings.
Create the mood of a cold winter night with a
contrasting warm muviting glow coming through
the windows. This is a fairly monochromatic
paimting, with numerous value changes you
need to be aware of. Work mainly with cool
colors, using color complements to create warm

accents,
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Paint Sky

Wet the canvas with warter 1o
start creanng the mghe sky, Apply a
liberal coat of gesso with touches of
Cadmmum Yellow Light and
Cadmium Orange. Beginning at the
base of the sky, blend about halfway
up with a hake brush. Use large
crisscross strokes, While this is still
wet, heavily apply Ultramarine Blue,
Burnt Sienna and a hint of
Ihoxazine Purple, making a fairly
dark value. Rinse out your brush.
Blend this color downward unl you
meet the light area. Rinse vour brush
again. Feather the sky together.

Paint Moon and Glow

When the sky 1s completely dry,
mix gesso and a touch of Cadmium
Yellow Light. Pamnt a round circle to
create the moon, using a no. 4 flat
bristle brush. Let dry. Drybrush in
the glow around the moon using a
hake brush and the same mixture
you used for the moon, Use a cir-
|.'|.J|.1r H'H'I‘[i””_ .-'\!1- !|-'-|]|.| l"'\:Tl.'l'Il.l [RLNY
trom the moon, gradually decrease
the pressure unal the glow fades into
the sky.



Find Perspective of Buildings

You can casily find the perspective of these buildings because they don't have
peaked roofs. They are just square boxes stacked on rop of one another, located on a
hill above the horizon line. Place the horizon line, Sketch in the front of each building.
Locate the vanishing point. Draw vanishing lines from the top corners of each building
back to the vanishing point. Complete the procedure as descnibed n the “Drawing
One-Point Perspective” section (page 20).

MOODONLIGHT aDORE

103



1 PAINTING PERSFECTIVE

Underpaint Background Trees

These bushy trees are important
to the pamnting. Mix Burnt Sienna
with touches of Ultramarine Blue
and Dioxazine Purple. Make this
mixture on the warm side, not
adding too much Ultramarine Blue.
Lightly drybrush a balanced collec
tion of trees using a no. 6 or no, 10
bristle brush and a small amount of
]11Iil1t. Leave INErestng '|'l|.|u._'|-.;|;_‘[~i ot
neganve space to create good eye

fHlow,

Underpaint buildings

."'i]"\ Hll:lt'l[ "';E'.:f'll'l.i '|."|'IT|'! il I'I:H._I-L'J'I
of Cadmium Yellow Light. | usually
add a hint of Dioxazine Purple to
give it a hight gray tone. For the dark
side of each bulding, add gesso to
the mixture to soften the color,
Block in this side with a no. 4 bristle
brush. Add more gesso to the
mixture, Block in the light side,
These are old weathered buildings,
S0¥ rl-H.' COTTIETS '\E'I”l.lll.l I"H_' l'.l!"I_':_l"Irl'l.
rounded with shghtly rough edges.
Darken the :J1|::.1i:|.|'| mixture with
Dhoxazine Purple. Block in the doors
and windows.



Underpaint Middle Ground and Foreground

Work out your artistic frustrations with this step. Apply gesso to the canvas with a
no. 10 bristle brush. Add Ultramarine Blue, Burnt Sienna and touches of Dioxazine
Purple. Mix all of these colors together as vou paint large, broad brushstrokes across
the canvas. Notice the color is not blended out very smoothly, Make vour brushstrokes

and tonal variatons visible. This should be a cool tone, so don’t use too much Burnt
Sienna.

MOODMNLIGHT ADCHEE
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Highlight Background Trees

These background trees are easy
to highlight, Mix gesso with touches
of Cadmium Orange and Cadmium
Ye

creamy. Load a small amount onto

low Light, making the texture

the end of a no. & bristle brush.
Caretully apply highlights with
downward dry-brush srrokes, Begin
at the top of each clump and pull
downward. Let the highlight fade
nto the darker paint. The top of
each clump is the brightest area, so
don't drag the highlights down too
tar.

Paint In Dead Trees

Mix Burnt Sienna with touches
of Ultramarine Blue and Dioxazine
Purple. Add gesso to make it about
the same value as the bushy trees.
Thin the mixture to an ink-like
consistency, Roll a no. 4 scripr liner
brush in the mixture until the brush
comes to a point, Paint in a collec-
tnon of dead rrees. Scarter them
throughout the background.



Adjust and Highlight Adobe
Mix a highlight color of gesso with a httle bit of Cadmium Yellow Light and

Cadmium Orange to a creamy consistency. Drybrush this highlight using a scumbling
stroke with a no. 4 flat bristle brush. Simply square things up so the outer edges of the
building are fairly verrical. Go over this highlight one or two nmes, making it as bright
as vou want. Adobe 15 not smooth, so don't blend all the brushstrokes.

MODONLIGHT ADOBRE 107



HE PAIN T NG

FERSPECTIVE

1 Oﬂetall Adobe
Use yvour artistic license here

to add character to the buildings.
Adjust the color value on whichever
side of the building vou are working.
Add window lights using Cadmium
Yellow Lighe and Cadmium Orange,
Add Ultramarine Blue doors,
wooden |-uh|uru. chimneyv smoke and
touches of snow on top of the build-
ings. Also try adobe brick work ar
the base ot the building. Irs derail
enhances the pamting. The no. 4 flar
and round sable brushes work best
tor most of the detmls. A no. 4 scrip
liner brush works well for the finer
derails.

1 Contour Snow

Fhe contouring establishes
the hillside and creates |_1L"|‘l!'{"-.‘|-ll::|!'|'\
in the snow. You will add the clumps
of grass in the depressions in step
1 3. Mix gesso with a touch of
Cadmium Orange to a very creamy
consistency. Serub m these intes
mediate contour highlights with a
no. 10 bristle brush. Blend the
highlight with no hard edges, o help

the snow look soft and drifey.



1 2 Underpaint Adobe Oven

Mix Burnt Sienna with a touch of Dioxazine Purple and Cadmium Yellow

Light. Block in the oven with a no. & bristle brush. Paint it on fairly thick using a
scumbling stroke—vou want the texture to be rough. Use the same dark mixrure o
paint the pile of firewood ar the base with a no. 4 round sable brush. Paint in a collec-
tion of small stcks—vou will highlight them later.

MOONLIGHT ADDHE

1]



1 PAINTING PERSPECTIVE

1 Underpaint Clumps of
Grass and Pathway
Start with the clumps of grass n
mixing Burnt Sienna with a touch of
[hoxazine Purple. Make the mixture
very creamy. Block in the clumps
throughout the middle ground and
foreground using an upward dry-
brush stroke with a no. 6 bristle
brush. Use imrteresting negative space
and vary the clump size. Add a
touch of Ultramarine Blue and
Dioxazine |’1II'FI-|I.' to the prass mix-
ture to paint the pathway, Smudge
tootprints in the snow with a no. &
bristle brush. Smooth any hard

edges.

1 Highlight Clumps of Grass
Highlighting the grass is not
much different from highlighting the
background trees. Mix pesso with a
touch of Cadmium Orange. This
tme, vou want the orange to be
more intense, Now load a small
amount on the end of VIRIF 11y, B
bristle brush, and using a downward
dry-brush stroke, highlight the tips
ot these clumps of grass. Notice how
soft these |1|HJ1|||.H1:-. are, 5o be care

tul to avond any hard lines or edges.



1 Highlight Snow

Mix gesso with rouches of Ultramarine Blue and Dioxazine Purple, creating a
soft bluish-purple with a no. 4 bristle brush. This is the shadow color on the snow.
Apply this color to the shadowed side of the adobe oven, the woadpile, adobe building
and a few areas throughour the middle ground. Now, mix gesso with a rouch of
Cadmium Orange, Paing this highhight wath a no. 4 bristle brush i areas where you
want the snow to appear drifted—for example, agamst the buildings, clumps of grass,
adobe oven and around the footprints, Keep the haghlights sotr.

MOONLIGHT ADOEE



1 6Add Dead Bushes and Weeds

Mix Ulrramarine Blue and Burnr Sienna into an mk-like consistency using a no, 4 script
liner brush, Scarter the darker weeds and dead bushes throughout the middle ground and fore-
ground. Remember, these dead bushes are eve-stoppers, so size them big enough to do their job,
especially in the lett corner. Mix gesso and Cadmium Orange. Also paint in the lightlv-colored

weeds throughout the middle ground and foreground. Make some fairly tall,

112 PAINTING PERSPECTIVE
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1 Add Final Details and Highlights

You can finish this painting in a variety of ways. For example, add accent highlights in
Pure White to the peak areas on top of the adobe oven, along the root edges, up against some ot
the weeds and anvwhere else a highlight adds to the moonlight glow. Add flowers and rall poles
behind the adobe building. Paint an additional ladder and scatter a few more accent highlights,

Don’t overdo it—when vou're done, vou're done!
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The Front
Porch

Perspective works well and is necessary for
other types of paintings than those with com-
plete structures. For example, in still lifes, you
may need to find the perspective of a tabletop,
floor or in this case, a wooden front porch.
Even though it looks difficudt, this is an easy
perspective problem to solve. You are only
finding the perspective of the corner and top
of the porch as opposed to creating an entire
structure with walls, roofs, doors, windows
and so on. This composition also offers the
apportunity to paint old weathered wood and
other fine details. It gives an interesting view
of the landscape. Instead of looking at the
building from a distance, you are standing on
the front porch looking out at the landscape.
The soft setting is a true complement to the

old weathered wood. Have fun!




11E& PAINTING PERSPECTIVE

Find Perspective of Porch

This project proves the usefulness and importance of
one-point perspective to the landscape panter. First,
locate the horizon line. Draw in the front of the porch
using no. 2 soft vine charcoal. Decide the porch width,
Place dots the distance apart that vou want the boards,
Locate your vanishing point anywhere on the horizon
line, depending on the angle you want the boards to
have. Draw a vanishing line from each dor back to the
vamshing poinr,

Paint Sky

Lightly wer the sky. Apply a liberal coat of gesso
with a no. 10 bristle brush. While it is stll wet, add
Cadmium Yellow Lighr ar the base. Blend upward, all
the way to the top. While this is still wet, blend
Ultramarine Blue across the top of the skyv. Begin blend-
ing downward using a variety of strokes 1o create the
suggestion of clouds, This is similar to a wet-into-wet
oil technique. Be careful not to overblend because vour
sky will turn one color and you will lose your cloud
formarions.
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Paint Background Hills

Mix gesso with ouches of Dioxazine Purple,
Ultramarine Blue and Burnt Sienna. The value should be
more purple and not too dark. Block in the first range of
hills wath a no. 4 or no. 6 bristle brush. Slightly darken
the mixture with a lictle more Ultramarine Blue,
Dioxazine Purple and Burnt Sienna. Block in the second
layer. This value is only shghtly darker than the hrst
layer. Be sure both layers have interesting shapes.

Paint Background Trees

This 15 a fairly easy step. Mix gesso with Dioxazine
Purple and touches of Ultramarine Blue and Burnt
Sienna, This s slightly darker than the last laver of the
background. Make the mixture fairly creamy. Brush in a
variety of distant trees across the horizon with a no. é
bristle brush. The largest trees on the sides of the
pPAINTIng act as cye-stoppers.
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Highlight Background Hills and Trees

Mix gesso with a touch of Cadmium Orange.
Caretully paint in some simple highlights with a no. 4
flat sable brush. Allow some of the background to come
through to |h:E1" create a rugged rexture and more of a
three-dimensional form. Add a little more Cadmium
Orange to the mixture and repear the process for the
second range of hills, Mix gesso wirth Thalo Yellow-
Green and a shghr touch of Cadmium Orange. Highlight
the top and outer edge of the trees with a no. 6 bristle
brush, Leave plenty of dark pockets of negative space.

6Underpaint Middle Ground Meadow

This step is really fun. Begin ar the top of the hall by
applying Cadmium Yellow Light, Thalo Yellow-Green
and touches of Cadmium Orange with a no, 10 bristle
brush. Paint on these colors very thick, Slightly blend
them [IZl_E,I'.'[hL']'. While the paamt 15 soll wet, ||_l. your hrush
Hat against the canvas and push up. This creates a grassy
texture, Contmue to come forward with these colors in
2-nch (5¢m) sections, Every time vou move toward the
toreground, add more Hooker's Green Hue and Burm
sienna to darken the mixture. Push up these colors and
then move to the next section, Finally add Dioxazine
Purple ro darken the mixture for the foreground.



Underpaint Pathway
I'his pathway 15 easy o underpaint. Mix Cadmium Orange

and gesso. Starting ar the back of the pathway, cover the area with
short, choppy horzontal strokes using a no. 6 bristle brush. As
vou come forward, begin adding touches of Burnt Sienna, Since
the left side of the road is shadowed, use Burnt Stenna with a
small amount of Dioxazine Purple to darken it. Use short comma
strokes, and then gradually blend out into the middle ot the sunlit
part of the path. The outcome is a dark, muddle and light value.
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8Highlight Middle Ground Meadow

Mix Cadmium Yellow Light and a touch of Thalo
Yellow-Crreen. Add gesso for the highlighe ar the very
top of the hill. Make the mixture creamy. Beginning at
the top of the hillside, lightly paint the highlights in an
umbrella-like pattern with a no. 10 bristle brush. The
idea is to define the shape of the hillside while giving it a
spring-like teel. As vou come forward, don’t hesitate to
change the color by adding more Cadmium Yellow
Light, or Thalo Yellow-Green—even a touch of
Cadmim Orange. Don’t make the highlight roo solid,
or you will lose the contour of the meadow caused by

the visible pockers of neganve space.

9Und erpaint Porch

T|'|IH sLep I.I.Ll'.“n. - | |1H|.r; '|.1.'|'I.|||.'. |'I-I,|r It 15 mot |'|.1r|.| [ ;J_l_r_
~'i1l"|. r|:'|1.' LI'IllZ!lT‘- 11l 1|'|=l.' LTIV AS dAS ‘_.'l'lll: |-_’|l.1 [k :L‘|1_':|' d Vil FIL'[:I.

of tones, or mix the color on your p.1|-,~|:|:|.'. Mix BLEsS0

with Burnr Sienna, Ultramarine Blue and a shght rouch
of Dioxazine Purple, making a fairly true gray. If vou
mix on the canvas, just mix as vou go. Whichever way
you choose, be sure the paint is fairly creamy. Block this
in with a no. 10 bristle brush. Follow the direction of
the porch boards so you don't lose the perspective,



1 OSketch Post, Fence, Buckets and Miscellaneous Bushes

Sketch miscellaneous objects into your painting with vour

no, 2 soft vine charcoal, It's better to work out any composition
problems that you might run into by adding these carly on. One
potential problem is if vou sketch in one object at a nme and pant
it, you could find our as you paint in the others that you are not
pleased with the composition. Then you would have to paint our
the objects and start over. Pre-sketching and arranging the objects

saves vou a lot of extra work later.

THE FRONT PLIKLH
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1 Detail Porch with Cracks and Crevices

Block in the boards with a medium grav tone
similar to the porch. Mix Burnt Sienna, Ultramarine
Blue and some gesso. Block in the shadowed side first.
[hen lighten the mixture with gesso and block in the
sunlit side with a no. 4 bristle brush. Thin the onginal
dark mixture to an ink-like 1.'I:'l:|'|:"~l."1h'r1-..":.- H-l']’._llﬂ penting
in cracks, holes and crevices with a no. 4 script liner
brush. Be caretul, this 1s a lot of fun and it's easy to get

carried away.

1 Underpaint Buckets

Create a dark, middle and hght value mn this step.
I'hese values give the buckets a three-dimensional form.
Mix Burnt Sienna, Ultramarine Blue, a rouch of
[hoxazine Purple and a lictle gesso. Begin underpainting
the dark side of the buckets. Use vertical strokes with a
no. 4 tlar sable brush, Add a lietle more gesso as vou
paint across to the middle, to create the middle value.
Add more gesso to create the light value. Add a rouch of
Cadmium Orange to warm up the lightest value. Paine
the inside of the buckets with the fairly dark value. The

””\'l. Crs Vil i'll.'!d. i..l[{'l' ".'u'l” Cover maost of Tl'l;l.,' ir'ISIL'I-L'“.
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1 Highlight Porch and Buckets

The secret of this step is to drybrush a lot. Begin with

I;_"'!Tl'll.,'r [I'II_' rll'l-rl.,'l:'l or I'!'IL' |'||||.,'I\.l_'|"-\.. MWix a i'll!.’._l'llth[ .._n]ﬂr il p.li."'c-!vll
with a touch of Cadmium Orange. Use any of the smaller Har,
sable or bristle brushes, Begin lightly drybrushing over the gray
underpamnng. This not only highlights the color, bur also sugpests
weathered wood. Drybrush these areas two or three times to

achieve vour desired brighimess.

THE FROWT PORCH
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ING PERHSFECT IV

1 Detail Background

First paint the fence. Create a brownish-gray
mixture of Burnt Sienna and a touch of Ultramarine
Blue. Add just enough gesso to soften the hue. Block in
the tence posts with a no. 4 round sable brush. Highlight
the pists with a l'll'i_r_',ht mixtire of gesso-and a touch of
Cadmium Orange. Highlight the sunlit side of the path
using the same color with a no. 4 flar sable brush, Mix
Hooker's Green Hoe, Burnr Sienna and a touch of
[hoxazine Purple. Paint in the bushes on the back of the
|"HI'~.'|1 with a no. & bristle brush. Now, have fun .11:|-_E|n;:
little touches—for example, use touches of Cadmium
Yellow Light to suggest Howers or add tall weeds usmg
Thalo Yellow-Green. Add highlights around the back of
the porch with the Cadmium Orange and gesso mixture.

1 Paint Flowers in Buckets

Start this step with a dark background. Mix
Hooker's Green Hue with Ultramarine Blue and
[moxazine Purple. Block in an irregularly shaped back
ground, suggesting leaves and stems with a no. 4 flar
sable brush. Paint the flowers with Pure White using
vour no. 4 round sable brush. Scrub in a nice collection
of small white Howers, They don't need to be detailed,
just sugzested. Add some Cadmium Crange centers to
timish them. Don't hesitate to enhance them with leaves
or highlights.,
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1 Final Details on Porch
Scan the painting—specifically the porch area—for things thar vou could add ro improve

the composition, values or color scheme, For example, add more detail to the wood, such as
cracks, wood grain and broken spots. Intensify the highlights. Specitically focus on the cast
shadows. Mix Dioxazine Purple with a slight touch of Burnt Sienna and a little gesso, Drybrush
the shadows of the post and buckers with a no. 4 flar sable brush. Make sofr edges. Switch to
the no, 4 round sable brush and et the shadows cast from the limbs outside the e wch.

I just have some hinal comments to make, First, | have F‘Llr'pn:ﬂ.'|'-.- lefr the panining '~]i§-.£|‘l1|1_. unhin-
ished for vou to add other objects such as a barn or tarmhouse in the distance. You could also
highlight the meadow, painr a car curled up on the porch, scatter some flower petals and leaves
that have fallen from the bucker, or even add an old rocking chair on the porch. The sky 1s the

limit here, so use vour artistic license and have fun.




B
Accenting. See Highlighring
Acrylic paint. See Colors, mix-
ing; Fainr
Adobe, 107-9
Angles, 21, 23, 28
of roof, 49-50, 77

B
Background, %0, 124
Bank, underpainting, 80
Barn, 75, 77-8, 88
Birds, 47, 58, 73
Blocking in. See Underpainting
Boards, weathered, 43, 79, 99,
115, 122, 124-5
planks, 31
Boat dock, 23
Bricks, 29
Brush, underpainning, 93
Brushes, 11-12
Buckers, 121-3
Buildings, 32-4, 61, 89
adobe, 101, 104, 107-8, 111
details , 92, 99
perspective of, 26-7, 65, 91,
13
underpainting, 65, 42, 104
Bushes, 57, 87, 89, 95, 121
dead, 47, 58, 112

C
Canvas, 11, 164
Charcoal pencil, 11
Charcoal, soft vine, 11, 17, 76,
116,
See also Skerching
Chimneys, 29-30, 49
Clouds, 39, 51, 62, 116
Color complements, 8, 11, 101
Colors, mixing, 9-11
black, 11

Index

dark gray, 46
carth rone, 11
tlesh tone, 11
gray, 39, 43, 65
gray-green, 40
highlights, 41, 64, 86, 91, 94,
111, 125

rocks, 54
sky, 38, 50, 62, 102
sunshine, 44, 46, 56
trees, SH)

Contrast, 75

Country Peace, 36-7

0]
Dabbing, 8
Depth, 39, 54
Details, 46-7, 68, 79, 86, 92,
108, 122
of adobe, 108
background, 124
of building, 92
tinal, 72, 87, 98-9,113, 124-5
foreground, 89, 98
of house, 43, 47, 52, 58
landscape, 47, 38
of porch, 122
of weeds, 96, 98
Dirt, 94
Daoors, 28, 30, 34, 43, 49, 52,
65, 78, 91,103, 108,115
Double load, 8
Drybrush, 8, 11, 43, 45, 55-6,
63, 68, 72, 83, 85, 91-2,
94, 102, 107, 110, 123

E

Easel, 11, 16

Eraser, 18

Evening Shadows, a0-61

Eve flow, 8, 54, 90
Eve-stoppers, 8, 47, 58, 112, 117

F

Farmhouse, See House

Feathering, 8, 102

Fence, 35, 99, 121, 124, See
also Fence posts

Fence posts, 58, 70-1, 86, 99,
121, 124, See also Fence

Firewood, 109

Floor, 22-3, 31, 115

Flowers, 47, 58, 69, 73, 98,113,
122 124

Footprings, 110-11

Front Porch, The, 114-13

G

Gesso, B-9. 11

Glaze, 9

Girass, 56, 83, 89, 94
highlhighting, 45, 69, 85,110
underpainting, 44, &6, 110

H
Highlighring, 9, 40-41, 46-7, 59,
73, 82, 87, 91, 94, 96-9,
107, 110-11, 113, 124, See
also under individual
entries; Sunlight
brightening, 96
using toothhrush, 97
Hills, 39, See afso Mounrains
background, 63, 117-18
highlighting, 40, 57, 63, 91
underpainting, 33, 63
Hilltop Retrear, 48-9
Horizon, 28-30, 32-3, 75, 91,
101
perspective above, 25, 49-50
perspective below, 26
Horizon hine, 18, 23-4, 27, 38,
49-50, 77, 81, 91, 116
House, 34, 36-8, 42, 48-9
details of, 43, 47, 52, 5%

126 PAINTING PERSPECTIVE




highlighting, 58, 68
perspective of, 28-30
underpainting, 43, 52

I
In Need of Repair, 74-5

L

Ladders, 108

Landscape, 58, 62, 75-6, 115
Leaves, 45, 124

Lighting, 16

Lost in Time, 88-89

M

Marterials, 11

Meadow, 41, 118, 120

Maoon, 102

Moonlight, 113

Moonlight Adobe, 6-7, 100-101

Mountains, 39-40, 89-9(0. See
al=o Hills

M
Meganve space, 9, 45, 54, 63-4,
78,90, 118, 120

O
Owven, adobe, 109, 111

'Il
Paint, 11
Palette, 11, 13-15
Palette knite, 11, 17
Parallel lines, 18-19, 28-30, 33
Path, 110, 119
Pebbles, 46, a8
Perspective, 7, 18, 24, 27, 30-
31, 50, 70, 77, 116
of building, 26-7, 65, 21, 103
above horizon, 15, 49-50
below horizon, 26
ot house, 28-9
anc-point, 7, 18-20, 37, 49,
61, 101, 116
two-point, 7, 18-19, 32-5,
75, 81

Photo, drawing from, 30, 37

Porch, 23, 28-30, 34, 115-16,
120, 122-3

Poses, See Fence posts

Proportion, 7

R

Road, 42, 44, 66-7

Rocks, 46, 36, 94
highlighring, 55-6, 68
underpamung, 54

Roof, 28, 30, 34, 43, 91, 115§

5

Scrubbing, 10, 39-41, 51, 76, 82

Scumbling, 10, 107

Shadows, 43, 52, 61, 66, 72, 75,
119, 124-5

Sheds, 49, 99

Shingles, 29-30, 43

Sidewalk, 34

Siding, 29-30

Sketching, 18, 38, 42, 50, 62,
76, 86, 121

Sky, 34, 50,62, 76, 102, 116

Smoke, 108

Snow, 75, 80, 84, 108

haghlighting, 82, 111

Spray bortle, 11, 13-15, 17

Sta-Wet palerte, 11, 13-15

Steps, 23, 29, 34

Sticks, 109, 111

Suill life, 31, 115

Sunlight, 32, 56, 69, 119, 124,
See alsn Highhghting

Sunset, &1

T
Tabletop, 22, 31, 115
Tank, 82
Texrture, 53, 75, 80, 118
The Front Porch, 114-15
Toothbrush, 97
Tree limbs, 54, 70, 73, 77, 89
Tree trunks, 42
Trees, 70
background, 40-41, 51, 64,
77. 103, 106, 117-18

cedar, 78

dead, 106

highlighting; 41; 64, 106

pine, 90-91

underpainting, 40, 104
Triple load, 8

1]

Underpainting, 10, 76, 90, 93,
935, 105, See also under
individual entries

W

Values, 10, 41, 33, 66, 75, 82,
90, 92, 108, 117, 119,122

Vanishing line, 18, 21, 24-35,
70, 103, 116

Vanishing point, 18-21, 24, 26-
35, 37-8. 50. 61, 65, 70,
77, 81,91, 103, 11&

placement of, 22-3
Vantage point, 49
Varnish, 11

w

Wash, 9

Weeds, 47, 59, 72-3. 87, 89, 96,
98, 112, 124

Wer-on-dry, 10

Wer-on-wet, 10k 116

Wildflowers. See Flowers

Windmull, 35, 75, 81-2, 86

Windows, 28, 30, 34, 43, 49,
52. 65,78, 91, 103, 108,
115

Wire, 58

Wood, weathered. See Boards

Woodpile, 109, 111

)
Yard suck, 18
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ART TECHMIGQLE

Love to paint? Want to learn?

Then let’s get started!

PAINTING Pel‘spe(:tlve

If you've ever painted with Bob Ross or Bill Alexander, then you're going to love ]EHHT YARNELL!

With this book you'll paint all these scenes

With Jerry Yarnell ar vour side, it's casy
to make your artistic dreams come true,
In this fun and easy guide, he provides
tips and tricks for mastering one- and
TWO-POInt  perspective

adding realistic buildings and other

the keyvs to

man-made objects o vour paintings.
You'll also find complete step-by

step instructions for painnng seven idyl
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for pamnng everything from windmills
and rural houses to adobe bulldimgs and
old weathered wood.

Whether you're ready to start your
very first painting or add new subjecrs
to yvour work, this book is the only key
vou need o unlock yvour creative poten-
rial. Put yourself on the road o artsnic

success roday!
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and more.

ABOUT THE AUTHOR

Jerry Yarnell is che author of several books on
painting instruction, View his unigue style on his
popular PBS series, ferry Tormell Sohood of Fine drt,
akring worldwide. |erry alio holds workibops
and provides private lessons throughowt the
wear 3t his Yarned| School of Fine &t in Skiareok,
Oklahoma,
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PAINT ALONG WITH j ERRY YARNELL VoLume SEVEN

Btild your skills as you fntluw _ %
Jerty's step-by-step demuni‘l:ratmns
to complete 7 paintings



ABOUT THE AUTHOR |erry Yarnell was born
m Tulsa, Oklahoma, in 1953, A recipient of two scho
larships from the Philbrook Art Center in Tulsa, Jerry
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it a major themaric focus in his pamting. He has been
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work by Chl Painters of America at the Prince Gallery
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busy oHering workshops and private lessons in his new Yarnell Studio &
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Introduction

Perspective is an important part of a painting’s
composition. It determines the angle, shape, size and
proportion of objects that recede into the distance.
Linear perspective is a technigque you use to create
depth in a painting by making parallel lines meet.
Although these lines are not drawn in the painting,

they belp your mind see the idea of distance.

There are several different and complicated forms of
perspective, but landscape artists usually only need to
use two basic forms of linear perspective: one-point

perspective and two-point perspective.

These two types of perspective establish the proper
angles of simple structures, for example, houses,
barns and windmills. You also use perspective to cre-
ate the proper proportion of repetitive objects, such
as a row of fence posts, in relation to other objects in
the painting. Perspective gives you the beight and
space between each post. So, you see, perspective is
wseful. Grab a pencil, ruler and sketch pad and let’s

go to work!




Terms & Techniques

Before beginning the step-by-step instructions on the following pages, you may want

to refresh your memory by reviewing these terms and techniques.

COLOR COMPLEMENTS
Complementary colors always
appear opposite cach other on the
color wheel, Use complements to
create color balance in vour paint
s, It takes practice 1o understand
how to use complements, but a good
rule of thumb is to use the comple
ment or form of the complement of
the predomimant color in your paint-
g to highlight, accent or gray that
color.

For example, if vour painting has
a lot of green, use its complement,
red—uor a form of red such as orange
or ted-orange—tor highhghts, It vou
have a lor of blue in your painning,
use blue’s complement, orange—or a
form of orange such as vellow-
orange or red-orange, The comple-
ment of vellow is purple or a form
of purple. Keep a color wheel handy
until you have memorized the color

I.'I'I'IIIF'l-ll.'I'IIL'I 115,

DABBING

Use this technique to create leaves,
ground cover, Howers, ete. Take a
bristle brush and dab it on vour

[il |"‘|{' 41§ F,IlL'”I,,' T "'.'l'll'L'.lI.J Ol ||'|'i.'
ends of the bristles ke a Fan (see
above example). Then load the

brush with the appropriate color and
!!'I.'r'”l}' I;l.ll'l LIl [|:|:'|1 Lllll.:l] [Cy CTEAare '[ll'lli.'

|.|l.'*-.1|'r.'|.| el ecT.

DOUBLE LOAD OR TRIPLE LOAD
To load a brush this way, put two

or more colors on different parts of

PERSPECTIVE

B FAINTING

T'o prepare vour bristle brush for dabbing, spread oot the ends of the bristles ke a fan,

vour brush. Mix these colors on the
canvas instead of vour palette.
].:lill_ll'lll_' {r f]'[l'lll_' ]il.'ll.l :.ul.lr |1|'||"'\.i| (4]

WOT-On-Wet h.'u.'!]ln-qu-_-u.

DRYBRUSH

Load vour brush with very little
paint and lightly skim the surtace of
the canvas with a very light touch to

.I|.||.|, |1|-|.'1ll.[ or soften a |._|,|||.:|1'_

EYE FLOW

Create good eve flow and guide the
viewer's eye through the pamong
with the arrangement of abjects on
't.'l':l'l_lr CANYAas Or 1|"||;_ (HET S ol rll.':i.:u'lh'l-l.'
:'i.rl'ﬂl.,":,"' H | ri:-l;lr1L| LI "|-'||"||I'||]| dAll l::‘!""|l.'L|.
[he eve must move smoothly, or
tlow, through your painting and

dI !lHI!ILl |||.'|iL'IL'|"1. IIII"IL' '|iL"~".L'I"L"- CYES

shouldn’t bounce or jump from place
to place. Once vou understand the
hasic components of composition—
design, negarive space, eye-stiop-
pers,” overlap, etc.—your pamntings
will narurally achieve pood eve flow.

FEATHERING

Llse this 1;=|_'|1.1|1|_|u¢ tor blend, to creare
soft edies, to highlight and 1o glaze.
Lise a very ||1.;hl roich, ]!n.'lJ'L'|jt skim
ming the surface of the canvas with

vour brush.

GESSO

Cresso 1s a white paint used tor seal-
ing canvas before paintng on it.
Because of 1ts creamy consisency
and becawse it blends so casily, | often

use gesso nstead of white paint,



This skerch uses poor neganive space. The limbs don’t overlap
cach other, but are evenly spaced so there are few pchcl'.-:u of mter-

esting space,

When I use the word gesso in my

step-by-step instructions, | am refer-
ring to the color white, Use gesso or
whartever white pigment you prefer,

GLAZE (WASH)

A glaze or a wash is a very thin laver
of paint applied over a dry area to
create mist, fog, haze or sun rays or
to soften an area that is too bright.
Dilute a small amount of color with
water and apply it to the appropnate
area. You can apply the glaze in lay-
ers, but each layer must be dry
betore applyving the next.

HIGHLIGHTING OR ACCENTING
Highlighting is one of the final

/

stages of vour painting. Use pure
color or brighter values ro give your
painting its final glow. Carefully
apply highbghes on the sunlit edges
of the most prominent objects in
VOUr painmngs.

MIXING
If vou will be usig a mixture often,
premix a good amount of that color
to have handy. | usually mix colors
with my brush, but sometimes a
palerte knife works berter. Be your
own judge.

| also somerimes mix colors on
my canvas, For instance, when | am
underpainting grass, I may put rwo
or three colors on the canvas and

This sketch uses negative space well, The limbs overlap and
mclude interesting pockets of space,

scumble them together to create a
mottled background of different col-
ors, This method also works well
for skies.

When working with acrylics,
always mix vour paint to a creamy
consistency that will blend easily.

NEGATIVE SPACE

Negative space surrounds an abject
to define its form and create good
eve flow (see above example).

TERMS & TECHNIQUES @



SCRUBBING

Scrubbing is similar to scumbling,
but the strokes should be more uni-
form and in horizontal or vertical
patterns. Use a dry-brush or wet-on-
wet techmique with this procedure. |
often use it to underpaint or block n
an area.

SCUMBLING

L]ﬁl‘.’ a HI;.'f'i.E.‘i H:[ I.|.I'|I:lr}.’.i.:l.'ll‘ii-':l;."l.jI| [F".-':.'I'li_'l.'l_'l-
1'-1'r:y,, strokes in ditterent directions to
create effects such as clumps of
foliage, clouds, hair, grass, etc. The
direction of the stroke 15 not impor-
tant tor this technigue.

UNDERPAINTING AND BELOCKING IN
The first step in all paintings is to
block 1 or underpaine the dark val-
ues. You'll apply highrer values of
cach color to define each object later,

10 PAINTING PERSPECTIVE

VALUE

Value is the relative lightness or dark-
ness of a color. To achieve depth or
distance, use lighter values in the back-
ground and darker values closer to the
toreground. Lighten a color by adding
white. Make a value darker by adding
black, brown or the color’s

complement.

WET-ON-DRY

| use this echmgque most often in
acrylic painting. After the background
color is dry, apply the topcoat by
drybrushing, scumbling or glazing.

WET-ON-WET

Blend the colors together while the first
application of painr is still wer. | use a
large hake (pronounced ha-KAY) brush
to blend large areas, such as skies and
water, with the wet-on-wer technigue.

Make the value of a color lighter by
adding white.



Getting Started

Acrylic Paint
The most common crincism of
acrylics is that they dry too fast.
Acrylics do dry very guickly because
of evaporation. To solve this prob-
lem 1 use a wer palette system (see
pages 13-15). 1 also use very speaitic
dry-brush blending rechniques to
make blending very easy. With a lit-
tle practice you can overcome any of
the drying problems acrvlics pose.
Speaking as a professional arnst, |
believe acrylics are ideally suited tor
exhibinng and shapping. You acru-
ally can frame and ship an acrylic
painting thirty minutes afrer you fin-
ish it. You can apply varnish over an
acrylic painting, but you don’t have
to because acrylic painting s self-
sealing. Acrvlics are also very versa-
tile because vou can apply thick or
creamy paint to resemble ol pant or
paint thinned with warer tor warer-
color techmques, Acryvlics are non-
toxic with very little odor, and few
people have allergic reactions to
them,

USING A LIMITED PALETTE

| work from a limited palette,
Whether tor protessional or instruc-
tional pieces, a limited palette of the
proper colors is the most etfecove
painting tool. It teaches you to mix

a wide range of shades and values
of color, which every artist must be
able to do. Second, a limired
palette eliminates the need to pur-
chase dozens of different colors.

With a basic understanding of the
color wheel, the complementary
color system and values, you can
mix thousands of colors tor every
type of painting from a limited
palerte,

For example, mix Thalo Yellow-
Green, Alizann Cnimson and a
touch of Titamum White (gesso) o
create a beautiful basic tlesh rone.
Add a few other colors to the mix
to create carth rones for landscape
paintings. Make black by mixing
Ultramarine Blue with equal
amounts of Dioxazine Purple and
Burnt Sienna or Burnt Umber. The
list goes on and on, and you'll see
that the sky isn't even the limit.

Most pamnt compames make
three grades of paints: economy,
student and professional. Profes-
sional grades are more expensive
but much more effecrive. Just buy
what vou can afford and have fun.
Check vour local arr supply store
tirst, If you can't find a particular
item, | carry a complete line of pro-
fessional- and student-grade paints
and brushes (see page 3).

MATERIALS LIST
Palette

white gesso

Girrimibacher, Ligquitex or
Winsor & Newton paints
{color names may vary):

Alizarin Crimsan

Burnt Sienna

Burnt Umber
Cadmium Crange
Cadmium Red Light
Cadmium Yellow Light
Dioxazine Purple
Hooker's Green Hue
Phthalo (Thalo) Yellow-Green
Titanium White
Ultramarine Blue

Brushes

no. 4 flat sable brush

no. 4 round sable brush
no. 4 script liner brush

no. 4. flat bristle brush

no. 6 flat bristle brush

no. 10 flat bristle brush
2-inch (51mm) hake brush

Miscellaneous Items

16" = 20" (41cm % 51cm)
stretched canvas

charcoal pencil

easel

no. 2 soft vine charcoal
palette knife

paper towels

Sta-Wet palette

spray bottle

GETTING STARTED
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Brushes
| use a limited number of brushes for the same reasons

as the limited palette—versatility and economy,

2-INCH (51MM) HAKE BRUSH
Use this large brush tor blending, glazing and pamting
large areas, such as skies and bodies of warter with a

wer-on-wet techmque.

NGO, 10 FLAT BRISTLE BRUSH

Underpaint large areas—mountains, rocks, ground o
grass—and dab on rree leaves and other toliage with this
brush. It also works grear for scumbling and scrubbing
techniques. The stitt bristles are very durable so vou can

reat I_'!'II_'I'I'I r'.ur|'c Fill_]]_'l'll‘_.'.

NO. & FLAT BRISTLE BRUSH

Use this brush, a cousin of the no. 10 flar bristle brush,
tor many of the same techniques and procedures, The
no. 6 fHat brstle brush s more versatile than the no, 10
because you can use it tor smaller areas, mtermediate
details and highhights. You'll use the no. 6 and no. 10
tlat bristle brushes most oben.

MO, 4 FLAT SABLE BRUSH

Use sable brushes for more refined hlending, details and
highlights, such as final details, painting people and
adding details to birds and other animals. Treat these
brushes with extra care because thev are more fragile
and more expensive than bristle brushes.

NO. 4 ROUND SABLE BRUSH

Use this brush, like the no. 4 flat sable, tor details and
highlights. The sharp point of the round sable, though,
allows more control over areas where a Har brush will
not work or 15 too wide, This is a great brush tor hinish-

INg a painting.

NG, 4 SCRIPT LINER BRUSH
This brush is my tavorite. Use it for very fine details and
narrow lmework, such as tree himbs, wire, weeds and

especially vour signatare, that you can’t accomplish with

dIly IZH|1L'F |'|F1I‘-|'1. HH” [hL' |'IF1I'--|'1 Imn an IIZILZ-IILI:_' |1|.1"-.'r|.|r-:' l.lj.

pigment until the brstles torm a fine point.

BRUSH-CLEANING TIPS

As soon as you hmish vour painting, use quality brush
soap and warm water to clean your brushes thoroughly
before the pamnre dries. Lay your brushes tlar to dry. Paimt
is very difficult to ger out if yvou allow it to dry on vour

13 PRINTING PERSPECTIVE

brushes or clothes. If this does happen, use denatured
alcohol to soften the dried paint. Soak the brush in the
alcohol for about thirty minures and then wash it with
soap and water.

 e=——r—

T R ——
— e . T T T T
e —

You can make any subject with this basee set of brushes.



Palettes

Several palettes on the marker are designed to keep
paints wet. | use two Sta-Wer palettes made by
Masterson. Acrylics dry becanse of evaporation, so
keeping the paints wet is critical. The first palette is a
12" % 16" (3lcm % 41cm) plastic palerre-saver box
with an airtight lid (see page 14). Saturate the sponge
that comes with the palette with water and lay it in the
borrom of the box, Then soak the special palette paper
and lay it over the sponge. Place your paints around
the edges and you are ready to go. Use a spray bortle
to mist your paints occasionally so they will stay wet

Tip
Chsel Comer \ Chisel Edge
Flat Side
tdetal Fermule
Hardle

all day long. When vou are finished painting, attach the
lid and your paint will stay wet for days.

My favorite palette is the same palette with a few
alterations (see page 15). Instead of the sponge and spe-
cial paper, | place a piece of double-strength glass in the
bottom of the palette. | fold paper towels into quarters
to make long strips, saturate them with water and lay
them on the outer edges of the glass. [ then place my
paints on the paper towels. They stay wer for days. |
occasionally mist them to keep the towels wer.

If you leave your paints in a sealed palette for several
davs without opening it, certain colors, such as Hooker's
Green Hue and Burnt Umber, will mildew. Just replace
the color or add a few drops of chlorine bleach o the
water in the palerte to help prevent mildew.

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

GETTIMG STARTED 13



Two Ways to Set Up Your Palette

Lay the sponge
inside the palette
ho, soak the spe-
cial palette paper
and lay it over the
sponge. Place your
paints around the
edies. Don't forget
g 1mst them o

keep them wet,

The Sta-Wer 12" x 16" {31cm x 41lcm)
plastic palerte-saver box comes with a

large sponge thar you saturate with water.

When closing the paletre-saver box, make sure the aimghe hid = on securely,

When the palene is properly sealed, vour paines will stay wer for days.

14 PAINTING PERSPECTIVE



Lay the satur ireed
paper towels
._|||'-|_||||_| I||-\; CRTET

l.'l.h.'-."-: of the EAss,

Instead of using the sponge and palette paper, you can use a piece
of double-strength glass i the bottom of the paletre, Fold paper

towels in long strips and saturate them with water.

Mace your pamis
o the PAPCT DOv el

'.|r||_'\"-\._

Use the center of the palette tor mixing pants. Ckeasiomally spray

L
A4 st et I|1|.' [l e B Wiy |-. Eidd L:'-.'|'l THET WEL

Ty chsan rhi |"-||.":I|.
allewss 1t o =it bor
thirty seconds in
waker or spray the
glass with a spras
bottle. Scrape ot
the old PalnnE ith a
single-edge razor
hlade,
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Miscellaneous Supplies

CANVAS

L ANYels i;"'l i.'l'l'l_l". '|".'l.:l'|'h. Ter |1|'.\,l~,'|:'|~,'||'|]._'|
'-i[rilkl._"'u., .'I:'Il.l CallYdas p.!p—t'r ["".'ILl"\ '-u‘.'-:1r|\c
for studies or testing paints and
hrush technigques. The best surface
tor painting, though, i1s a primed,
pre-stretched cotton canvas with a
medium texture, which vou can find
A maost art stores. .".'l"i- :'.”'ill '“th.||.|"|
advance, yvou mav want to learn to
stretch your own canvas, but

16" % 20" {41em x 51cm) pre-
strecched cotton canvases are all
you'll need for the paintings in this

|'|':|'iJJ'-..

16" = 20" 141cm = 5lem) stretched

Lanvis
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EASEL

| preter a sturdy, standing easel, My
tavorite 15 the Stanree STA00 alu
minum easel. Ir is lightweight, sturdy
and easy to fold up o take on loca-

K
TN O B 'n.'l.'l_!lrl-;'lq!'llll_-l"'\q.

€

"'||.'|||rlrl_ .1|I|I1III1|II1I 'H.|II|_|I|I I'.'|'H.l.'|

LIGHTING

(M course, the best hizht 15 natural
north hght, but most of us don’
have this light in our work areas.
The nexr best lighting option 15 o
hang 4' (1.2m) or &' (2.4m) Huores
LTt |:':|:|'|I~| l..llr'.'l_l:l:l. EVEET fnl!-lll -'.'.1'-iu'|..
Place one cool bulb and one warm

|'|lI||'l 1 tlll.' nxture ro |'|l.'!‘h-[ "1[||Il||..'|.[-|.'

natural lighr.

Srodu lihits



SPRAY BOTTLE

| use a spray bottle with a hine mist
o hghtly wet my paints and brushes
throughout the painting process, |
recommend a spray bortde ftrom a
beauty supply store, It's important to
keep one handy.

Spray bottle

Palette knives

PALETTE KMNIFE

1 use my palette knife more for mix-

ing than for painting. A rowel
shaped knife 1s more comforrable
and easier to use than a flar kmfe,

Aot vine charcos

SOFT VINE CHARCOAL

[ use no. 2 soft vine charcoal for
most of my sketching. It's very easy
tia \'i'[lrl'{ 'i\"ltl'l,' :'il'l[ﬂ'l.'!'l- |.I|_"| "|"¢'L'|I ..“".I 5
easy to remove with a damp paper

rowel.

GETTING STARTED 17



Elements of Perspective

We use the tollowing rerms when we
discuss perspective. Learn these terms
before you ger starred.

. One-pomt perspective—Use this to
determine angle, height and propor-
non of an object only on one side.

2. Two-pawnt perspective—1se this
when you are trying to determine the
proper angle, height and proportion
of an object on two sides.

3. Horizon lime—Ths is the line
where the land and the sky meet.
You place the vanishing point or
points on this line. Your vanishing

In Meed OF R pair
16" = 0" (70w & STcm)
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lines meet this hine to deterrmine the
perspective of an object.

4. Vanishing point—This is the point
vou place ar a specified location on
the horizon line. All vanishing lines
meet on this point. You may need
one or two points depending on the
tvpe of perspective you use.

5. Vamishmg lines—Draw these lines
from the corners of an object back o
the vamishing point on the horizon
line. The Lines help deternune the
length, height and proportion of an
object.

6. Parallel limes—All lines correspond
in equal direction. These lines don'
determine an object’s perspective, bur
prevent an object trom appearing
thar it is falling over.

You need the following supplies to
practice one-and two-point perspec-
tive technigues.

o 127 {30cm) ruler or a 36" (91cm)
vard stck, whichever you prefer

o |27 = 16" (30cm = 41em) or larger
skerchpad

o Mo, 2B or no. 4B sketching pencil
e Kneaded eraser or gum eraser




Viewing Perspective

These sketches give you a visual
understanding of the basic terms
used when discussing perspective.
Study these illustrations and draw
vour own before you begin an in-
depth study.

It will be well worth vour time
and energy to experiment with all
the different possibilities that per-
spective gives you. It may scem very
challenging ar first, but with
patience, you will be amazed how

even the most basic understanding of
perspective will enhance vour paint-
ings with the addinion of buildings
and other objects to vour landscapes
that have perfect perspective,

J‘--._\_
‘ Parallel Lines
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Huorizon Line Vanishing Point
Parallel Lines

DETERMINE THE VANISHING POINT IN OMNE-POINT PERSPECTIVE

Here, all the vanishing lines meet at one vamshing point. In one-point perspective, always

place the vanishing point on the side of the ebject where you are determining perspective.

Farallel Lines
" T~ \anishing Lines
_— --FFP. -\-‘-\-\-" L
Vanishing Line G
e
e,
___.l'"
e e,
-
o [~ o i
Vanishing Paint Horizan Line .

Paralbel Lines

TWO-POINT PERSPECTIVE DETERMINES PROPER ANGLES
Use two-point perspective to determine the proper angle, height and proportion of an

object. Notice that each of the buildings

horizontal limes recede to its vanishing point.

Vanishing Point

VIEWING PERSPECTIVE 1%



Drawing One-Point Perspective

In one-point perspective you only
determine perspective on one side of
the building., Notice the vanishing
point 15 on the right side of the box.

Place the Box

Draw a box on the horizon line.
Place the vanishing point on the
horizon line, Shift it to the right of
the center. Now determine the per-
spective of the box’s right side.

Construct Perspective

Drraw a vamshing line from the
upper-right corner of the box to the
vamshing point.

Finish Perspective

Decide the box length by draw-
ing a vertical line between the
vanishing line and the horizon hine
makmg it parallel to the nght side of
the box,

X PAINTING PERSPECTIVE

Where you place the vanishing point  box, the larger the angle you will
on the horizon line depends on what  have, The farther away the vamish-
degree you want your angle. The ing point 15 from the box, the small-
closer the vanishing point is to the ¢r the angle,
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Sizing Dramatic Angles

J Line With Perspective

=
]| 1| —
i —
1M i

"] o _ Vanishing Line

—— Paralkel Ling

— — I: I = I - | — - - = : ‘—
Hosizon Line Wanishing Poini

REDUCE DRAMATIC ANGLE
Move the vanishing point farther away from its object o lessen the angle. Here, the van-
iwhing point is far to the nght, giving the building a pradual angle.

Parallel Lines Lirse With Perspective

/

\
\.‘ Wanishing Line
\
\
.

Wanishing Point Harizon Ling

INCREASE DRAMATIC ANGLE
Mowe the vanishing point closer to the box o give it a sharp and dramanc angle.

SIZING DRAMATIC AMGLES 21



Placing the Vanishing Point

Choose the location of the vamishing
pomnt on the horizon line depending
on whart kind of angles you need.
The tollowing examples illustrare
some other varianons, The sky is the
limit, so experiment with different
locanions of horizon lines and van-
ishing poimnts,

—d_._;_.:_.____.—-—‘—'ﬂ EXPERIMENT WITH VANISHING
Horizon Line ‘anishing Point i)

£ POINT LOCATIONS
PRl L Morice that | placed the vanishing point on
-1 '.'I the horizon line shghtly to the right of the
A iy \ center of the table, By placing the horizon
) 1) line high above the back of the table, vou
' create the illusion of looking down on the
| vl-l"'i""- table, which makes it appear shorter. IF
P A vou move the horizon line and the vani-
\ shing point much closer to the back of the
Tabletop - P ; foding | |} table, it would appear much longer, as if
’ - [ ! vou were viewing it ar eye level, There are
o - / f 1 ‘ Tk many combinations so give them o try,
|

‘Wanishing Point
/ DETERMINE VANTAGE POINT THEN

pas Horizon Line

T ; PLACE VANISHING POINT

5% The location of the horizon hine and
vanishing point gives vou ditferent etfecrs.
This example is drawn from the perspec-
rive of siting in a chair looking across the
woaden floor, To find the proper perspec-
i ; tivee for a subject, hirse determime if you are

2 standing, sitting, or lving down, Then place

the horizon line and vanishing point

accordimgly,
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Haorizon Line

i . i

T L e,
T N -, B

S g

o T

DEFINE ANGLES WITH HORIZON

LINE AND VANISHING POINT

In this example of the boat dock, notice
that the dock is shifred far to the left and
angled toward the center of the drawing.
This leads the viewers eve into the center
of the drawing where | may add other
objects as focal poines. Also notice the
dock 1s elevated above the water so vou
can see the posts above and below the
dock. By painting the vanishing point far
to the right, | created a defined angle. By
painting the horizon line high above the
dock, 1 creared a vantage point as though 1
were standing on the ground looking
toward the dock.,

CREATE STEPS USING PERSPECTIVE
This example shows a front porch—very
similar to the wooden floor except | added
steps connected to the porch, The impor-
rant aspect to remember when drawing
these steps 15 to draw a horizontal line our
from the porch for the top of the first step
then draw a vertical line for the heyght of
the riser. Repear this for the next step back
ter the vanishing point, Now decide the
length you want the step and draw a hon-
zontal parallel line to the front of the siep.

PLACING THE VAMNISHING POINT 13



Applying Perspective

These are tour steps you must com-
plete before beginming your project.
1. Draw the horizon line. You can
put it high on the page, toward the
bottom or anywhere in berween,

2. Place your vamishing point any-
where on the horizon line.

3. Sketch vour object on the horizon
line, above it or below it.

4. Size the building.

DETERMINING PERSPECTIVE ON THE
LEFT SIDE OF A SHAPE

In the previous examples vou saw a
box with perspective on the right
side, Now let's see what it looks like
on the lett side. Draw the box any-
where you wanrt on the horizon line.
Follow the basic procedure for
creating perspective by adding the
vanishing point, vanishing lines and
the verncal parallel line at the end ot
the box to establish its length.

CREATING DIFFERENT LENGTHS
Move this line anywhere berween
the vanishing line and the horizon
line to create different lengths,
Notice | moved the end vernical line
on the left side farther out to make
the box longer.

M PAINTING PERSPECTIVE

Remember, the choices you make
decide the outcome of your project.
For example, if you determine the
perspective of a house on a hillside,
the house will be ser above the hori-
zon line; if you were on a hllside
looking down ar a house, the house
would be below the horizon, If vou
were on a flat plane, the house
would be either on the hornzon or
shightly above or below .

Vaanishing Line

Yanishing Point

Wanishng Ling

T
-

Parallel Lones

Paralle Lines

Horzon Line
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Perspective Above the Horizon

Try determining the perspective of a
box above the horizon, You use this
technique to create a subject sitting
on top of a hill as you stand ar the
base of the hill looking up at your
subject.

: . Draw Boxes Above Horizon

| - Line

| Place three boxes in difterent loca-
— tions above the horizon line. These
| ' boxes could represent houses sitting
) on a hill. Place the vanishing point
anywhere along the horizon line.

 Wanishing Point

Vanishing Lines Draw Vanishing Lines

Draw vamshing lines from the
corners of the boxes to the vanishing
peant.

Herizon Line Wanishing Paint

ish i
Vanishing Lines Determine Box Length

Decide how long you want each
box. Draw parallel lines to form the
final shape of the box. Keep in mind
that once you place the landscape
elements, vou won't see the bottom
of the house as you see it here,

Horfzon Line Wanishing Point

PERSPECTIVE ABOVE THE HORIZON 24



Creating Perspective Possibilities

Vanishing Point Haorizan Ling

___‘_"-.l'anrshing Lines

FIND PERSPECTIVE BELOW HORIZON LINE

If vou are standing on a hill leoking down on a house, your boxes will be placed below
the horizon line. Pur the boxes anywhere you want under the horzon line. Connect all
cormers to the vamishing point with vamishing hines. Decide the length of each hox and
draw the opposite horizonral or vernical paralle] lines.

Wanishing Lines

=

li

s

Vanrshing Point

/

Horizon Line

DETERMINE PERSPECTIVE COMBINATIONS

Another possibility is placing the boxes so they are parnially above and parmally below
the horizon line. The vanishing point can be placed anywhere on the horizon line depend-
ing on what angle vou want, Connect each comer 1o the vanishing point with a vanishing
linc. Creare the lengeh of cach box by drawing in the parallel lines.

J6 PAINTING PERSPECTIVE




Drawing Multiple Perspectives

NMow let’s ook at another perspec-
tive possibility, Imagine walking
down a road or pathway with rows
of houses on each side. The problem

with perspective here is that you
need to determine the perspective of
the right side of the buildings on the
lett side of the paintning and the lett

Howizon Line

Wanishing Paint

Honzon Ling

Honzon Line

Vamishing Point

Wanishing Lines

Vanishing Point

side of the builldings on the night side
of the painting. Accommodanng this
scenano may sound confusing, but
i's really quite simple.

Establish Horizon Line

First establish the horizon line.
PMace the vanishing point somewhere
roward the center. Draw the front of
two buildings.

Create Multiple Buildings

Determine the perspective on the
right side of the building by drawing
the vanishing line from the corners
to the vanishing point, Draw the
vertical parallel line to determine the
building’s length. Draw another box
behind the first one and repeart the
perspective process. Draw as many
buildings as vou want, Remember to
always draw the front of each buld-
ing first, then determine the perspec-
tive of their sides. For a balanced
composition, make each bulding a

shightly ditterent shape or height.

Finish Perspective

Repeat this process on the right
side of the vanishing point.
Remember, you can space the buld-
ings as far apart as you want and
shift them to the lefr or to the right,
Just make sure vou have determined
the perspective for all the sides so
they lead back to the vanishing
point,

DRAWING MULTIPLE FERSPECTIVES 27



Finding Perspective of a House
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DRAW A ROOF

Locare the horizon line, Locare the front of vour house
and draw a rectangle. Locate the vanishing point on
the right side of the box, Draw the vanishing lines
from all corners o the vanishing pomt. Draw a vern-
cal line berween the vanishing lines for the lengeh, For
the root, place & point at the center of the building
above the top line at the height where vou want vour
root. Diraw lines from the point down to the corners
of the building’s front, Draw a vanishing line from the
rot down to the vanishing point. For the correct
angle of the hack roofline, deaw a hine between the the
vanishing lines. Make this exactly parallel with the
frone roofline.

ADD DOORS AND WINDOWS

Repear the above steps to construct a house. Draw
doors and windows on the front of the building, Make
them parallel with each other Find their perspective
beginning from the farthest window or door from the
vanpshing point—in this case, the doon Draw one ver-
tical parallel line ar the height vou want the door
Drraw a vanishing line back to the vamishing point.
MNow, determine the door's wadth by drawing a vertical
parallel fine between vanishing lines. Determine the
number, size and location of windows, Draw a verncal
Iine trom the existng vamshing line the length you
want the window, Draw a vanishing line from the bot-
rom of the window to the vanshing point. Add maore
windows by finding the location of each one and
drawmnyg verncal lines between the vanishing lines.
Remember, as abjects recede mro the distance, they get
closer together and smaller.

ADD CHIMNEY AND PORCH

Complete the house in the above example. Determine
the chimney's lscation. Draw the front of the chimney.
From the top of the chimney, draw a vanishing line 1o
the vanishing point, Repear for the bomom of rhe
chimney. Decide the chimney's wadth and draw a verni-
cal line between the vamshing lines, For the porch
roof, draw the front roof line at any angle and length.
Then draw a vanishing line from the end of the
roofline to the vanishing point. This establishes the
proper angle for the tront of the rool. For the end of
the root, draw a parallel ling ro che frone roofline brom
the house’s corner to the vanishing hine, Now the root
has perspective. Repear this procedure tor the porch
floor, Then add the posts,



Haorizon Line

Riser Line  Vertical Ling

S=T Vanishing Lines

Wanishang Paoint

Vertical Parallel Line

DRAW STEPS

Draw the riser line for the top seep.
Determine depth. Draw a line from the
bottom of the riser to the vamshing pome.
DPecide lengrh of steps. Draw the back ver-
tical riser line. Draw a horizontal ling
establishing width of the top of the step.
Draw a line from the top step’s corner to
the vanishing point. You have the first
step’s angle. Dietermine the number of
addirional steps and repear this procedure
for each one.

DRAW SHIMGLES, SIDING, BRICKS
Dhecade how far apart each row of shingles
should be. Place a row of dors on the frone
of the roof for which vou have not deter-
mined the perspective. Diraw vanishing
lines o the vanishing point. Draw vertical
lines 1o establish shingle length, Use the
same procedure for wood siding. Place a
row of dots spaced aparr ar the desired
lengeh. Draw a vanishing line from each
dot to the vanishing point. Repear the sid-
g procedure for the bricks. Then draw

vertical paratlel lines establishing each
hrick's !:ngt]i-
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Drawing Perspective from a Photo

Atter vou have seen some technical
.1"‘1]1“.'1.'[‘1 il L:]‘L'.!I[:IT'IH I'f‘L'l""'ll'lﬂ.'L-[l'l-'t'._ 1

question almost always emerges:

existing photograph of a house or
butlding for which | am tryving to

determine the perspective? Let's look

Hi.l'n.'l.' Ll.liZI J l'ill.li!l".'l. 'l.'n-'l']i.'l'l'.' Loy sEATT '|-'|.'i|:i1 at '||It' 1n|lmv1'r'||.: l'?l.';lﬂ‘.ll_'lll.' fo Answer

the perspective process from an

this question.

- vanishing Linges

Hanean Line Uﬂnnahlng Paint

TRAMSFERRING A PHOTO
Take a photo and lay it on a piece of paper that is several inches larger than the phoro.

Take a prece of tracing paper and lav it over the entire surface, Draw lines with a ruler
following all of the angles of the house thar have perspective. All of these lines meer each
other at the vanishing point. After locating the vanishing point, draw a horizontal line
parallel 1o the top and bottom of the paper, across the paper through the vanishing point,
This will be your horzon line. Now transter this on a larger scale oo your canvas with the
vanishing point and honzon line. Begin adding any other objects.

Rool Without Pempective

Root With Perspective

Vanishing Lines

= — % ——
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Horizon Line Vanishing Paint

REVIEW STEPS

Listed below are all steps vou need to complete the drawing. Locare the horzon line.

Locare the l..1|1|\.|'|||'||.'_ L. Dyraw the feont of the house, Dieaw roof on the side that doesn’t
need perspective, Add perspective to the top of the roof. Add perspective to the bottom of
the ronf, Add PEFSPECTIVE T0 the borrom of the house, Diraw |_'.~:_|r.||||;f limes 10 eseablish the
hiouse's length, Draw windows and doors on the front of the house. Add perspective to
doors and windows, Add perspective to the chimney and shingles. Add perspective to the
porch roof, Add perspective to the siding. Add honzontal posts. Deaw the landscape,

N FRINTING FERSFELCTIVE



Drawing Perspective for a Still life

Not only is perspective usetul tor the
landscape painter, bur also still lite,
portrait and figure painters often
need to find the perspective for a
wooden table, floor or other interior
objects. We won't spend much time
here, but | think a short discussion
and an example will be helpful tor
some of vou who like to work with
still lifes.

Vanishig Point Howrizon Line
I
Ay

% A
|

| L vanishing Lines

CREATE PERSPECTIVE WITH WOODEN PLANKS

Derermine the perspective for a wooden rablerop or floor on which vou are going 1o place
a vase of flowers or bow] of fruit. Establish the location of the table by drawing its hon-
zontal back edge. Decide the angle of the wooden planks. Locare the vamishmg point based
on the angle of the boards, Place dots along the back horizontal edge of the table spaced
at whatever intervals vou wish. Draw vanshing lines through the dots back o the vanishing
paing and then o the frone of the able. Now vou have a tabletop with proper perspective.

DRAWING PERSPECTIVE FOR A STILL LIFE 3



Drawing Two-Point Perspective

Atter learning one-point perspective
principles you can now concentrate
on two-point perspective. All of the
same rules that you used in one-
point perspective apply in two-point
perspective. The only difference is

Draw Building

Only draw the front
corner of the buillding,
which is a vertical line
placed above, below or on
the horizon line, In this
drawing, | chose to place it

thar you need rtwo vanishing points
instead of one. In two-point perspec-
tive, you are finding the perspective
of two sides of the building. Let's
look ar an example of a simple
object with two-point perspective,

slightly below the horizon
line,

Determine Vanishing

Points
Once vou've placed the
building's corner line,
place the two vanishing
points, one on each side of
the corner line. The van-
ishing point locations

Harizan Ling

Wertical Comer of Baildng

dt‘pt‘nd on the size of the Manishing Point Harlzgan Ling

angles you want the sides
of the building to have.

12 PAINTING PERSPFECTIVE

Viertical Comer of Bullding
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Vanishing Lines

e R

Connect Vanishing

Lines
Draw vanishing lines from
the top and bottom of the
corner line back to the
vanishing ponts. This
gives you the proper per-
spective of the sides.

e,

Wanishing e
Point T s

—— -—
o]

Vertical Front Comer of Building

Vertical Parallal Lines

Wanishing
Paint

Determine Length

Decide how long you
want each side to be, then
draw verrical lines between
the vanishing lines ar that

— S |ength.

Wanishing
Paoint
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Using Two-Point Perspective

In this example you are going to find  refer back to these basic steps if you
the perspective of the building, roof,  ger confused. The next illustration s
doors, windows and sidewalk. The a fairly simple house with rwo-point
process tor hnding the perspective of  perspective. The only different aspect

these two sides 1s identical to the is a sidewalk on cach side of the
process used in one-point perspec- house. The process of finding the
tive. Instead of going all the way perspective of a house is described
through that process again, simply on page 18,

Comer of House

DRAWING A HOUSE

Find the cormer of the house, Draw the horizon line, vanishing peints and vanishing lines.
Find the perspecrive of both sides. Add vernical lines o create the length of the house, Diraw
the roof on the left sade of building. Find the perspective for the roof on the nighr side.
Add parallel lines for the end of the roof. Find the perspective of the door. Find the per-
spective of the windows, Add the back porch. Add the dormer. Find the perspective of the
steps. Find the perspective of the sidewalk, just extend the lines at the base of the house
ot as far as vou want to go. From the end of each line, draw vanishing lines back o rhe
vanishing points. This gives vou the proper length and angle for the end of the sidewalk.
Diraw the perspective for each sidewalk secnion back to the opposite vanishing point.

3 PAINTING PERSPECTIVE



Vanishing Lines
Vanishing Lines .

—-

- vanishing
— Point

Carmer of Windmill Harizon Line

DRAW WINDMILL

Let's tind the perspective of an old windmill. Locate the horizon line, Locare the corner of
the windmill, Locare the vanishing points, Draw the vanishing lines back 1o the vanishing
points. Because this windmill has three sides instead of four, you must determine the
angle of the two legs and draw them. Be certain they stay within the vanishing lines. To
find the perspective of the braces, simply decide the number and the distance apart, then
place dots on the front leg. Draw the vamishing lines back o the vanishing points. Locare
the back leg. For the back braces, draw vanishing lines from the point where the side
braces intersect the legs, back to their opposite vanishing points.

ENHANCING WITH PERSPECTIVE

Begin adding the details around the windmull to give it character. This is the complered
skerch atrer all the vanishing lines have been erased and details added. | added crosshrac-
ing, landscaping, a water tank and other miscellaneous objects, Some of these items don't
have perspective. However, since the fence recedes into the distance and is on the right
side of the windmill, it will need ro have perspective. Draw in the fence post that is next
to the windmull, Then draw a vanishing line from the rop of the post back 1o the vanish-
ing point, Now draw each post. Make sure each one stays between the vanishing lines
and ground. Notice how each post gets smaller and closer 1o rthe adjacent post.

USING TWO-POINT PERSPECTIVE 35






Country Peace

This should be a fairly easy one-point per-
spective project. | placed this bouse closer to
the foreground so it fills up most of the can-
vas. There is no doubt this old farmbouse is
the center of mmterest. In Oklahoma, we
have a wealth of great old farmbouses. You
might have some of these near your home.
They make great artistic perspective studies.
I recommend driving around in your area
and photographing old homes from differ-
ent vantage pomnts. Position yourself on
level ground, on a hill looking down or in a
E':.h"h'j.' ff:r;k.r'u:.; Hfr at the house. All u;"!.lr-‘{'::n’
positions give you many options to find the
perspective of the house. In this case, | chose
to stand in front of the howuse, shifted slight-
Iy right of center—meaning you can only see
perspective on the left side of the house.

This shouldn’t give you too much trouble,

but if you need belp, refer back to the front
of the book for some belpful tips.

Good luck!




I PAINTING PERSPECTIVE

Sketch a Farmhouse

In this one-point perspective
project, the vamishing poinr 1s ott the
canvas. It 1s helpful to pur an exten-
sion of cardboard or paper beyond
the canvas to draw the horizon line
and place the vanishing point. This
15 a common problem when vou find
the perspective for large close-up
abjects. Take vour no. 2 soft vine
charcoal and make a sketch of the
tarmhouse and landscape.

Paint Sky

To create the cheertul sky, mix
gesso with Ultramarine Blue and a
slight touch of Dioxazine Purple on
yvour palerte. Lightly wer the sky
with a hake brush and apply a fairly
liberal coat of gesso. While the gesso
15 still wet, paint a small amount of
Cadmium Yellow Light at the hori-
LT ||'|'|I': ﬂ"d h]tnnt i!l':l[ll.]t |1.;I“-'l.=.'.ﬁ:|.'
up. Begin blending the sky blue mix-
ture down from the top of the sky
until the light blue and light vellow
mixtures are blended rogether. You
should have a seamless blend
between the two mixtures. Feather
with crisscross strokes to achieve the

best blend.



Paint Background Hills

Mix gesso with a touch of
Burnt Sienna, Dioxazine Purple
and Ultramarine Blue, creating a
very soft gray. It may be slightly
on the purple side. The farthest
layer needs to be shghtly darker
than the horizon, Paint in some
irregularly shaped hills or moun-
tains with a no. 6 bristle brush,
Darken the same mixture by one
or two shades with a touch more
Ultramarine Blue, Burnt Sienna
and Dioxazine Purple. Paint the
layer of mountains closest to the
house with a no. 6 bristle brush.
Keep m mind that these moun-
tains have one purpose—to create
depth. Keep them simple so they
don’t compéte with the house.

Add Clouds

This is a fairly simple step.
Create a creamy mixture of gesso
with a shght touch of Cadmium
Yellow Light to just ont the gesso,
Load a very small amount of the
mixture onto a no, & bristle brush,
Gently scrub in some very soft,
'..l,'irrp}' clouds, These are not a Feature
and should not compete with the
rest of the painong. Keep them sim-
ple and soft.

COUNTRY PEACE 319
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Highlight Background Hills

For this basic step you need a
soft highlight color of gesso with a
touch of Cadmum Yellow Light and
Cadmiom Orange. Use either a no. 4
flat sable brush or a no. 4 flar bristle
brush to scrub in some soft high-
lights. Highlight the distant hills first
and then darken the mixture shightly
with Cadmium Orange. Highlight
the front mountain range and be
sure the highlights just lightly sug-
gest rugged mountains so they don'™
distract the viewer’s eve from the
center of mterest,

Underpaint Background Trees

Mix Hooker’s Green Hue with a
touch of Dioxazine Purple and gesso
to make a very solt grayish-green.
This value should be only slightly
darker than the last range of hills,
Add a group of trees in front of the

MOUNLAIN FANEE USIng a no. 6 or

no. 4 bristle brush. Be sure these
trees don't become too big, Thev are
just filler berween the backzround
and the middle ground.



Highlight Background Trees

For this quick step, mix Thalo
Yellow-Green with a rouch of
Cadmium Orange and gesso, The
mixture should be soft and light.
Paint the highlights on the top rght
side of each clump of trees with a
no. 6 bristle brush, Don't over high
light. Paint just enough to give them
a basic form.

Underpaint Background

Meadow
Mix Thalo Yellow-Green with a
touch of gesso. Apply the color fairly
thick in the area in front of the trees.
Then quickly add a small amount of
Hooker’s Green Hue with a touch of
Doxazine Purple ar the base. While
the mixture is still wet, scrub up the
lighter color first with a no. 10 bris-
tle brush. Follow with the darker
color and then scrub it up into the
lighter color. You have just created a
light and mediom value to set a
subtle contrast in the middle back-
ground. You don't need much
texture here.
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9Al:ld Background Tree Trunks
and Resketch House

Locare the house, Mix Burnt Sienna
with a touch of Ultramarine Blue.
Lighten the value with a touch of
gesso, Add enough water to create a
very thin ink-like mixture. Paint in
tree trunks with a no. 4 scripr liner
brush, keeping them fairly thin and
delicate. Remember, vou wall add
leaves to them later. Resketch the

house it vou have pamted over it.

1 OUnderpaint Road
The road s underpainted

with a combinanion of Burnt Sienna
mixed with touches of Dioxazine
Purple and gesso. Mix these colors
on the canvas instead of the palette
using a no. 10 bristle brush. Starting
at the back of the road, apply gesso
with touches of Burnt Sienna. Use
:i.l'lurl!, Lh‘lll"l"?' |'|:|f:li'l:|l'|”'|[|iE H.I_'rill-;;";.. .'.1."!;
_"l'”l.l COame r.l:lrw:]ni. .'Il;,l.l.i TTRCRNE H'l_lrr”
Sienna and rouches of Dioxazine
Purple. Continue adding more Burnt
stenna and Dioxazine Purple unnil
vou have a fairly dark ftoreground.
Notice the road is darker on the

right side, with a choppy texture,



1 Underpaint House

Create a gravish mixture of
Burnt Sienna, Ultramarine Blue and
gesso, Then use a no, 4 bristle brush
and block in the dark side of the
house first. Slightly hghten the mix-
ture with a small amount of gesso,
ﬂ”d |:T|I::ll.'|1'., 11 thl,' r::n:ﬂ, Nl'l'“.' |i:.i'_|'||{"||
the mixture more and block in the
tront of the house. Clean up the
|'|‘|H.]"|{‘ h'l. hl!r:1:|;|.-'.|"|[l'|]|[||.', :'Ill INTErior
and exterior lines. Fill in any rough
edges on the house with a no. 4 flat
sable brush. Darken the mixture and
hlock in the doors and windows,

1 Detail House

Mix pesso with a very shght
rouch of Cadmium Orange.
Drybrush vertical and horizontal
strokes with this mixture to suggest
old weathered boards, Use a no, 4
flat sable brush. Repeart tor the roof
tor suggest shingles. Paine a few dark
cracks with a mixmure of Ultramarine
Blue, Burnt Sienna and a touch of
pesso, Add as many details as you
want using a no, 4 script liner brush,
Now add a touch of Dioxazine
Purple to the dark mixture and paint
the overhang shadows. If vou want,
light the windows using layers of
Cadmium Orange and Cadmium
Yellow Light, Determine how you
want to finish the house, The sun s
coming in from the righe, so the
right side of the house should be
lighter, Don't paint too solidly when
|.|r:|.'|'-rl.|l|h|l1}: ||H|11{'r ';,'U]‘III"'H.: ||.'| SOMe
I'|‘1 t!'ll.' |1.t-..'1.'gl‘l::-lli|.|.|. :'rhl.l"'.":' T“I".JI.II."II ﬂ]'.'
brush strokes. Have tun, but don't

owver-detail.

COUNTRY PEACE 43



1 --'i'?a

1./

i
L

1 Underpaint Middle and
Foreground Grass
Use lots of pamt with this step
Beginming at the wop of the fore-
I..'_I'IH.]I'I1.1.| |.1'FII:".JI ITl I II.IlII 1:|'I.'|]H"|'|.'
Cereen and rouches of Cadmium
Yellow Light with a no. 10 bristle
brush. As vou come forward, add
Hooker's Green Hoe and touches ot
Burne Sienna. Add Dioxazine Purple
to the mixture when you arrive at
the immediate foreground. Work
quickly because the colors must stay
wet. Remember, the pamt mixture
I!l:'L'i.]"-. [{4] t"-l.' ".l."r:n-' ||'I|I.'I‘i. :""'-:II'-.".' E."‘L'IE'IIT'I Al
||!'i.' [HF"‘ |.|"|l:'l .Hll.j |1||ht'| ||'IL'-..U.:'::IF |.]|'|
with a no. 10 bristle brush. Then
waork vour way down, pushing each
laver of color up against the previ
LIS L1||||r [0 Creane a '|'.'II"iL'r:| il !_'||'i'|‘-"1

and bush-like formarnons.

1 Highlight the Road

Derarl the road with a no. &
bristle brush. Mix Cadmium Orange
and BEss IO O Creamy Consistency.
Highlight the road using short, chop
py horizontal strrokes beginning at
the top. Use small amounts of the
mixture. Don't blend too much
because vou want a !I'lll,]:l_'l"l textare,
Let much of the background show
through vour strokes. Make a path
|I'|'l (H) ||"Ii' ill.:ll.l'ﬂ,' |::"l. .II.|I.|I:II:.'I SUHEI tan-
]'l- ||'III. L H'II'Il]-i.]f.Ll.'h L ||]l:' t .1L1I1IIIL1II
Orange and gesso mixture, Block in
the ruts wirth a small amount of
Burnt Sienna and Ultramarine Blue,
Keep them smudgy.



1 Add Leaves

Creare a mixture of Hooker's
Gireen Hue, a small amount of Burnt
Sienna and enough gesso to highten
the value. Drvbrush in leaves by
barely skimming the surface of the
canvas with a no. 6 brstle brush. Be
sure these trees have good negative
space around them and thar they are
fairly open so the viewer’s eve can
easily move around the leat torma
nons. Make sure some of the back

8 FI.Ir'II.I '-.|'|1|'|'|."‘-. []I'IH':IL',]I.

1 6High ight Middle and
Foreground Grass
"ick any color or color combimation
as long as it complements the color
scheme. Mix the colors to a shightly
creamy consistency. Load a small
amount of the mixture onto a no. 10
bristle brush. Paint the highlights
with Light, carctul strokes, Caretully
judge highlight placement. Negarive
space 15 your best friend, so keep
most of the brighter highlights
roward the middle of the tore
ground, Use vour creativity with this

Step.

"DOUNTRY PEALCE 4%



i

PAINTING PER

TIWE

1 Add Miscellaneous Objects
and Highlights

Creare fairly dark-gray mixture of

Burnt Sienna, Ultramarine Blue and

a slight touch of gesso. Use any

brush (I recommend the no. 4 round

sable brush) in this step. Block in the

tence posts, old rain barrel and any
other objects you wish. Adjust the
values of each object based on its
location. Now add highlights o
IJ'l.I'."'l'i.‘ ||‘|:1|I;,"~:1:'\ "."r'lth | l'.|,l'|'|"'¢|__||l'll;,' 'IT'Ii"'o;'
ture of gesso and shght touches of
Cadmium Orange and Cadmium
Yellow Light. Highlight each object
apain based on its location and the
effect you want it to have on the
paimnting,.

1 Snetail Road With Rocks
and Pebbles
Mix gesso with a touch of Cadmium
Orange into a creamy Consistency.
Paint small smudges with a no. 4
round sable brush to suggest pebbles
and small rocks along the edge of
the road. Add many to make the
road look fairly rocky. As vou come
|'.l'|r"|'l.'.,| r|.| IECn [i'll;,' l,,LI rL‘ F'Idrr ﬂ:lr. l.';'ll._'
I'ﬁ:ln.'llij.. -.,!-lrl-::‘r'l rI"IE,‘ mxTure I||'|'||'I"| 5 |
"'.IT'I.I“ AIMount Il'r. H'||r|'|[ "III.,'HI'L'I |'|'|'||;,|
|.||[|:':3|r1!-|.l‘lr1i.‘ H‘l'lll.'. -ﬂ‘u'-. Hr"-"i'"ﬁ rlfll'.'
details a sott grayish tone; they don't
need ro be as bright in the immediarte
toreground.



1 9Add Miscellaneous Details and Highlights

You have many options here: You can paint flowers with pure color. Detail taller dark

and light weeds with a no. 4 script liner brush. In the front corners, add some gravish dead
bushes o act as eye-stoppers and to add contrast to the dark corners with a no. 4 bristle brush.
Also add a bird or two fHlving in the distance, the wire on the tence and a few more details on the
house with a script brush. These details hinish this painting well.
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Hilltop Retreat

Unlike the previous pamting, in Hilltop Retreat,
this bouse is sitting on top of a bill in the Osage
bills where 1 live. The house’s location adds a
tiist to the perspective. Sitting well above the
horizon line, the house creates a common per-
spective problem. The vantage point is in a val-
ley looking upr at the house, which sits left of
center. From this perspective, the angles of the
rooflines are extreme, and more of the under-
side of the roof overbangs are visible. This is a
one-point perspective problem because you can
only see one side of the house, Another interest-
ing aspect of this house is its irregularly shaped
addrtions. Add as many lean-to sheds, extra
doors, windows, chimmeys and posts to the
building as you wish, Have fun experimenting

to create interesting perspective.




50 PAINTING PERSPECTIVE

Sketch Basic Perspective

Make a rough sketch o deter-
mine the perspective on the nght
side of the house using no. 2 soft
vine charcoal. Draw the roofline at
an extreme angle. Place the horizon
line below the bottom of the house's
hilltop location. Place the vanishing
point to the right, but still within the
boundary of the canvas.

Paint Sky

Believe it or not, this entire piece
15 painted with Cadmium Yellow
Light and Dioxazine Purple, with
gesso to change the value, Apply a
liberal coat of gesso o the canvas
tor the sky, using your hake brush.
Then blend pure Cadmium Yellow
Light all the way 1o the top. While
TI'“." ATV AN i"l “'.11” wel, .!I,.ll.i [J“il:ii'h':i['ll.'
Purple to the top of the sky. Use
large crisscross strokes to blend the
color downward unril it fades into a
soft color at the honzon.



3Paint Clouds and Background Trees

Norice these clouds are soft and feathery, You accomplish this by mixing gesso
with Dioxazine Purple and Cadmium Yellow Light. Mix the value slightly darker than
the sky. Scrub in these clouds using a no. 6 bristle brush. Now darken the color mix-
ture used to make the clouds with a touch more Dioxazine Purple. Feather in distant

trees so they have a soft edge using a no. 10 bristle brush. For the trees just behind the

house, darken the mixture wath a little more Dhoxazine Purple and Cadminm Yellow
Light, and scrub in a broad group of trees using a no. 10 bristle brush.
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Underpaint House

Mix a base color of Cadmium
Yellow Light, Dioxazine Purple and
a lirtle gesso to create a midtone.
Underpaint the left side of the house
with your no. 4 tlar bristle brush.
Use long vertical strokes, Add a lirtle
more gesso to the mixture and block
in the root. Add more gesso to the
front of the house, Next mix
Dioxazine Purple and Cadmium
Yellow Light to create a dark value,
Don't add any gesso. Block in the
doors and windows with your no, 4

flat sable brush,

Detail House

Add more gesso to the under-
painting mixture you used in step 4.
I.':h'lli_l. il "lf'll.l” ERRERINEN] 'i:l1 tE'IL' mxture
on the tp of a no, 4 flar sable brush.
Now, drybrush long verncal strokes
on the side of the house to sugpest
WY L'i:ltill.'rl..'IJ 'h"-'li:lli:lln.l. I.."'-I.' ||L'|]|! |"-H.':ﬁL|:I'L‘
so some of the backeround shows
through, Mix gesso with a rouch of
Cadmium Yellow Light and dry-
brush this on the tront of the house
and roof to suggest sunhght hitting
the side. Use vour creativity to pam
different ettects. Drybrush a darker

value to the shadows that ||u'r!1.|r1!_-,.



6Underpaint Hillside

For success in this step, work quickly and use thick paint. Apply a thick layver of
Pure Yellow along the top of the hillside with a no. 10 bristle brush. Add more thick

paint as you move into the middle ground. Add Dioxazine Purple to create a midrone.

[hen add more Dioxazine I"urplu 15 viou come forward to create a dark valoe, The
canvas is stll wet, so work quickly. Wipe the excess paint trom yvour brush and begin
at the very top of the hillside, moving across the lll and then down until you have a

[I.'_‘-.:II_IFI_'1_1 ]'I[”"\'u._l!l.' [l‘l.hl;[ |:|.H. |I!,:|I1.. I!II_'-ijII.Ir'I:I .I1Il.|. I.Ii'll'i-.. "..IlLII."-..
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PERSPECTIVE

Paint Background Tree Limbs

This should be a fairly tamiliar
step by now. Create a slightly darker
value than the second laver of back-
!,EI'IH.I['Id Irees. ."'n._|.|._| r."ul][}' -I'lr. water to
r!L.th |.|'|1.' I""'il!lﬂ il]l\. |Ikl.!- ]F.IIHII m rrée
limbs along the top of the hill with a
no. 4 seript liner brush. Create depth
by changing the value of some of
these trees. Avold making the area

to0 busy,

Underpaint Rocks

Create a dark mixture ot
Dioxazine Purple and Cadmium
I'!l'.l.'|||.|'||"|' I. I:'_'||'|T: I}i”:\..‘-".ll]'..' III.II"]'\"!'..' 15
the dominanr color. Block in a col
lection of rocks scartered throughout
the hillside using a no. 6 bristle
brush. Vary the sizes and shapes.
Owerlap the rocks so the neganve
space creates good eve flow, Pani
the larger rocks roward the center of
the hillside and the smaller rocks
LII::I";'.I.'I' fin ti'll.' ||I::|1|'\-|.|.' .|'|||.| Il rhﬂ' fore-

ground.



Highlight Rocks

Mix gesso with a lirtle bit of Cadmium Yellow Light and Dioxazine Purple. Don'

mix a bright highlight ver—this should be a midrone. Highlight the side of each rock
with vour no. 6 or no. 4 bristle brush. Make sure to drybrush the highlight. Don'
leave a hard line where the dark and light sides meet each other. Try short, choppy

4l I'I.F|-:.1.':'~.
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1 Paint Grass Around Rocks

It vour rocks appear to be
floating, pull up the grasses rall
enough to hide the botrom of each
rock, Use a no. 10 bnstle brush and
the same colors viou used for the
underpainting of the hillside. Mix
the colors accordingly, to march
their location on the painting, Make
the mixture a little creamy,

1 Enhance Rock Highlights
1“;”".5-' :l-‘llll dAre r:‘.uh [ ..H,]lal
sunlight. Mix gesso with a touch of
Cadmium Yellow Light, Make the
mixture fairly creamy, Drvbrush on
a thin layver of paint with your no, 4
or no. 6 bristle brush. Ler dry.
Repeat this step one or two more
nmes until vou are sanstied with the
mntensity of the highhight. It won't be
necessary to ¢nhance the entire high-
light, just add spot highlighrs to

accent the rocks.



1 Highlight Hillside

Have fun with this step. Make two light highlight mixtures, First max Puore

Yellow with a little water to make it creamy, Then mix Cadmium Yellow Light with a
hittle gesso and warter to make it creamy. Now, begin painting in highlights with vour
no. 10 bristle brush. Scatter them throughourt the light areas ot the hillside and use

I.'I'H_'TI'I 0 SLEERESE |:'I-I.'I'-.|'I.I.,"1 .'lIHj |'ITII'1-|"I 11 rl"|1.' ‘-.\IfFIIIII'I-i.]IIIH‘-\.
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1 3A¢centing House Details

Add all of the miscellaneous
l;.il'.'[.'l]l"l-- P.'I]I]' ||“" \.T.II_'L;"\ .Illl.l |]||"~L'E'r'
laneous dark areas using the no. 4
I.||.|.|.. 1LY, '+ |'”|H|.'.|. .'Illl.l TALY, "'1 h-;.'ri|ﬂ
liner sable brushes. Experiment 1o
see which brush works best for yvou.
Use a dark mixture of Dioxazine
Purple with a rouch of Cadmium
Yellow Light. Accent the higheer
arcas with a mixture of gesso and a
touch of Cadmium Yellow Light.
These old houses are grear fun o

play with, so enjov vourself.

1 Add Fence Posts and
Landscape Details
Add warter to the same mixtures you
used in step 13 to make an ink-hke
consistency. Add the raller dark and
hght weeds with vour no. 4 scripe
liner brush. Then add the dead bush
on the lefr side as an Cye-stopper.
Paint in the fence posts, wire and
bird with the no. 4 round sable
brush. Use the hghrer hghlight tor
the fence close to rthe house, Pamnr in
|.|"H.‘ ‘-lI!J'!-.:l:"'lril"lll i W III.H!H'\".L'I"“‘
throughout the hillside with Pure
Whare.



1 Add Final Highlights and Additional Weeds

Create ink-like mixture of a dark value such as Hooker's Green Hue and Dioxazine

Purple and paint in some tall weeds in the foreground and around the fence posts and the edge
of the road using a no. 4 script liner brush. Lighten the same mixture with a rouch of Thalo
Yellow-Green and gesso. Paint in some highter tall weeds in the immedhate toreground. Brighten

dull areas |1:..' dr,\l.'._F.hnu 1T SOme puire collors with a no. 4 round sable brush,
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Evening

Shadows

This painting is fun to complete with its beau-
tiful fall colors, late evening sunset and strong
cast shadows. There also is a perspective prob-
lem to solve. In this paimting, there are two
buildings sitting on top of a slight bill, one on
each side of the road. This 1s a one-pomt per-
spective problem because you are finding the
perspective on only one side of each building.
Remember, you can bave several vamishing
points in one-point perspective, if vou have
several buildings that are not in line with one
another. So sharpen your pencil and have fun
with this perspective problem. Don’t be afraid
to move the bwldings around slightly to exer-

cise your artistic license,




fd FPAINTING PERSPECTIVE

Paint Sky

Paint the sky with a liberal coat
of gesso using a hake brush, adding
a small amount of warter 1o make a
creamy mixture. Add a small
amount of Cadmium Yellow Light
and Cadmium Orange at the hon-
zon. Blend up to the top of the sky.
While the paint is still wet, blend
across the top of the sky a mixture
of Ultramarine Blue with touches of
Dhoxazime Purple and Burnt Sienna.
Use choppy, slightly angled vertical
strokes to work vour way across the
canvas from left to right, suggesting
a semi-cloudy or stormy sky.

Make Rough Sketch of

Landscape
This 15 a very simple step. Make a
very rough and loose skerch of the
landscape’s basic components using
no. 2 soft vine charcoal, Don't find
the perspective of the houses yer—
you will do that in step 7.



3Llr1derpaint Background Hills
There are two layers of hills
here. Paint the background layer
with a mixture of gesso and touches
of Dioxazine Purple and Burm
Sienna. This laver s slightly darker
Thﬂﬂ r1-|‘rr1r|.1| I"I'.'.'I.'.!II!'I-'L‘ 1t i:"a |i.'|.'[ﬂ." .I'”‘ =I1L'
evening. Block in the trees with a
no, 6 bristle brush. Give it a fairly
rugged shape. Take this mixture and
darken it slightly with a lirtle more
Dioxazine Purple and Burnt Sienna.
Block in the next

aver with the same
brush. Make it fairly rugeed.

Highlight Background Hills

Create a mixture of gesso with a
touch of Cadmium Orange.
Drybrush some simple, soft high-
lights to the most distant layer of
hills with a no. 4 flat sable brush.
Add a bit more Cadmiom Orange to
the mixture and highlight the closer
layer of hills. There 15 not much
highhghting vou need to do here.
The main tront peak 15 sigmibcantly
brighter because the sun is coming
trom the left side. Notice the larger
dark pockets of negative space on
the night side of each haghlight.
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Block In Background Trees

Ciive the trees a rich brownish
tone with a mixture of Burnt Sienna
and a small amount of Dioxazine
Purple. Add the amount of gesso vou
I:Il'.'!‘."'IJ [ ..t'i.'I'II\'."'. i | 'r'.lllIL' ”1.11 15 |.|.1rl-;-':r
than the background hills. Scrub in a
collectnion of trees with a no. 6 ar
no. 10 bristle brush, Be sure each
tree has good negative space, Notice
the larger trees are locared closer o
the outer edges of the painting, cre-
ating an area of transition between
the background and foreground.

GHighIight Background Trees

Highlighr the background trees
with a mixture of Cadmium Yellow
Light mixed with a touch ot
Cadmium Orange and gesso. Adjust
the color to fir vour taste without
making it too bright. Carefully paint
on the highlights with a no. & bristle
brush. DDon't make the highlights too
sohid, keep a simall amount of the
background showing. This gives the

trees a three-dimensional ethect,



Find Perspective of Buildings

Place the vanishing point on the midground berween the two houses. Both houses

LISE TI'II_' SAITE '|.'.'|i|r‘-.:l1lll§: ]'IEJJITI. J'I]II.l [II'II.' |IIL'I"'1‘|'|L'-L|.I".L' af fl'lt' I.L'!T H'..l'.. for 1|'|'..' |'||||.|'\':.' (¥ rl'“.'

right, and the right side for the house on the left. Reference this procedure on page 27
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Underpaint Buildings

Create a mixture of Ultramarine
Blue, Burnt Sienna. a touch of
I}illl"u!i"ll'lli_' |'|.|r|1|1' ||'|II.| 1,'1'|IH.IL'.|"| j;'l.,"h'\“
to create a soft, nch gray rone. Block
in the buildings to establish therr
shape. Give them a good base tor
vou to highlight and degail later.
Don’t worry abour the direction of
the sun vet. Use a no. 4 flar sable
brush, no. 4 round sable brush and
possibly a no. 4 bristle brush, Mix
together Burnt Sienna, Ultramarine
Blue and a rouch of Dioxazine
Purple for the dark areas of the

L|||-I'|I"'-. .'Illl.l 'w.".'if'lL]‘IH"."u

9Underpaint Road

~'l1|"'|. I!HIII'I[ "';-IL'I'II'I..L BUSSL) .I:IE'.'. It ]
touch of Dhoxazine Purple on vour
canvas. Add a rouch ot Cadmium
COrrange ar the back of the road.
Block in the road using short, chop
py, overlapping horizontal strokes
with a no. 10 brstle brush, Don'
worry about the direction of the sun.
Just underpaint and create some tex-

fure reo '-nll|_'i!.'i|."1| l.ilrl.



1 Underpaint Grass

Use very thick layers of paint in this step, and work quickly while the paint 15

still wet. Use a no, 10 bristle brush. Paine the grass on only one side of the road at a
rime: this will give vou blending time. Beginming ar the top of the hillside, lay on
Cadmiom Yellow Light with touches of Burnt Sienna and Cadmium Orange. As you
come forward, add more Burnt Sienna and touches of Dhoxazine E'|:||'|1|-'.' ro darken rhe
corners. Beginning at the top of the hill and working your way down, push each color
up over the previous layer with a no. 10 bristle brush, Repear until vou have a highr,

middle and dark value, creating a three-dimensional hillside.

EVEMNINE
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1 Highlight and Shadow the
Road
In this step, the highhghts and shad
ows of the road tall in line with the
direction of the light source. To
shadow the road, mix Burnt Sienna
with a rouch of Dioxazine Purple ro
a creamy consistency. Begin adding
the shadows on the letr side of the
road with a no. & bristle brush.
Work them out 1o the muddle of the
road. On the right side of the road,
mix gesso with a rouch of Cadmium
Crrange. Paint short, comma strokes
along the edge with the same no. 6
bristle brush. Then flatten the stroke
out to a short choppy horizongal
stroke, gradually working vour way
out toward the center of the road to
the shadow. Blend the two values
together with short, choppy honzon-
tal strokes where thev meer in the

center of the road.

1 Highlight Houses

Highlight both houses the
same way. Use vour creanviry to dry
brush strokes suggesnng weathered
wood. Mix a base sunshine color of
gesso with a touch of Cadmium
Orrange. Don't hesitate to change the
value and color for each side of the
house, Simply drvbrush on a facade
of old boards and shingles on the left
side. Then darken the muxture and
drvbrush rhe sugeestion of boards
on the shadowed side, Detail cracks
and other dark areas with a mixture
of Burnt Sienna and Ulrramaring

Blue using a no. 4 scnipr liner brush,



1 3 Highlight Rocks and Pebbles

Mix a base of gesso with a rouch of Cadmivm Orange and Cadmium Yellow

Light. Paint in the small rocks and pebbles with a no. 4 flat sable brush. The secret is
o use a very small amount of paint on your brush. Keep the paint’s consistency thin
and glaze-like. As you come forward into the front of the road, darken the mixture
shightly by adding a small amount of Burnt Sienna and Dioxazine Purple. The rocks in
the foreground are more shadowed. Try switching o a no. 4 round sable brush tor the
'-.I'II.'I.:II_'F I._"..'E"'I"'lL""i. I'!'.-.,"'['I:II._'I'I'I]"'I_'I' ECY OB I_'r||'|'|"' rhl_' LR’ fll.,'k'-. ._III.-.\_E '|"'I.'|'||'|II."‘-. O create '..l::l'||||r||.||1:| .!I'II.‘I
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1 Highlight Grasses

|]I!I:‘1 [L'-..ll[lll.|lll' '|'|.IH'I'-Z'\ '-.".'I.'I] | I
brighten the grass by adding high
||_1.',|'|[~1, Howers o accents, Load on a
no, 10 bristle brush a mixtare of
Cadmium Yellow Light and
Cadmium Orange, or Cadmium
Yellow Lighr and Pure Orange. You
can also use just the pure colors tor
the various accents. Also add a small
dImomnt 1|r- fEss0 [ I,'|1|_"-.|.'
IIIi"-Ztllrl."‘-\. il fi'illr want o II'I..ELII.' ||'Il:,'['||
appear brighter. Pamt the highlighes
A VElTNLYLES i:'i'lL.'Iti-:lll"-. ||'||'-I'l||:.'_|'|l?|.|r ||EI.'
sunlit areas, Use a light touch to
ensure the highlighes are not oo

solid,

1 Paint Large Tree

Use pure Burnt Umber in this
step. We don't use Burnt Umber
much, but it works well tor this tree.
Mix Burnt Umber and warter 1o an
imnk-like consistency. Paine i a well
shaped tree with a no. 4 scnipt liner
brush. Make it bill the lehr side.
Notice that the tree actually poes off
the canvas at the top and side, Be

sure you overlap the rree limbs,



1 6Find Perspective of Fence Posts

Since the fence posts are aligned with the sides of the houses that have perspec

tive, they use the same vanishing point. Locate the first post in the toreground. Skerch
it in proportion with the foreground. Now, draw a vanishing line from the top of the
post back to the vanishing point. Simply sketch in each post berween the vanishing line
._1|'||,| [|'|-;_' _|_',r||u||..| Hl,'n;.]l.l'-.-:' thl."\l." |'I-:'l*-.1*-. are |H|.|1.|-;.'1I iTh I|I|.' Brash, [!'IL'I".' 15 1M I'II;.'L'IJ o ﬁl'lL'
their perspective at the bottom. As the posts recede into the distance, they get closer

together.
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1 Paint Fence Posts

Load a creamy mixture of
Burnt Umber and warer onto a no. 4
round sable brush. Painr in each
post, making each one a litle differ-
ent trom the others, These are old
POSES, S0 make them a little crooked
and rough. As the posts recede into
the Lll"".[.'IIILI'.. ||'||:_'I rvalue |'|-:_'|.1||'|'|-._'-1.

slightly highter.,

1 Add Shadows

Caretully drybrush the cast
shadows on the road with a mixture
af Burnt senna and Dioxagine
Purple. Add enough water to make it
creamy. Load a small amount onto a
no. 4 Har sable, or trv any other
brush vou like and add the shadows.
Cast shadows always follow the con
tour of the land. Be sure the shad-

ows have very soft edges.




1 Final Details and Highlights

Add a few tree limbs behind the houses and a tew brighrer highhighrs

on the grass. Some light-colored weeds thar contrast against the darker back-

ground are a great accent. Highlight the fence posts and add the wire. The
highlight 1s a mixture of gesso, Cadonuium Orange and Cadmium Yellow

Light. The wire is Burnt Umber thinned with water. A few birds and flowers

are nice. It's possible that some brighter highlights will be needed on the sun-

lit side of the houses.
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In Need of
Repair

Now that you have worked on a fewe one-point
perspective problems, let’s look at a scene with
tro-point perspective. This windmill requires
trwo-point perspective because you are finding
the perspective of both of its sides. However, the
barn tn the background only requires one-point
perspective on its left side. Notice how the barn

and windmill sit below the horizon.

Here, we bave a late fall weith a light snow. This
makes a great combimation of contrast, texture,
light and shadows. The value changes in the
painting are important because they create the

contour of the snow and atmosphere.

Painting snow is one of the challenges of land-
scape painting. This painting will challenge you

in several other ways as well.




6 PAINTING PERSPECTIVE

Paint Sky

Draw an uneven line separating
the sky from the ground using no. 2
soft vine charcoal. Apply a liberal
coat of gesso across the entire sky
with a hake brush, While the gesso is
still wet, paint Cadmium Red Light
across the horizon, Blend all the way
up until the sky is a soft pink, While
the sky 15 stll wet, paint Ulcramarine
Blue across the top of the sky and
blend down untl the sky is tairly
well blended.

Underpaint Background and

Sketch Landscape
Mix gesso with a hine of
Ultramarine Blue, a touch of Burnt
Sienna and Dioxazine Purple. Adjust
the value shightly darker than the
skv. Feather this color o the back-
ground with a no. 10 bristle brush,
s0 you have soft edges. Instead of
detailing trees, create a soft back-
ground for depth and a snowy
atmosphere effect. Scrub fairly hard
to soften the edges. Sketch the land-
scape under the sky.



3Paint Background Trees
Shehtly darken the mixture you
used in step 2, and thin it to an k-
like consistency, Paint a collection of
tree himbs with a no. 4 scripr liner
brush. These are small, distant trees,
501 ill!“‘l’ I'F'Iﬂl:‘l..' 1]'“.'"':1 [LR1E] I“F“ d:lrL L
busy, They shouldn't compete with
anvthing in the painting.

Find Barn Perspective

The horizon line 1s below the
base of the barn. The vamishing
point 1s located far to the lett and 15
dictated by the angle or pitch of the
roafline. Here the roof angle allows
the vanishing point to stay within
the boundary of the canvas. If vour
roof angle is less steep, vour vamish-
ing point may be aff the canvas. You
then add an extension to draw the
perspective. Complete the perspec-
tive atter locating the vamshing
point and horzon line,
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Paint Cedar Trees

Mix Hooker's Green Hue with a
touch of Dioxazine Purple, Burnt
Sienna and enough gesso to change
the value to hir your pamnting. Pamne a
collection of cedar trees just behind
and slightly to the sides of the barn
with either a no. 4 or no. 6 fat
bristle brush. All the trees overlap
cach other, but they have their own
shape with iteresting pockets of
neganve space around them.

Underpaint Barn

Mix Cadmium Red Light with a
touch of Burnt Sienna, Ultramarine
Blue and gesso. This 1s an old
weathered red barn, so the under-
tone must be fairly warm hue. First
paint the dark side of the barn,
using a no, 4 or no, 6 fat bnstle
brush. Block in the hghter side of
the barn, adding ¢ven more gesso to
the mixture. Block in rhe root

adding more Ultramarine Blue and
gesso to the mixture. The under-
e painting tor the roof needs to be
’ more gray since it 1s going to be
/ covered with snow. Paint the doors
and windows with a mixture of
’ : ~ Ultramarine Blue, Burnt Sienna and
[Moxazine Purple.

8 PAINTING PERSFECTIVE
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Detail Weathered Boards

Mix a base of Cadmium Red Light and gesso into a pinkish color. Drybrush a
tacade of weathered boards vsing a small amount of the mixture on a no. 4 tlat sable
brush. Paint the boards in any direction since this is an old patched barn. Allow some
of the background to come through, so the boards look old and weathered.
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Underpaint Snow

Work out all your frustrations on
this step. Begin applving gesso to the
snow arcas of the canvas with a no.
10 bristle brush. As vou move across
the pamnting with eSSy, mIX on the
canvas Ultramarine Blue and rouches
of Dhoxazine Purple and Burnt
cril‘.'l'l”.l 'ﬁ"."]|h 'I-'L"l'?.' lﬂ:l”h'l.'.. u:llnrp,.mlﬂ'ti
hTI‘HI{un. Thr ChY L'T-Ill |_'11|[rr i"l | "l-'l'l”.
gravish-purple. Show lots of brush-

srrokes,

Underpaint Foreground Banks
The banks are a rich, warm
:|1rn1.".'r:. ..'l-!'l\. Tl'l]'-l Ll rlur 2008 O HHFIIT

Swenin, [hoxazine |'LJr]'i]:' and a
small amount of Ultramarne Blue,
Make large comma strokes with a
no. 10 bristle brush. Paine thick
enough to cover the canvas. Texture
the top edge of the banks fairly
roughly.



1 Find Perspective of Windmill Base

This requires two-point perspective. Refer back to the front of the book o

reference this technique. Use the same horizon line from page 35. Locare the center
leg of the windmill and draw a vertical line. Put four or five dots on the front leg,
spaced as far apart as vou want the braces to be. Locare the vanishing points, one far
to the left and one far to the right. Find the perspective of the braces by drawing a
vanishing line from each dot back to the vanishing point, Draw in the other two legs,
PMlace them to your preference.

I MEED
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1 1 Underpaint Windmill and
Tank
Mix Burnr Sienna, Ultrramarine Blue
and a touch of Dioxazine Purple to a
creamy consistency. Add some gesso
1o change the value and water to
lighten the texture. Block in the
windmill with a no. 4 flat sable
brush. Don’t hesitare to swirch 1o a
no. 4 round sable brush for some of
the smaller areas, Block in the rank,
The left side of it 15 a lictle
than the right side. The inside of ¢

ighter

e

tank 1s the dark value.

1 Highlight Snow

Mix a creamv combination
of gesso with a hint of Cadmium
Creange. Scrub on this frst laver of
highlights with a small amounr of
the mixture using a no. 10 bristle
brush. Allow some of the under-
painting to show through, leaving
VEATOIs rl“L'kﬂ.'[h al 'Ill"].."flll'l'l_" Hrl.'ll._'l_' 18]
give the snow contour and the sug-
gestion of dritrs, These pockers are
also a grear place to put the clumps
of grass, which vou will pamnt in the
next step.



1 3A|:Id Clumps of Grass
Create a creamy midrone out of Cadmium Red Lighe, Ultramarine Blue and

gesso, Pull up clumps of grass scartered throughour the middle ground, using an

upward dry rush stroke with a no. & bristle brush. Make the clumps
difterent shapes and sizes, and overlap them.
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Bl PAINTING PERSPECTIVE

1 Shape Snow Banks

These banks remain more in
I'I.“." ﬁl]-‘d.]"ﬂ;:’ﬂ, SO0 LISE I.,'['l{'ll l._'”ll;:ll' i
suggest their torm. Mix Ultramarine
Blue, some Burnt Sienna and a gesso
into a soft, cool gray. Drybrush these
highlights with a no. 4 flat bristle
brush. Use a combination of short,
choppy, vertical and horizontal
strokes, Leave plenty of the darker
underpainting showing through, so
the banks appear three-dimensional,
You will add final highlights larer.

1 Accent Snow

Mix gesso with a hint of
Cadmium Orange to create brighter
accent highlights. Drybrush the
effect of show drifts using the high-
light muixture with a no. 4 flar bristle
brush, against the grass base, along
the edege of the snow banks and
agamst the barn base, Scatter these
highlights in other areas throughou
the middle ground. Don’t completely
cover up the underpainting,



1 6Highlﬁght Clumps of Grass

This step adds a warm feeling to this painting. Mix Cadmium Orange,

Cadmium Red Lighr and gesso. Starting at the top of each clump of grass, drybrush
downward, creating a soft, teathery highlight with a no. 6 bristle brush, Repear this
step once or twice until you achieve the brightness you want.

M HEED OF REPAIR EBS



B PAINTING PERSPECTIVE

1 Paint Fence Posts

Mix Burnt Sienna,
Ultramarine Blue, a touch of
Dioxazine Purple and gesso, to
lighten the value. Sketch in the
Il]'...'._'ll'ill‘['l HF I..'ﬂl..'h I':lll"1| '|-'|r'|1|| NIk, _1. ST
"."il'll._‘ I..']'I.'IFI»,:IFHI. Ihalllll (1] |'|I| [l!\'." F"l:l:'ﬁth.
and crossbhraces wiath 4 no, 4 Hat
sable brush or a no. 4 round sable
brush, Give this old, broken-down

fence lots of characrer,

1 Detail Windmill and Bam

Use your arnstic hcense to
Lll."[.ﬁll rl"lli,""'.l;' Hh!'{.'l,."lﬁ [y j.'uur CAWN' TR
raste. Remember, these are ald
weathered objects, so be as creanive
as vou can. The best highlight color
to use 15 pesso with a rouch of
Cadmium Orange. The best brushes
to use are the no. 4 flar and round
sable brushes for the larger derails,
and a no. 4 SCTIpt hner brush bor the
fine-line details. Have fun with this
step, but don’t make the details roo
busy.



1 Final Details and Highlights

[t's hard to know when to stop somenmes. This pamnting doesn’t require much addinonal

detail. Here are some enhancements you could make: Add a few bright whire accent highlights
on the tence, windmill and a tew areas scartered throughout the clumps of grass using gesso. A
tew dark-colored weeds and dead bushes always add a nice touch. Be careful not to make these
final details too busy, or they might compete with the main focal poine.
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[Lost in Time

I found this old building on a research trip near
Silverton, Colorado. It is a remnant of an old
muning operation. This butlding’s different
angles, shapes, sizes and attached structures
give you many opportumties to practice one-
and two-point perspective techniques. This
building is located at the base of a mountain.
There is a wonderful collection of grasses,
weeds, bushes and dead limbs making up the
entire foreground. Creating these close-up fore-
ground details gives your script brush a good
workout. This painting is really exciting, so let's

get started.




S PAINTING

PERSPECTIVI

Underpaint Background

A mountain base takes the place
of a sky in rhis pammting, so vou
want a mulncolored eravish back
ground. Shehrly wer the canvas with
pesso using a hake brush, While the
canvas is still wet, use angled strokes
to blend rogether Hooker’s Green
Hue, Burnt Sienna, Dioxazine Purple
and touches of Ultramarine Blue
with a hake brush. Blend in any
other colors as |H|11.'. as no color

stands out over the others.

Create Pine Trees

Many pine trees grow on the
sides of these mountams. Mix
Haooker’s Green Hue, Burnt Sienna,
a touch of Dioxazine Purple and just
enough gesso to hghten the value—
vor don't want the mrees o stand our
too much. Paint in the pine trees
using a no. 4 flat bristle brush, These
pines are not detailed; they are only
suggestions of trees. They are also
scattered throughour the back-
ground, crearing good eve flow with
interesting pockers of NEEANIVE SPRICE,
You don't want repetinive clumps of
trees. Add more details to this back-

eround later if necessary.



Highlight Hillside

This 15 a farrly simple and guick
step. Mix gesso with Cadmium
Yellow Light and Cadmium Orange.
As vou begin highlighting, try adding
more Cadmium Yellow Light,
Cadmium Orange or even touches of
Thalo Yellow-Green. You only want
to create subtle torm highlghts,
Dirvbrush a few soft highlights
around and through the collectnion of
pine trees with a no. 4 or no. 6
bristle brush. Follow the contour ol

Tl'll.,‘ |'||”‘|-Iq,il;' 'n'.'i[!'l Yo '1|HII\I.'“--.

Find Building Perspective

It isn’t difficult to find one-point
perspective here. Locate the horizon
line. Sketch in the frones of the
buildings, the way they appear in the
Phl_r[lr_ Set them l.|1;_',ht|g.' below the
horizon line. Place the vanishing
point near the edge of the canvas,
Draw a varushing line back to the
vamishing point from the top of cach
I'Ill'l'f FH.'.I.I‘-Z. !.:I'.I'u".' Tl IiI.-IL"“-.. 'i.l'i]l:'lj"'h.
windows and rthe end of the buld-
ing. If you have any problems, reter
back to the one-point perspecnve

lesson on page 20,

LEFAT IN FiIpAE 3%
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PERSPECTIVE

5Underpa|nt Building

To achieve this building’s warm
tone, mix Burnt SMenna with touches
of Ultramarine Blue and Dioxazine
Purple, creaning a dark value, Block
in the large openings with this value
using a no. 4 tar sable brush, Add a
hint of gesso to the mixtre and
paint the front, shadowed side of the
building. Add more gesso and paint
the sunlit side of the buillding. Add
more gesso and paint the roof. You
have just created four values, one for

each building segment.

Detail Building

Mix gesso with Burnt Sienna to
give the building a warm, reddish
tone. The front should be a creams
midtone. Drybrush on the suggestion
of weathered boards using a no. 4
tHat sable brush. Lighren the mixrure
slightly and drybrush the boards on
the lighter side. Add more gesso and
d[}i"rlh't llll.' '-.|1._I-;,I1:|1.'|. an |'|'||_' riecr,
Have tun :'||.|L||1IILr, the hacade of
broken boards and other details.



Underpaint Middle Ground
Suggest rough middle ground by mixing gesse with touches of Burnt Sienna,
Dioxazine Parple and Ultramarine Blue. Blend these colors together on the canvas

using short, choppy honzontal strokes with vour no. 6 bristle brush, Don't overblend
or vou will end up with a sohd gray tone. Allow brushstrokes to show in the fimshed

'.".'I.FFL: .
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FAINTING PERSPECTIVE

BHighh‘ght Middle Ground
Highhght the middle ground
with the rough facade of dirr and
rocks. Mix gesso with a rouch of
Cadmium Orange, Cadmium Yellow
Light and water to make it creamy.
This color can range from a light tan
to a brighter gold. Scatter the
hll.!‘l'IIIHI'I“\ I!|‘1r4|u;|_‘,|!l]|il I!'IL' I'I'Iil.ll.“l.,'
Frnllnal "u'i'l']'l "I-I"le'l._ l-.,'l'll'lrl'rl':l-' |'IUT|:-
J.[““.'Il =.trl::||-.'|.'-i ll"l-H'IH i LY, "1' Qr mi, (3]
bristle brush, Show some of the
underpainting to give the ground a
three-dimensional appearance.

Paint Clumps of Grass in

Middle Ground
Mix Hooker's Green Hue with a
touch of Dhoxasine [11|TF"'|I.' and FEAs0
to make a gravish-green color.
Drybrush in clumps of grass
:'ﬂ.'..H[‘L'I'I."d ||I|'|;:l'||!_r|||l::l!|I [h‘l' ['Iildﬂ,!l{'
ground using a no. 4 or no. 6 bristle
brush. Make sure your muxture is
not too dark. These clumps diffuse
the horizontal tormart of the middle
ground and add more interest. They
shouldn't compete with anything.



1 OUnderpalnt Foreground Brush

Mix Hooker's Green Hue, Burnt Sienna and a touch of Dioxazine Purple on

vour palette. Make the mixture very creamy, Paint across the base of the canvas entire-

lv using a hake brush, Use a vertical stroke beginning ar the bortom of the canvas and
pulling upward. Feather in a soft edge. Cover the canvas well. If it doesn't appear dark

'."I'Illl!j.'.l'l after the hirst |.'I_‘.l.'r cries, repeit this stUp one more rme.

L35S T
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1 Brighten Middle Ground
Highlights

Mix gesso with a touch of Cadmium
Orange and Cadmium Yellow Light,
Begin applyving brighter highlghts
throughout the middle ground using
a no. 4 flat sable brush. This empha-
sizes rugged ground. Add haghhghts
Al 1I'Ii_" MENIncAan 1'l||"'¢l.' ]“.'l’lll'l'i.i l]'IL'
]"‘HI'I.IHI:H‘ r:ilﬂpl 1|'|.|;" |1|.l'i.'ii.Hl'|.||.l||L| [0}
the r'nrvl_grcmnd, Don't ov L'r-||i!.;h|i!.1||1.

1 2 Detail Dark Weeds in
Foreground
There are several ime-consuming
elements in adding all the taller dark
weeds, so be panent. Mix Hooker's
Green Hue, Dioxazine Purple and
Burnt Sienna into a dark valve, Thin
it to an ink-like consistency. Fully
load a no. 4 scripe brush and roll it
around in the mixture untl it comes
to a point. Paint in a collection of
taller dark weeds across the fore-
ground. Paint the weeds ar different
heights, angles and densities. Add all
VO Want—it 1s Jlr“”'\f |!'|'||"':3""-"l|i"||.' ti

Pt i Tod many.



1 3A:cent Foreground With Toothbrush

This 1s one of my favorite steps because it s a great way to add color accents.

Find an old toothbrush and pick three or four of vour Favorite bright colors, Thin each
color to an ink-like consistency. Face the toothbrush toward the canvas and run your
forefinger across the bnstles to create small round splarters, Experiment with how
close 1o hold the toothbrush to the canvas. Also experiment with the mixture consis-
tency and how much of it 1o use, All these things attect the splarter concentranion.,

]t,i_‘F-L'JT T-I'II."«L‘ "ﬂl.'p'-u W I‘II'I E]II.' 131'!:'[’ '...'.?hIIT'H.
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1 4Detail Light Weeds in

Foreground
his is identical to step 12, except
with lighter colors. Mix Thalo
Yellow-Gireen and a rouch of
Cadmium Orange and thin it to an
ink-like consistency. Paint in a collec-
non of hghter weeds using a no. 4
script liner brush. Change the color
a little with touches of Hooker's
3 Green Hue or a touch of Cadmium
- -..E'I "' . * T Yellow | ij.‘,h‘t. Brush in several more

T T, i light weeds. Paint a variery of
shapes, heights and angles.

1 Final Foreground Details
Look ar the ennire foreground
il"'nl dL'EL'..II‘.' I' :I-HI.] III_"'I.'I;E ITREArE d;]rk
'l'!'l:'l.'d".‘h I! :l-".H.:I l;.l'i]., ..H,ii.l :I'll._'l'l'l "-.'l.l'tl]: |
no., 4 scrpt liner brush. Ths s also
a good ome o add small wild-
Howers with a no. 4 round sable
brush. Make them any color, just
don’t overpower the center of
mterest. Enhance with other accent
colors. Have fun with vour arristic
license, Paint most of these high
lights with smaller sable brushes,
choosing the one that best fits the

joh.
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1 Add Final Details

.r"n.prl|_1. the details to the old |ﬁ1r||g|:||;;. Add other |.,'1'I|'I,,Ir1{|,'|'|1|,'[1[‘i,‘ for txﬁunptv, a fow

brighter highlights in the middle ground and mountaimn base, Highlight the building with a mix-
ture of gesso and Cadmium Orange. Drybrush a few highlights on the hight side of the buillding
with a no. 4 tlat sable brush. Add more gesso to the mixture and add a few brighter lighlights
on the roots. Mix Ultramarine Blue and Burnt Sienna with a no. 4 script liner brush, Paint in a
tew more dark cracks and broken boards. Notce, | also added an old, broken lean-to shed and
some old posts, fences and miscellaneous boards. These examples all enhance the interest of the

building and aid composinon. Have tun hmshing up!
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Moonlight
Adobe

| thought it mught be fun to find the perspective
of something other than a traditional building.
While living in New Mexico, | found old adobe
buildings to be interesting studies. The adobe
structures are fun to paint and they create
wunique perspective challenges. They are chal-
lenging because they are stacked on top of one
another and they have lean-to sheds attached to
them. In this study, the buildings are slightly ele-
vated on a bill above the borizon line. This is a
one-point perspective project in twhich VO ,l"-."mlr
the perspective of the left sides of the buildings.
Create the mood of a cold winter night with a
contrasting warm muviting glow coming through
the windows. This is a fairly monochromatic
paimting, with numerous value changes you
need to be aware of. Work mainly with cool
colors, using color complements to create warm

accents,
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Paint Sky

Wet the canvas with warter 1o
start creanng the mghe sky, Apply a
liberal coat of gesso with touches of
Cadmmum Yellow Light and
Cadmium Orange. Beginning at the
base of the sky, blend about halfway
up with a hake brush. Use large
crisscross strokes, While this is still
wet, heavily apply Ultramarine Blue,
Burnt Sienna and a hint of
Ihoxazine Purple, making a fairly
dark value. Rinse out your brush.
Blend this color downward unl you
meet the light area. Rinse vour brush
again. Feather the sky together.

Paint Moon and Glow

When the sky 1s completely dry,
mix gesso and a touch of Cadmium
Yellow Light. Pamnt a round circle to
create the moon, using a no. 4 flat
bristle brush. Let dry. Drybrush in
the glow around the moon using a
hake brush and the same mixture
you used for the moon, Use a cir-
|.'|.J|.1r H'H'I‘[i””_ .-'\!1- !|-'-|]|.| l"'\:Tl.'l'Il.l [RLNY
trom the moon, gradually decrease
the pressure unal the glow fades into
the sky.



Find Perspective of Buildings

You can casily find the perspective of these buildings because they don't have
peaked roofs. They are just square boxes stacked on rop of one another, located on a
hill above the horizon line. Place the horizon line, Sketch in the front of each building.
Locate the vanishing point. Draw vanishing lines from the top corners of each building
back to the vanishing point. Complete the procedure as descnibed n the “Drawing
One-Point Perspective” section (page 20).

MOODONLIGHT aDORE
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1 PAINTING PERSFECTIVE

Underpaint Background Trees

These bushy trees are important
to the pamnting. Mix Burnt Sienna
with touches of Ultramarine Blue
and Dioxazine Purple. Make this
mixture on the warm side, not
adding too much Ultramarine Blue.
Lightly drybrush a balanced collec
tion of trees using a no. 6 or no, 10
bristle brush and a small amount of
]11Iil1t. Leave INErestng '|'l|.|u._'|-.;|;_‘[~i ot
neganve space to create good eye

fHlow,

Underpaint buildings

."'i]"\ Hll:lt'l[ "';E'.:f'll'l.i '|."|'IT|'! il I'I:H._I-L'J'I
of Cadmium Yellow Light. | usually
add a hint of Dioxazine Purple to
give it a hight gray tone. For the dark
side of each bulding, add gesso to
the mixture to soften the color,
Block in this side with a no. 4 bristle
brush. Add more gesso to the
mixture, Block in the light side,
These are old weathered buildings,
S0¥ rl-H.' COTTIETS '\E'I”l.lll.l I"H_' l'.l!"I_':_l"Irl'l.
rounded with shghtly rough edges.
Darken the :J1|::.1i:|.|'| mixture with
Dhoxazine Purple. Block in the doors
and windows.



Underpaint Middle Ground and Foreground

Work out your artistic frustrations with this step. Apply gesso to the canvas with a
no. 10 bristle brush. Add Ultramarine Blue, Burnt Sienna and touches of Dioxazine
Purple. Mix all of these colors together as vou paint large, broad brushstrokes across
the canvas. Notice the color is not blended out very smoothly, Make vour brushstrokes

and tonal variatons visible. This should be a cool tone, so don’t use too much Burnt
Sienna.

MOODMNLIGHT ADCHEE
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Highlight Background Trees

These background trees are easy
to highlight, Mix gesso with touches
of Cadmium Orange and Cadmium
Ye

creamy. Load a small amount onto

low Light, making the texture

the end of a no. & bristle brush.
Caretully apply highlights with
downward dry-brush srrokes, Begin
at the top of each clump and pull
downward. Let the highlight fade
nto the darker paint. The top of
each clump is the brightest area, so
don't drag the highlights down too
tar.

Paint In Dead Trees

Mix Burnt Sienna with touches
of Ultramarine Blue and Dioxazine
Purple. Add gesso to make it about
the same value as the bushy trees.
Thin the mixture to an ink-like
consistency, Roll a no. 4 scripr liner
brush in the mixture until the brush
comes to a point, Paint in a collec-
tnon of dead rrees. Scarter them
throughout the background.



Adjust and Highlight Adobe
Mix a highlight color of gesso with a httle bit of Cadmium Yellow Light and

Cadmium Orange to a creamy consistency. Drybrush this highlight using a scumbling
stroke with a no. 4 flat bristle brush. Simply square things up so the outer edges of the
building are fairly verrical. Go over this highlight one or two nmes, making it as bright
as vou want. Adobe 15 not smooth, so don't blend all the brushstrokes.
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1 Oﬂetall Adobe
Use yvour artistic license here

to add character to the buildings.
Adjust the color value on whichever
side of the building vou are working.
Add window lights using Cadmium
Yellow Lighe and Cadmium Orange,
Add Ultramarine Blue doors,
wooden |-uh|uru. chimneyv smoke and
touches of snow on top of the build-
ings. Also try adobe brick work ar
the base ot the building. Irs derail
enhances the pamting. The no. 4 flar
and round sable brushes work best
tor most of the detmls. A no. 4 scrip
liner brush works well for the finer
derails.

1 Contour Snow

Fhe contouring establishes
the hillside and creates |_1L"|‘l!'{"-.‘|-ll::|!'|'\
in the snow. You will add the clumps
of grass in the depressions in step
1 3. Mix gesso with a touch of
Cadmium Orange to a very creamy
consistency. Serub m these intes
mediate contour highlights with a
no. 10 bristle brush. Blend the
highlight with no hard edges, o help

the snow look soft and drifey.



1 2 Underpaint Adobe Oven

Mix Burnt Sienna with a touch of Dioxazine Purple and Cadmium Yellow

Light. Block in the oven with a no. & bristle brush. Paint it on fairly thick using a
scumbling stroke—vou want the texture to be rough. Use the same dark mixrure o
paint the pile of firewood ar the base with a no. 4 round sable brush. Paint in a collec-
tion of small stcks—vou will highlight them later.

MOONLIGHT ADDHE
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1 Underpaint Clumps of
Grass and Pathway
Start with the clumps of grass n
mixing Burnt Sienna with a touch of
[hoxazine Purple. Make the mixture
very creamy. Block in the clumps
throughout the middle ground and
foreground using an upward dry-
brush stroke with a no. 6 bristle
brush. Use imrteresting negative space
and vary the clump size. Add a
touch of Ultramarine Blue and
Dioxazine |’1II'FI-|I.' to the prass mix-
ture to paint the pathway, Smudge
tootprints in the snow with a no. &
bristle brush. Smooth any hard

edges.

1 Highlight Clumps of Grass
Highlighting the grass is not
much different from highlighting the
background trees. Mix pesso with a
touch of Cadmium Orange. This
tme, vou want the orange to be
more intense, Now load a small
amount on the end of VIRIF 11y, B
bristle brush, and using a downward
dry-brush stroke, highlight the tips
ot these clumps of grass. Notice how
soft these |1|HJ1|||.H1:-. are, 5o be care

tul to avond any hard lines or edges.



1 Highlight Snow

Mix gesso with rouches of Ultramarine Blue and Dioxazine Purple, creating a
soft bluish-purple with a no. 4 bristle brush. This is the shadow color on the snow.
Apply this color to the shadowed side of the adobe oven, the woadpile, adobe building
and a few areas throughour the middle ground. Now, mix gesso with a rouch of
Cadmium Orange, Paing this highhight wath a no. 4 bristle brush i areas where you
want the snow to appear drifted—for example, agamst the buildings, clumps of grass,
adobe oven and around the footprints, Keep the haghlights sotr.

MOONLIGHT ADOEE



1 6Add Dead Bushes and Weeds

Mix Ulrramarine Blue and Burnr Sienna into an mk-like consistency using a no, 4 script
liner brush, Scarter the darker weeds and dead bushes throughout the middle ground and fore-
ground. Remember, these dead bushes are eve-stoppers, so size them big enough to do their job,
especially in the lett corner. Mix gesso and Cadmium Orange. Also paint in the lightlv-colored

weeds throughout the middle ground and foreground. Make some fairly tall,

112 PAINTING PERSPECTIVE
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1 Add Final Details and Highlights

You can finish this painting in a variety of ways. For example, add accent highlights in
Pure White to the peak areas on top of the adobe oven, along the root edges, up against some ot
the weeds and anvwhere else a highlight adds to the moonlight glow. Add flowers and rall poles
behind the adobe building. Paint an additional ladder and scatter a few more accent highlights,

Don’t overdo it—when vou're done, vou're done!
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The Front
Porch

Perspective works well and is necessary for
other types of paintings than those with com-
plete structures. For example, in still lifes, you
may need to find the perspective of a tabletop,
floor or in this case, a wooden front porch.
Even though it looks difficudt, this is an easy
perspective problem to solve. You are only
finding the perspective of the corner and top
of the porch as opposed to creating an entire
structure with walls, roofs, doors, windows
and so on. This composition also offers the
apportunity to paint old weathered wood and
other fine details. It gives an interesting view
of the landscape. Instead of looking at the
building from a distance, you are standing on
the front porch looking out at the landscape.
The soft setting is a true complement to the

old weathered wood. Have fun!




11E& PAINTING PERSPECTIVE

Find Perspective of Porch

This project proves the usefulness and importance of
one-point perspective to the landscape panter. First,
locate the horizon line. Draw in the front of the porch
using no. 2 soft vine charcoal. Decide the porch width,
Place dots the distance apart that vou want the boards,
Locate your vanishing point anywhere on the horizon
line, depending on the angle you want the boards to
have. Draw a vanishing line from each dor back to the
vamshing poinr,

Paint Sky

Lightly wer the sky. Apply a liberal coat of gesso
with a no. 10 bristle brush. While it is stll wet, add
Cadmium Yellow Lighr ar the base. Blend upward, all
the way to the top. While this is still wet, blend
Ultramarine Blue across the top of the skyv. Begin blend-
ing downward using a variety of strokes 1o create the
suggestion of clouds, This is similar to a wet-into-wet
oil technique. Be careful not to overblend because vour
sky will turn one color and you will lose your cloud
formarions.
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Paint Background Hills

Mix gesso with ouches of Dioxazine Purple,
Ultramarine Blue and Burnt Sienna. The value should be
more purple and not too dark. Block in the first range of
hills wath a no. 4 or no. 6 bristle brush. Slightly darken
the mixture with a lictle more Ultramarine Blue,
Dioxazine Purple and Burnt Sienna. Block in the second
layer. This value is only shghtly darker than the hrst
layer. Be sure both layers have interesting shapes.

Paint Background Trees

This 15 a fairly easy step. Mix gesso with Dioxazine
Purple and touches of Ultramarine Blue and Burnt
Sienna, This s slightly darker than the last laver of the
background. Make the mixture fairly creamy. Brush in a
variety of distant trees across the horizon with a no. é
bristle brush. The largest trees on the sides of the
pPAINTIng act as cye-stoppers.
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Highlight Background Hills and Trees

Mix gesso with a touch of Cadmium Orange.
Caretully paint in some simple highlights with a no. 4
flat sable brush. Allow some of the background to come
through to |h:E1" create a rugged rexture and more of a
three-dimensional form. Add a little more Cadmium
Orange to the mixture and repear the process for the
second range of hills, Mix gesso wirth Thalo Yellow-
Green and a shghr touch of Cadmium Orange. Highlight
the top and outer edge of the trees with a no. 6 bristle
brush, Leave plenty of dark pockets of negative space.

6Underpaint Middle Ground Meadow

This step is really fun. Begin ar the top of the hall by
applying Cadmium Yellow Light, Thalo Yellow-Green
and touches of Cadmium Orange with a no, 10 bristle
brush. Paint on these colors very thick, Slightly blend
them [IZl_E,I'.'[hL']'. While the paamt 15 soll wet, ||_l. your hrush
Hat against the canvas and push up. This creates a grassy
texture, Contmue to come forward with these colors in
2-nch (5¢m) sections, Every time vou move toward the
toreground, add more Hooker's Green Hue and Burm
sienna to darken the mixture. Push up these colors and
then move to the next section, Finally add Dioxazine
Purple ro darken the mixture for the foreground.



Underpaint Pathway
I'his pathway 15 easy o underpaint. Mix Cadmium Orange

and gesso. Starting ar the back of the pathway, cover the area with
short, choppy horzontal strokes using a no. 6 bristle brush. As
vou come forward, begin adding touches of Burnt Sienna, Since
the left side of the road is shadowed, use Burnt Stenna with a
small amount of Dioxazine Purple to darken it. Use short comma
strokes, and then gradually blend out into the middle ot the sunlit
part of the path. The outcome is a dark, muddle and light value.
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8Highlight Middle Ground Meadow

Mix Cadmium Yellow Light and a touch of Thalo
Yellow-Crreen. Add gesso for the highlighe ar the very
top of the hill. Make the mixture creamy. Beginning at
the top of the hillside, lightly paint the highlights in an
umbrella-like pattern with a no. 10 bristle brush. The
idea is to define the shape of the hillside while giving it a
spring-like teel. As vou come forward, don’t hesitate to
change the color by adding more Cadmium Yellow
Light, or Thalo Yellow-Green—even a touch of
Cadmim Orange. Don’t make the highlight roo solid,
or you will lose the contour of the meadow caused by

the visible pockers of neganve space.

9Und erpaint Porch

T|'|IH sLep I.I.Ll'.“n. - | |1H|.r; '|.1.'|'I.|||.'. |'I-I,|r It 15 mot |'|.1r|.| [ ;J_l_r_
~'i1l"|. r|:'|1.' LI'IllZ!lT‘- 11l 1|'|=l.' LTIV AS dAS ‘_.'l'lll: |-_’|l.1 [k :L‘|1_':|' d Vil FIL'[:I.

of tones, or mix the color on your p.1|-,~|:|:|.'. Mix BLEsS0

with Burnr Sienna, Ultramarine Blue and a shght rouch
of Dioxazine Purple, making a fairly true gray. If vou
mix on the canvas, just mix as vou go. Whichever way
you choose, be sure the paint is fairly creamy. Block this
in with a no. 10 bristle brush. Follow the direction of
the porch boards so you don't lose the perspective,



1 OSketch Post, Fence, Buckets and Miscellaneous Bushes

Sketch miscellaneous objects into your painting with vour

no, 2 soft vine charcoal, It's better to work out any composition
problems that you might run into by adding these carly on. One
potential problem is if vou sketch in one object at a nme and pant
it, you could find our as you paint in the others that you are not
pleased with the composition. Then you would have to paint our
the objects and start over. Pre-sketching and arranging the objects

saves vou a lot of extra work later.

THE FRONT PLIKLH
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1 Detail Porch with Cracks and Crevices

Block in the boards with a medium grav tone
similar to the porch. Mix Burnt Sienna, Ultramarine
Blue and some gesso. Block in the shadowed side first.
[hen lighten the mixture with gesso and block in the
sunlit side with a no. 4 bristle brush. Thin the onginal
dark mixture to an ink-like 1.'I:'l:|'|:"~l."1h'r1-..":.- H-l']’._llﬂ penting
in cracks, holes and crevices with a no. 4 script liner
brush. Be caretul, this 1s a lot of fun and it's easy to get

carried away.

1 Underpaint Buckets

Create a dark, middle and hght value mn this step.
I'hese values give the buckets a three-dimensional form.
Mix Burnt Sienna, Ultramarine Blue, a rouch of
[hoxazine Purple and a lictle gesso. Begin underpainting
the dark side of the buckets. Use vertical strokes with a
no. 4 tlar sable brush, Add a lietle more gesso as vou
paint across to the middle, to create the middle value.
Add more gesso to create the light value. Add a rouch of
Cadmium Orange to warm up the lightest value. Paine
the inside of the buckets with the fairly dark value. The

””\'l. Crs Vil i'll.'!d. i..l[{'l' ".'u'l” Cover maost of Tl'l;l.,' ir'ISIL'I-L'“.
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1 Highlight Porch and Buckets

The secret of this step is to drybrush a lot. Begin with

I;_"'!Tl'll.,'r [I'II_' rll'l-rl.,'l:'l or I'!'IL' |'||||.,'I\.l_'|"-\.. MWix a i'll!.’._l'llth[ .._n]ﬂr il p.li."'c-!vll
with a touch of Cadmium Orange. Use any of the smaller Har,
sable or bristle brushes, Begin lightly drybrushing over the gray
underpamnng. This not only highlights the color, bur also sugpests
weathered wood. Drybrush these areas two or three times to

achieve vour desired brighimess.

THE FROWT PORCH
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ING PERHSFECT IV

1 Detail Background

First paint the fence. Create a brownish-gray
mixture of Burnt Sienna and a touch of Ultramarine
Blue. Add just enough gesso to soften the hue. Block in
the tence posts with a no. 4 round sable brush. Highlight
the pists with a l'll'i_r_',ht mixtire of gesso-and a touch of
Cadmium Orange. Highlight the sunlit side of the path
using the same color with a no. 4 flar sable brush, Mix
Hooker's Green Hoe, Burnr Sienna and a touch of
[hoxazine Purple. Paint in the bushes on the back of the
|"HI'~.'|1 with a no. & bristle brush. Now, have fun .11:|-_E|n;:
little touches—for example, use touches of Cadmium
Yellow Light to suggest Howers or add tall weeds usmg
Thalo Yellow-Green. Add highlights around the back of
the porch with the Cadmium Orange and gesso mixture.

1 Paint Flowers in Buckets

Start this step with a dark background. Mix
Hooker's Green Hue with Ultramarine Blue and
[moxazine Purple. Block in an irregularly shaped back
ground, suggesting leaves and stems with a no. 4 flar
sable brush. Paint the flowers with Pure White using
vour no. 4 round sable brush. Scrub in a nice collection
of small white Howers, They don't need to be detailed,
just sugzested. Add some Cadmium Crange centers to
timish them. Don't hesitate to enhance them with leaves
or highlights.,
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1 Final Details on Porch
Scan the painting—specifically the porch area—for things thar vou could add ro improve

the composition, values or color scheme, For example, add more detail to the wood, such as
cracks, wood grain and broken spots. Intensify the highlights. Specitically focus on the cast
shadows. Mix Dioxazine Purple with a slight touch of Burnt Sienna and a little gesso, Drybrush
the shadows of the post and buckers with a no. 4 flar sable brush. Make sofr edges. Switch to
the no, 4 round sable brush and et the shadows cast from the limbs outside the e wch.

I just have some hinal comments to make, First, | have F‘Llr'pn:ﬂ.'|'-.- lefr the panining '~]i§-.£|‘l1|1_. unhin-
ished for vou to add other objects such as a barn or tarmhouse in the distance. You could also
highlight the meadow, painr a car curled up on the porch, scatter some flower petals and leaves
that have fallen from the bucker, or even add an old rocking chair on the porch. The sky 1s the

limit here, so use vour artistic license and have fun.




B
Accenting. See Highlighring
Acrylic paint. See Colors, mix-
ing; Fainr
Adobe, 107-9
Angles, 21, 23, 28
of roof, 49-50, 77

B
Background, %0, 124
Bank, underpainting, 80
Barn, 75, 77-8, 88
Birds, 47, 58, 73
Blocking in. See Underpainting
Boards, weathered, 43, 79, 99,
115, 122, 124-5
planks, 31
Boat dock, 23
Bricks, 29
Brush, underpainning, 93
Brushes, 11-12
Buckers, 121-3
Buildings, 32-4, 61, 89
adobe, 101, 104, 107-8, 111
details , 92, 99
perspective of, 26-7, 65, 91,
13
underpainting, 65, 42, 104
Bushes, 57, 87, 89, 95, 121
dead, 47, 58, 112

C
Canvas, 11, 164
Charcoal pencil, 11
Charcoal, soft vine, 11, 17, 76,
116,
See also Skerching
Chimneys, 29-30, 49
Clouds, 39, 51, 62, 116
Color complements, 8, 11, 101
Colors, mixing, 9-11
black, 11

Index

dark gray, 46
carth rone, 11
tlesh tone, 11
gray, 39, 43, 65
gray-green, 40
highlights, 41, 64, 86, 91, 94,
111, 125

rocks, 54
sky, 38, 50, 62, 102
sunshine, 44, 46, 56
trees, SH)

Contrast, 75

Country Peace, 36-7

0]
Dabbing, 8
Depth, 39, 54
Details, 46-7, 68, 79, 86, 92,
108, 122
of adobe, 108
background, 124
of building, 92
tinal, 72, 87, 98-9,113, 124-5
foreground, 89, 98
of house, 43, 47, 52, 58
landscape, 47, 38
of porch, 122
of weeds, 96, 98
Dirt, 94
Daoors, 28, 30, 34, 43, 49, 52,
65, 78, 91,103, 108,115
Double load, 8
Drybrush, 8, 11, 43, 45, 55-6,
63, 68, 72, 83, 85, 91-2,
94, 102, 107, 110, 123

E

Easel, 11, 16

Eraser, 18

Evening Shadows, a0-61

Eve flow, 8, 54, 90
Eve-stoppers, 8, 47, 58, 112, 117

F

Farmhouse, See House

Feathering, 8, 102

Fence, 35, 99, 121, 124, See
also Fence posts

Fence posts, 58, 70-1, 86, 99,
121, 124, See also Fence

Firewood, 109

Floor, 22-3, 31, 115

Flowers, 47, 58, 69, 73, 98,113,
122 124

Footprings, 110-11

Front Porch, The, 114-13

G

Gesso, B-9. 11

Glaze, 9

Girass, 56, 83, 89, 94
highlhighting, 45, 69, 85,110
underpainting, 44, &6, 110

H
Highlighring, 9, 40-41, 46-7, 59,
73, 82, 87, 91, 94, 96-9,
107, 110-11, 113, 124, See
also under individual
entries; Sunlight
brightening, 96
using toothhrush, 97
Hills, 39, See afso Mounrains
background, 63, 117-18
highlighting, 40, 57, 63, 91
underpainting, 33, 63
Hilltop Retrear, 48-9
Horizon, 28-30, 32-3, 75, 91,
101
perspective above, 25, 49-50
perspective below, 26
Horizon hine, 18, 23-4, 27, 38,
49-50, 77, 81, 91, 116
House, 34, 36-8, 42, 48-9
details of, 43, 47, 52, 5%
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highlighting, 58, 68
perspective of, 28-30
underpainting, 43, 52

I
In Need of Repair, 74-5

L

Ladders, 108

Landscape, 58, 62, 75-6, 115
Leaves, 45, 124

Lighting, 16

Lost in Time, 88-89

M

Marterials, 11

Meadow, 41, 118, 120

Maoon, 102

Moonlight, 113

Moonlight Adobe, 6-7, 100-101

Mountains, 39-40, 89-9(0. See
al=o Hills

M
Meganve space, 9, 45, 54, 63-4,
78,90, 118, 120

O
Owven, adobe, 109, 111

'Il
Paint, 11
Palette, 11, 13-15
Palette knite, 11, 17
Parallel lines, 18-19, 28-30, 33
Path, 110, 119
Pebbles, 46, a8
Perspective, 7, 18, 24, 27, 30-
31, 50, 70, 77, 116
of building, 26-7, 65, 21, 103
above horizon, 15, 49-50
below horizon, 26
ot house, 28-9
anc-point, 7, 18-20, 37, 49,
61, 101, 116
two-point, 7, 18-19, 32-5,
75, 81

Photo, drawing from, 30, 37

Porch, 23, 28-30, 34, 115-16,
120, 122-3

Poses, See Fence posts

Proportion, 7

R

Road, 42, 44, 66-7

Rocks, 46, 36, 94
highlighring, 55-6, 68
underpamung, 54

Roof, 28, 30, 34, 43, 91, 115§

5

Scrubbing, 10, 39-41, 51, 76, 82

Scumbling, 10, 107

Shadows, 43, 52, 61, 66, 72, 75,
119, 124-5

Sheds, 49, 99

Shingles, 29-30, 43

Sidewalk, 34

Siding, 29-30

Sketching, 18, 38, 42, 50, 62,
76, 86, 121

Sky, 34, 50,62, 76, 102, 116

Smoke, 108

Snow, 75, 80, 84, 108

haghlighting, 82, 111

Spray bortle, 11, 13-15, 17

Sta-Wet palerte, 11, 13-15

Steps, 23, 29, 34

Sticks, 109, 111

Suill life, 31, 115

Sunlight, 32, 56, 69, 119, 124,
See alsn Highhghting

Sunset, &1

T
Tabletop, 22, 31, 115
Tank, 82
Texrture, 53, 75, 80, 118
The Front Porch, 114-15
Toothbrush, 97
Tree limbs, 54, 70, 73, 77, 89
Tree trunks, 42
Trees, 70
background, 40-41, 51, 64,
77. 103, 106, 117-18

cedar, 78

dead, 106

highlighting; 41; 64, 106

pine, 90-91

underpainting, 40, 104
Triple load, 8

1]

Underpainting, 10, 76, 90, 93,
935, 105, See also under
individual entries

W

Values, 10, 41, 33, 66, 75, 82,
90, 92, 108, 117, 119,122

Vanishing line, 18, 21, 24-35,
70, 103, 116

Vanishing point, 18-21, 24, 26-
35, 37-8. 50. 61, 65, 70,
77, 81,91, 103, 11&

placement of, 22-3
Vantage point, 49
Varnish, 11

w

Wash, 9

Weeds, 47, 59, 72-3. 87, 89, 96,
98, 112, 124

Wer-on-dry, 10

Wer-on-wet, 10k 116

Wildflowers. See Flowers

Windmull, 35, 75, 81-2, 86

Windows, 28, 30, 34, 43, 49,
52. 65,78, 91, 103, 108,
115

Wire, 58

Wood, weathered. See Boards

Woodpile, 109, 111

)
Yard suck, 18
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ART TECHMIGQLE

Love to paint? Want to learn?

Then let’s get started!

PAINTING Pel‘spe(:tlve

If you've ever painted with Bob Ross or Bill Alexander, then you're going to love ]EHHT YARNELL!

With this book you'll paint all these scenes

With Jerry Yarnell ar vour side, it's casy
to make your artistic dreams come true,
In this fun and easy guide, he provides
tips and tricks for mastering one- and
TWO-POInt  perspective

adding realistic buildings and other

the keyvs to

man-made objects o vour paintings.
You'll also find complete step-by

step instructions for painnng seven idyl
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Check cut these
ather books in
the Pmnt Along
with fesry Tdrmed
SErsns

Imam
ALLEEERELER L

for pamnng everything from windmills
and rural houses to adobe bulldimgs and
old weathered wood.

Whether you're ready to start your
very first painting or add new subjecrs
to yvour work, this book is the only key
vou need o unlock yvour creative poten-
rial. Put yourself on the road o artsnic

success roday!
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and more.

ABOUT THE AUTHOR

Jerry Yarnell is che author of several books on
painting instruction, View his unigue style on his
popular PBS series, ferry Tormell Sohood of Fine drt,
akring worldwide. |erry alio holds workibops
and provides private lessons throughowt the
wear 3t his Yarned| School of Fine &t in Skiareok,
Oklahoma,
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PAINT ALONG WITH j ERRY YARNELL VoLume SEVEN

Btild your skills as you fntluw _ %
Jerty's step-by-step demuni‘l:ratmns
to complete 7 paintings



ABOUT THE AUTHOR |erry Yarnell was born
m Tulsa, Oklahoma, in 1953, A recipient of two scho
larships from the Philbrook Art Center in Tulsa, Jerry
has always had a grear passion for natore and has made
it a major themaric focus in his pamting. He has been
rewarded for his dedicarion with numerous awards, art
shows and pallery exhibits across the cooneey, His
awards include the prestigious Easel Award from the
Governor's Classic Western Art Show in Albuguergue,
MNew Mexico, acceptance in the top 100 artises repre-
sented in the narional Art for the Parks Competition, an

exhibition of work in the Leigh Yawkey Woodson Birds

im Art Show, and participanion in a premier showing of

work by Chl Painters of America at the Prince Gallery
i Chicago, Hlinos.

lerey has another unique talent thar makes him stand out from the
ordinary: He has an mtense desire o share his painting ability with
others, For years he has taughr successful painting workshops and semi-
nars for hundreds of people. Jerry's love for teaching also keeps him very
busy oHering workshops and private lessons in his new Yarnell Studio &
School of Fine Arr. Jerry 18 the author of several books on painring
mstraction, and his unique style can be viewed on his popular PBS televi

sion series, Jerry Yarnell School of Fine Art, airing worldwide
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It was not difficult to know o whom to dedicate this book. 1 give God all
the praise and glory for my success. He blessed me with the gift of paine-
ing and the ability to share this gift with people around the world. He has
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Introduction

Perspective is an important part of a painting’s
composition. It determines the angle, shape, size and
proportion of objects that recede into the distance.
Linear perspective is a technigque you use to create
depth in a painting by making parallel lines meet.
Although these lines are not drawn in the painting,

they belp your mind see the idea of distance.

There are several different and complicated forms of
perspective, but landscape artists usually only need to
use two basic forms of linear perspective: one-point

perspective and two-point perspective.

These two types of perspective establish the proper
angles of simple structures, for example, houses,
barns and windmills. You also use perspective to cre-
ate the proper proportion of repetitive objects, such
as a row of fence posts, in relation to other objects in
the painting. Perspective gives you the beight and
space between each post. So, you see, perspective is
wseful. Grab a pencil, ruler and sketch pad and let’s

go to work!




Terms & Techniques

Before beginning the step-by-step instructions on the following pages, you may want

to refresh your memory by reviewing these terms and techniques.

COLOR COMPLEMENTS
Complementary colors always
appear opposite cach other on the
color wheel, Use complements to
create color balance in vour paint
s, It takes practice 1o understand
how to use complements, but a good
rule of thumb is to use the comple
ment or form of the complement of
the predomimant color in your paint-
g to highlight, accent or gray that
color.

For example, if vour painting has
a lot of green, use its complement,
red—uor a form of red such as orange
or ted-orange—tor highhghts, It vou
have a lor of blue in your painning,
use blue’s complement, orange—or a
form of orange such as vellow-
orange or red-orange, The comple-
ment of vellow is purple or a form
of purple. Keep a color wheel handy
until you have memorized the color

I.'I'I'IIIF'l-ll.'I'IIL'I 115,

DABBING

Use this technique to create leaves,
ground cover, Howers, ete. Take a
bristle brush and dab it on vour

[il |"‘|{' 41§ F,IlL'”I,,' T "'.'l'll'L'.lI.J Ol ||'|'i.'
ends of the bristles ke a Fan (see
above example). Then load the

brush with the appropriate color and
!!'I.'r'”l}' I;l.ll'l LIl [|:|:'|1 Lllll.:l] [Cy CTEAare '[ll'lli.'

|.|l.'*-.1|'r.'|.| el ecT.

DOUBLE LOAD OR TRIPLE LOAD
To load a brush this way, put two

or more colors on different parts of

PERSPECTIVE

B FAINTING

T'o prepare vour bristle brush for dabbing, spread oot the ends of the bristles ke a fan,

vour brush. Mix these colors on the
canvas instead of vour palette.
].:lill_ll'lll_' {r f]'[l'lll_' ]il.'ll.l :.ul.lr |1|'||"'\.i| (4]

WOT-On-Wet h.'u.'!]ln-qu-_-u.

DRYBRUSH

Load vour brush with very little
paint and lightly skim the surtace of
the canvas with a very light touch to

.I|.||.|, |1|-|.'1ll.[ or soften a |._|,|||.:|1'_

EYE FLOW

Create good eve flow and guide the
viewer's eye through the pamong
with the arrangement of abjects on
't.'l':l'l_lr CANYAas Or 1|"||;_ (HET S ol rll.':i.:u'lh'l-l.'
:'i.rl'ﬂl.,":,"' H | ri:-l;lr1L| LI "|-'||"||I'||]| dAll l::‘!""|l.'L|.
[he eve must move smoothly, or
tlow, through your painting and

dI !lHI!ILl |||.'|iL'IL'|"1. IIII"IL' '|iL"~".L'I"L"- CYES

shouldn’t bounce or jump from place
to place. Once vou understand the
hasic components of composition—
design, negarive space, eye-stiop-
pers,” overlap, etc.—your pamntings
will narurally achieve pood eve flow.

FEATHERING

Llse this 1;=|_'|1.1|1|_|u¢ tor blend, to creare
soft edies, to highlight and 1o glaze.
Lise a very ||1.;hl roich, ]!n.'lJ'L'|jt skim
ming the surface of the canvas with

vour brush.

GESSO

Cresso 1s a white paint used tor seal-
ing canvas before paintng on it.
Because of 1ts creamy consisency
and becawse it blends so casily, | often

use gesso nstead of white paint,



This skerch uses poor neganive space. The limbs don’t overlap
cach other, but are evenly spaced so there are few pchcl'.-:u of mter-

esting space,

When I use the word gesso in my

step-by-step instructions, | am refer-
ring to the color white, Use gesso or
whartever white pigment you prefer,

GLAZE (WASH)

A glaze or a wash is a very thin laver
of paint applied over a dry area to
create mist, fog, haze or sun rays or
to soften an area that is too bright.
Dilute a small amount of color with
water and apply it to the appropnate
area. You can apply the glaze in lay-
ers, but each layer must be dry
betore applyving the next.

HIGHLIGHTING OR ACCENTING
Highlighting is one of the final

/

stages of vour painting. Use pure
color or brighter values ro give your
painting its final glow. Carefully
apply highbghes on the sunlit edges
of the most prominent objects in
VOUr painmngs.

MIXING
If vou will be usig a mixture often,
premix a good amount of that color
to have handy. | usually mix colors
with my brush, but sometimes a
palerte knife works berter. Be your
own judge.

| also somerimes mix colors on
my canvas, For instance, when | am
underpainting grass, I may put rwo
or three colors on the canvas and

This sketch uses negative space well, The limbs overlap and
mclude interesting pockets of space,

scumble them together to create a
mottled background of different col-
ors, This method also works well
for skies.

When working with acrylics,
always mix vour paint to a creamy
consistency that will blend easily.

NEGATIVE SPACE

Negative space surrounds an abject
to define its form and create good
eve flow (see above example).

TERMS & TECHNIQUES @



SCRUBBING

Scrubbing is similar to scumbling,
but the strokes should be more uni-
form and in horizontal or vertical
patterns. Use a dry-brush or wet-on-
wet techmique with this procedure. |
often use it to underpaint or block n
an area.

SCUMBLING

L]ﬁl‘.’ a HI;.'f'i.E.‘i H:[ I.|.I'|I:lr}.’.i.:l.'ll‘ii-':l;."l.jI| [F".-':.'I'li_'l.'l_'l-
1'-1'r:y,, strokes in ditterent directions to
create effects such as clumps of
foliage, clouds, hair, grass, etc. The
direction of the stroke 15 not impor-
tant tor this technigue.

UNDERPAINTING AND BELOCKING IN
The first step in all paintings is to
block 1 or underpaine the dark val-
ues. You'll apply highrer values of
cach color to define each object later,

10 PAINTING PERSPECTIVE

VALUE

Value is the relative lightness or dark-
ness of a color. To achieve depth or
distance, use lighter values in the back-
ground and darker values closer to the
toreground. Lighten a color by adding
white. Make a value darker by adding
black, brown or the color’s

complement.

WET-ON-DRY

| use this echmgque most often in
acrylic painting. After the background
color is dry, apply the topcoat by
drybrushing, scumbling or glazing.

WET-ON-WET

Blend the colors together while the first
application of painr is still wer. | use a
large hake (pronounced ha-KAY) brush
to blend large areas, such as skies and
water, with the wet-on-wer technigue.

Make the value of a color lighter by
adding white.



Getting Started

Acrylic Paint
The most common crincism of
acrylics is that they dry too fast.
Acrylics do dry very guickly because
of evaporation. To solve this prob-
lem 1 use a wer palette system (see
pages 13-15). 1 also use very speaitic
dry-brush blending rechniques to
make blending very easy. With a lit-
tle practice you can overcome any of
the drying problems acrvlics pose.
Speaking as a professional arnst, |
believe acrylics are ideally suited tor
exhibinng and shapping. You acru-
ally can frame and ship an acrylic
painting thirty minutes afrer you fin-
ish it. You can apply varnish over an
acrylic painting, but you don’t have
to because acrylic painting s self-
sealing. Acrvlics are also very versa-
tile because vou can apply thick or
creamy paint to resemble ol pant or
paint thinned with warer tor warer-
color techmques, Acryvlics are non-
toxic with very little odor, and few
people have allergic reactions to
them,

USING A LIMITED PALETTE

| work from a limited palette,
Whether tor protessional or instruc-
tional pieces, a limited palette of the
proper colors is the most etfecove
painting tool. It teaches you to mix

a wide range of shades and values
of color, which every artist must be
able to do. Second, a limired
palette eliminates the need to pur-
chase dozens of different colors.

With a basic understanding of the
color wheel, the complementary
color system and values, you can
mix thousands of colors tor every
type of painting from a limited
palerte,

For example, mix Thalo Yellow-
Green, Alizann Cnimson and a
touch of Titamum White (gesso) o
create a beautiful basic tlesh rone.
Add a few other colors to the mix
to create carth rones for landscape
paintings. Make black by mixing
Ultramarine Blue with equal
amounts of Dioxazine Purple and
Burnt Sienna or Burnt Umber. The
list goes on and on, and you'll see
that the sky isn't even the limit.

Most pamnt compames make
three grades of paints: economy,
student and professional. Profes-
sional grades are more expensive
but much more effecrive. Just buy
what vou can afford and have fun.
Check vour local arr supply store
tirst, If you can't find a particular
item, | carry a complete line of pro-
fessional- and student-grade paints
and brushes (see page 3).

MATERIALS LIST
Palette

white gesso

Girrimibacher, Ligquitex or
Winsor & Newton paints
{color names may vary):

Alizarin Crimsan

Burnt Sienna

Burnt Umber
Cadmium Crange
Cadmium Red Light
Cadmium Yellow Light
Dioxazine Purple
Hooker's Green Hue
Phthalo (Thalo) Yellow-Green
Titanium White
Ultramarine Blue

Brushes

no. 4 flat sable brush

no. 4 round sable brush
no. 4 script liner brush

no. 4. flat bristle brush

no. 6 flat bristle brush

no. 10 flat bristle brush
2-inch (51mm) hake brush

Miscellaneous Items

16" = 20" (41cm % 51cm)
stretched canvas

charcoal pencil

easel

no. 2 soft vine charcoal
palette knife

paper towels

Sta-Wet palette

spray bottle

GETTING STARTED
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Brushes
| use a limited number of brushes for the same reasons

as the limited palette—versatility and economy,

2-INCH (51MM) HAKE BRUSH
Use this large brush tor blending, glazing and pamting
large areas, such as skies and bodies of warter with a

wer-on-wet techmque.

NGO, 10 FLAT BRISTLE BRUSH

Underpaint large areas—mountains, rocks, ground o
grass—and dab on rree leaves and other toliage with this
brush. It also works grear for scumbling and scrubbing
techniques. The stitt bristles are very durable so vou can

reat I_'!'II_'I'I'I r'.ur|'c Fill_]]_'l'll‘_.'.

NO. & FLAT BRISTLE BRUSH

Use this brush, a cousin of the no. 10 flar bristle brush,
tor many of the same techniques and procedures, The
no. 6 fHat brstle brush s more versatile than the no, 10
because you can use it tor smaller areas, mtermediate
details and highhights. You'll use the no. 6 and no. 10
tlat bristle brushes most oben.

MO, 4 FLAT SABLE BRUSH

Use sable brushes for more refined hlending, details and
highlights, such as final details, painting people and
adding details to birds and other animals. Treat these
brushes with extra care because thev are more fragile
and more expensive than bristle brushes.

NO. 4 ROUND SABLE BRUSH

Use this brush, like the no. 4 flat sable, tor details and
highlights. The sharp point of the round sable, though,
allows more control over areas where a Har brush will
not work or 15 too wide, This is a great brush tor hinish-

INg a painting.

NG, 4 SCRIPT LINER BRUSH
This brush is my tavorite. Use it for very fine details and
narrow lmework, such as tree himbs, wire, weeds and

especially vour signatare, that you can’t accomplish with

dIly IZH|1L'F |'|F1I‘-|'1. HH” [hL' |'IF1I'--|'1 Imn an IIZILZ-IILI:_' |1|.1"-.'r|.|r-:' l.lj.

pigment until the brstles torm a fine point.

BRUSH-CLEANING TIPS

As soon as you hmish vour painting, use quality brush
soap and warm water to clean your brushes thoroughly
before the pamnre dries. Lay your brushes tlar to dry. Paimt
is very difficult to ger out if yvou allow it to dry on vour

13 PRINTING PERSPECTIVE

brushes or clothes. If this does happen, use denatured
alcohol to soften the dried paint. Soak the brush in the
alcohol for about thirty minures and then wash it with
soap and water.

 e=——r—

T R ——
— e . T T T T
e —

You can make any subject with this basee set of brushes.



Palettes

Several palettes on the marker are designed to keep
paints wet. | use two Sta-Wer palettes made by
Masterson. Acrylics dry becanse of evaporation, so
keeping the paints wet is critical. The first palette is a
12" % 16" (3lcm % 41cm) plastic palerre-saver box
with an airtight lid (see page 14). Saturate the sponge
that comes with the palette with water and lay it in the
borrom of the box, Then soak the special palette paper
and lay it over the sponge. Place your paints around
the edges and you are ready to go. Use a spray bortle
to mist your paints occasionally so they will stay wet

Tip
Chsel Comer \ Chisel Edge
Flat Side
tdetal Fermule
Hardle

all day long. When vou are finished painting, attach the
lid and your paint will stay wet for days.

My favorite palette is the same palette with a few
alterations (see page 15). Instead of the sponge and spe-
cial paper, | place a piece of double-strength glass in the
bottom of the palette. | fold paper towels into quarters
to make long strips, saturate them with water and lay
them on the outer edges of the glass. [ then place my
paints on the paper towels. They stay wer for days. |
occasionally mist them to keep the towels wer.

If you leave your paints in a sealed palette for several
davs without opening it, certain colors, such as Hooker's
Green Hue and Burnt Umber, will mildew. Just replace
the color or add a few drops of chlorine bleach o the
water in the palerte to help prevent mildew.

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

GETTIMG STARTED 13



Two Ways to Set Up Your Palette

Lay the sponge
inside the palette
ho, soak the spe-
cial palette paper
and lay it over the
sponge. Place your
paints around the
edies. Don't forget
g 1mst them o

keep them wet,

The Sta-Wer 12" x 16" {31cm x 41lcm)
plastic palerte-saver box comes with a

large sponge thar you saturate with water.

When closing the paletre-saver box, make sure the aimghe hid = on securely,

When the palene is properly sealed, vour paines will stay wer for days.

14 PAINTING PERSPECTIVE



Lay the satur ireed
paper towels
._|||'-|_||||_| I||-\; CRTET

l.'l.h.'-."-: of the EAss,

Instead of using the sponge and palette paper, you can use a piece
of double-strength glass i the bottom of the paletre, Fold paper

towels in long strips and saturate them with water.

Mace your pamis
o the PAPCT DOv el

'.|r||_'\"-\._

Use the center of the palette tor mixing pants. Ckeasiomally spray

L
A4 st et I|1|.' [l e B Wiy |-. Eidd L:'-.'|'l THET WEL

Ty chsan rhi |"-||.":I|.
allewss 1t o =it bor
thirty seconds in
waker or spray the
glass with a spras
bottle. Scrape ot
the old PalnnE ith a
single-edge razor
hlade,

GETTING STARTED 15




Miscellaneous Supplies

CANVAS

L ANYels i;"'l i.'l'l'l_l". '|".'l.:l'|'h. Ter |1|'.\,l~,'|:'|~,'||'|]._'|
'-i[rilkl._"'u., .'I:'Il.l CallYdas p.!p—t'r ["".'ILl"\ '-u‘.'-:1r|\c
for studies or testing paints and
hrush technigques. The best surface
tor painting, though, i1s a primed,
pre-stretched cotton canvas with a
medium texture, which vou can find
A maost art stores. .".'l"i- :'.”'ill '“th.||.|"|
advance, yvou mav want to learn to
stretch your own canvas, but

16" % 20" {41em x 51cm) pre-
strecched cotton canvases are all
you'll need for the paintings in this

|'|':|'iJJ'-..

16" = 20" 141cm = 5lem) stretched

Lanvis

16 PRINTING PERSPECTIVE

EASEL

| preter a sturdy, standing easel, My
tavorite 15 the Stanree STA00 alu
minum easel. Ir is lightweight, sturdy
and easy to fold up o take on loca-

K
TN O B 'n.'l.'l_!lrl-;'lq!'llll_-l"'\q.

€

"'||.'|||rlrl_ .1|I|I1III1|II1I 'H.|II|_|I|I I'.'|'H.l.'|

LIGHTING

(M course, the best hizht 15 natural
north hght, but most of us don’
have this light in our work areas.
The nexr best lighting option 15 o
hang 4' (1.2m) or &' (2.4m) Huores
LTt |:':|:|'|I~| l..llr'.'l_l:l:l. EVEET fnl!-lll -'.'.1'-iu'|..
Place one cool bulb and one warm

|'|lI||'l 1 tlll.' nxture ro |'|l.'!‘h-[ "1[||Il||..'|.[-|.'

natural lighr.

Srodu lihits



SPRAY BOTTLE

| use a spray bottle with a hine mist
o hghtly wet my paints and brushes
throughout the painting process, |
recommend a spray bortde ftrom a
beauty supply store, It's important to
keep one handy.

Spray bottle

Palette knives

PALETTE KMNIFE

1 use my palette knife more for mix-

ing than for painting. A rowel
shaped knife 1s more comforrable
and easier to use than a flar kmfe,

Aot vine charcos

SOFT VINE CHARCOAL

[ use no. 2 soft vine charcoal for
most of my sketching. It's very easy
tia \'i'[lrl'{ 'i\"ltl'l,' :'il'l[ﬂ'l.'!'l- |.I|_"| "|"¢'L'|I ..“".I 5
easy to remove with a damp paper

rowel.

GETTING STARTED 17



Elements of Perspective

We use the tollowing rerms when we
discuss perspective. Learn these terms
before you ger starred.

. One-pomt perspective—Use this to
determine angle, height and propor-
non of an object only on one side.

2. Two-pawnt perspective—1se this
when you are trying to determine the
proper angle, height and proportion
of an object on two sides.

3. Horizon lime—Ths is the line
where the land and the sky meet.
You place the vanishing point or
points on this line. Your vanishing

In Meed OF R pair
16" = 0" (70w & STcm)
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lines meet this hine to deterrmine the
perspective of an object.

4. Vanishing point—This is the point
vou place ar a specified location on
the horizon line. All vanishing lines
meet on this point. You may need
one or two points depending on the
tvpe of perspective you use.

5. Vamishmg lines—Draw these lines
from the corners of an object back o
the vamishing point on the horizon
line. The Lines help deternune the
length, height and proportion of an
object.

6. Parallel limes—All lines correspond
in equal direction. These lines don'
determine an object’s perspective, bur
prevent an object trom appearing
thar it is falling over.

You need the following supplies to
practice one-and two-point perspec-
tive technigues.

o 127 {30cm) ruler or a 36" (91cm)
vard stck, whichever you prefer

o |27 = 16" (30cm = 41em) or larger
skerchpad

o Mo, 2B or no. 4B sketching pencil
e Kneaded eraser or gum eraser




Viewing Perspective

These sketches give you a visual
understanding of the basic terms
used when discussing perspective.
Study these illustrations and draw
vour own before you begin an in-
depth study.

It will be well worth vour time
and energy to experiment with all
the different possibilities that per-
spective gives you. It may scem very
challenging ar first, but with
patience, you will be amazed how

even the most basic understanding of
perspective will enhance vour paint-
ings with the addinion of buildings
and other objects to vour landscapes
that have perfect perspective,

J‘--._\_
‘ Parallel Lines
-
- e
:h" ~ ..__H_".n'hnrshing Limes
- =1 T
-
g
= Sy
T, o -
A
~
il i
Huorizon Line Vanishing Point
Parallel Lines

DETERMINE THE VANISHING POINT IN OMNE-POINT PERSPECTIVE

Here, all the vanishing lines meet at one vamshing point. In one-point perspective, always

place the vanishing point on the side of the ebject where you are determining perspective.

Farallel Lines
" T~ \anishing Lines
_— --FFP. -\-‘-\-\-" L
Vanishing Line G
e
e,
___.l'"
e e,
-
o [~ o i
Vanishing Paint Horizan Line .

Paralbel Lines

TWO-POINT PERSPECTIVE DETERMINES PROPER ANGLES
Use two-point perspective to determine the proper angle, height and proportion of an

object. Notice that each of the buildings

horizontal limes recede to its vanishing point.

Vanishing Point

VIEWING PERSPECTIVE 1%



Drawing One-Point Perspective

In one-point perspective you only
determine perspective on one side of
the building., Notice the vanishing
point 15 on the right side of the box.

Place the Box

Draw a box on the horizon line.
Place the vanishing point on the
horizon line, Shift it to the right of
the center. Now determine the per-
spective of the box’s right side.

Construct Perspective

Drraw a vamshing line from the
upper-right corner of the box to the
vamshing point.

Finish Perspective

Decide the box length by draw-
ing a vertical line between the
vanishing line and the horizon hine
makmg it parallel to the nght side of
the box,

X PAINTING PERSPECTIVE

Where you place the vanishing point  box, the larger the angle you will
on the horizon line depends on what  have, The farther away the vamish-
degree you want your angle. The ing point 15 from the box, the small-
closer the vanishing point is to the ¢r the angle,

A —_— .

Herizon Ling Wamisheng Point
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‘Wanishing Line
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Line With Perspective
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Sizing Dramatic Angles

J Line With Perspective

=
]| 1| —
i —
1M i

"] o _ Vanishing Line

—— Paralkel Ling

— — I: I = I - | — - - = : ‘—
Hosizon Line Wanishing Poini

REDUCE DRAMATIC ANGLE
Move the vanishing point farther away from its object o lessen the angle. Here, the van-
iwhing point is far to the nght, giving the building a pradual angle.

Parallel Lines Lirse With Perspective

/

\
\.‘ Wanishing Line
\
\
.

Wanishing Point Harizon Ling

INCREASE DRAMATIC ANGLE
Mowe the vanishing point closer to the box o give it a sharp and dramanc angle.

SIZING DRAMATIC AMGLES 21



Placing the Vanishing Point

Choose the location of the vamishing
pomnt on the horizon line depending
on whart kind of angles you need.
The tollowing examples illustrare
some other varianons, The sky is the
limit, so experiment with different
locanions of horizon lines and van-
ishing poimnts,

—d_._;_.:_.____.—-—‘—'ﬂ EXPERIMENT WITH VANISHING
Horizon Line ‘anishing Point i)

£ POINT LOCATIONS
PRl L Morice that | placed the vanishing point on
-1 '.'I the horizon line shghtly to the right of the
A iy \ center of the table, By placing the horizon
) 1) line high above the back of the table, vou
' create the illusion of looking down on the
| vl-l"'i""- table, which makes it appear shorter. IF
P A vou move the horizon line and the vani-
\ shing point much closer to the back of the
Tabletop - P ; foding | |} table, it would appear much longer, as if
’ - [ ! vou were viewing it ar eye level, There are
o - / f 1 ‘ Tk many combinations so give them o try,
|

‘Wanishing Point
/ DETERMINE VANTAGE POINT THEN

pas Horizon Line

T ; PLACE VANISHING POINT

5% The location of the horizon hine and
vanishing point gives vou ditferent etfecrs.
This example is drawn from the perspec-
rive of siting in a chair looking across the
woaden floor, To find the proper perspec-
i ; tivee for a subject, hirse determime if you are

2 standing, sitting, or lving down, Then place

the horizon line and vanishing point

accordimgly,
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Haorizon Line

i . i

T L e,
T N -, B

S g

o T

DEFINE ANGLES WITH HORIZON

LINE AND VANISHING POINT

In this example of the boat dock, notice
that the dock is shifred far to the left and
angled toward the center of the drawing.
This leads the viewers eve into the center
of the drawing where | may add other
objects as focal poines. Also notice the
dock 1s elevated above the water so vou
can see the posts above and below the
dock. By painting the vanishing point far
to the right, | created a defined angle. By
painting the horizon line high above the
dock, 1 creared a vantage point as though 1
were standing on the ground looking
toward the dock.,

CREATE STEPS USING PERSPECTIVE
This example shows a front porch—very
similar to the wooden floor except | added
steps connected to the porch, The impor-
rant aspect to remember when drawing
these steps 15 to draw a horizontal line our
from the porch for the top of the first step
then draw a vertical line for the heyght of
the riser. Repear this for the next step back
ter the vanishing point, Now decide the
length you want the step and draw a hon-
zontal parallel line to the front of the siep.

PLACING THE VAMNISHING POINT 13



Applying Perspective

These are tour steps you must com-
plete before beginming your project.
1. Draw the horizon line. You can
put it high on the page, toward the
bottom or anywhere in berween,

2. Place your vamishing point any-
where on the horizon line.

3. Sketch vour object on the horizon
line, above it or below it.

4. Size the building.

DETERMINING PERSPECTIVE ON THE
LEFT SIDE OF A SHAPE

In the previous examples vou saw a
box with perspective on the right
side, Now let's see what it looks like
on the lett side. Draw the box any-
where you wanrt on the horizon line.
Follow the basic procedure for
creating perspective by adding the
vanishing point, vanishing lines and
the verncal parallel line at the end ot
the box to establish its length.

CREATING DIFFERENT LENGTHS
Move this line anywhere berween
the vanishing line and the horizon
line to create different lengths,
Notice | moved the end vernical line
on the left side farther out to make
the box longer.

M PAINTING PERSPECTIVE

Remember, the choices you make
decide the outcome of your project.
For example, if you determine the
perspective of a house on a hillside,
the house will be ser above the hori-
zon line; if you were on a hllside
looking down ar a house, the house
would be below the horizon, If vou
were on a flat plane, the house
would be either on the hornzon or
shightly above or below .

Vaanishing Line

Yanishing Point

Wanishng Ling

T
-

Parallel Lones

Paralle Lines

Horzon Line

—

';';.rshlnp, Poing Harizon Line



Perspective Above the Horizon

Try determining the perspective of a
box above the horizon, You use this
technique to create a subject sitting
on top of a hill as you stand ar the
base of the hill looking up at your
subject.

: . Draw Boxes Above Horizon

| - Line

| Place three boxes in difterent loca-
— tions above the horizon line. These
| ' boxes could represent houses sitting
) on a hill. Place the vanishing point
anywhere along the horizon line.

 Wanishing Point

Vanishing Lines Draw Vanishing Lines

Draw vamshing lines from the
corners of the boxes to the vanishing
peant.

Herizon Line Wanishing Paint

ish i
Vanishing Lines Determine Box Length

Decide how long you want each
box. Draw parallel lines to form the
final shape of the box. Keep in mind
that once you place the landscape
elements, vou won't see the bottom
of the house as you see it here,

Horfzon Line Wanishing Point

PERSPECTIVE ABOVE THE HORIZON 24



Creating Perspective Possibilities

Vanishing Point Haorizan Ling

___‘_"-.l'anrshing Lines

FIND PERSPECTIVE BELOW HORIZON LINE

If vou are standing on a hill leoking down on a house, your boxes will be placed below
the horizon line. Pur the boxes anywhere you want under the horzon line. Connect all
cormers to the vamishing point with vamishing hines. Decide the length of each hox and
draw the opposite horizonral or vernical paralle] lines.

Wanishing Lines

=

li

s

Vanrshing Point

/

Horizon Line

DETERMINE PERSPECTIVE COMBINATIONS

Another possibility is placing the boxes so they are parnially above and parmally below
the horizon line. The vanishing point can be placed anywhere on the horizon line depend-
ing on what angle vou want, Connect each comer 1o the vanishing point with a vanishing
linc. Creare the lengeh of cach box by drawing in the parallel lines.

J6 PAINTING PERSPECTIVE




Drawing Multiple Perspectives

NMow let’s ook at another perspec-
tive possibility, Imagine walking
down a road or pathway with rows
of houses on each side. The problem

with perspective here is that you
need to determine the perspective of
the right side of the buildings on the
lett side of the paintning and the lett

Howizon Line

Wanishing Paint

Honzon Ling

Honzon Line

Vamishing Point

Wanishing Lines

Vanishing Point

side of the builldings on the night side
of the painting. Accommodanng this
scenano may sound confusing, but
i's really quite simple.

Establish Horizon Line

First establish the horizon line.
PMace the vanishing point somewhere
roward the center. Draw the front of
two buildings.

Create Multiple Buildings

Determine the perspective on the
right side of the building by drawing
the vanishing line from the corners
to the vanishing point, Draw the
vertical parallel line to determine the
building’s length. Draw another box
behind the first one and repeart the
perspective process. Draw as many
buildings as vou want, Remember to
always draw the front of each buld-
ing first, then determine the perspec-
tive of their sides. For a balanced
composition, make each bulding a

shightly ditterent shape or height.

Finish Perspective

Repeat this process on the right
side of the vanishing point.
Remember, you can space the buld-
ings as far apart as you want and
shift them to the lefr or to the right,
Just make sure vou have determined
the perspective for all the sides so
they lead back to the vanishing
point,

DRAWING MULTIPLE FERSPECTIVES 27



Finding Perspective of a House

P
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’H & _ H = —
| \‘ = T Vanishing Lines
—Wertical Line
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S s ; Wanishing
Harizan Line Point
| Vanishing Lines
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L i Vanishing
Hiezon Lins Pt
Vertical Lines
Vertical Ling
|— Vanishing Lines
\. 3
A ! | Horizon Line - T s,
Vanishing
Poimt
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DRAW A ROOF

Locare the horizon line, Locare the front of vour house
and draw a rectangle. Locate the vanishing point on
the right side of the box, Draw the vanishing lines
from all corners o the vanishing pomt. Draw a vern-
cal line berween the vanishing lines for the lengeh, For
the root, place & point at the center of the building
above the top line at the height where vou want vour
root. Diraw lines from the point down to the corners
of the building’s front, Draw a vanishing line from the
rot down to the vanishing point. For the correct
angle of the hack roofline, deaw a hine between the the
vanishing lines. Make this exactly parallel with the
frone roofline.

ADD DOORS AND WINDOWS

Repear the above steps to construct a house. Draw
doors and windows on the front of the building, Make
them parallel with each other Find their perspective
beginning from the farthest window or door from the
vanpshing point—in this case, the doon Draw one ver-
tical parallel line ar the height vou want the door
Drraw a vanishing line back to the vamishing point.
MNow, determine the door's wadth by drawing a vertical
parallel fine between vanishing lines. Determine the
number, size and location of windows, Draw a verncal
Iine trom the existng vamshing line the length you
want the window, Draw a vanishing line from the bot-
rom of the window to the vanshing point. Add maore
windows by finding the location of each one and
drawmnyg verncal lines between the vanishing lines.
Remember, as abjects recede mro the distance, they get
closer together and smaller.

ADD CHIMNEY AND PORCH

Complete the house in the above example. Determine
the chimney's lscation. Draw the front of the chimney.
From the top of the chimney, draw a vanishing line 1o
the vanishing point, Repear for the bomom of rhe
chimney. Decide the chimney's wadth and draw a verni-
cal line between the vamshing lines, For the porch
roof, draw the front roof line at any angle and length.
Then draw a vanishing line from the end of the
roofline to the vanishing point. This establishes the
proper angle for the tront of the rool. For the end of
the root, draw a parallel ling ro che frone roofline brom
the house’s corner to the vanishing hine, Now the root
has perspective. Repear this procedure tor the porch
floor, Then add the posts,



Haorizon Line

Riser Line  Vertical Ling

S=T Vanishing Lines

Wanishang Paoint

Vertical Parallel Line

DRAW STEPS

Draw the riser line for the top seep.
Determine depth. Draw a line from the
bottom of the riser to the vamshing pome.
DPecide lengrh of steps. Draw the back ver-
tical riser line. Draw a horizontal ling
establishing width of the top of the step.
Draw a line from the top step’s corner to
the vanishing point. You have the first
step’s angle. Dietermine the number of
addirional steps and repear this procedure
for each one.

DRAW SHIMGLES, SIDING, BRICKS
Dhecade how far apart each row of shingles
should be. Place a row of dors on the frone
of the roof for which vou have not deter-
mined the perspective. Diraw vanishing
lines o the vanishing point. Draw vertical
lines 1o establish shingle length, Use the
same procedure for wood siding. Place a
row of dots spaced aparr ar the desired
lengeh. Draw a vanishing line from each
dot to the vanishing point. Repear the sid-
g procedure for the bricks. Then draw

vertical paratlel lines establishing each
hrick's !:ngt]i-

FINDIMG PERSPECTIVE OF A HOUSE 29



Drawing Perspective from a Photo

Atter vou have seen some technical
.1"‘1]1“.'1.'[‘1 il L:]‘L'.!I[:IT'IH I'f‘L'l""'ll'lﬂ.'L-[l'l-'t'._ 1

question almost always emerges:

existing photograph of a house or
butlding for which | am tryving to

determine the perspective? Let's look

Hi.l'n.'l.' Ll.liZI J l'ill.li!l".'l. 'l.'n-'l']i.'l'l'.' Loy sEATT '|-'|.'i|:i1 at '||It' 1n|lmv1'r'||.: l'?l.';lﬂ‘.ll_'lll.' fo Answer

the perspective process from an

this question.

- vanishing Linges

Hanean Line Uﬂnnahlng Paint

TRAMSFERRING A PHOTO
Take a photo and lay it on a piece of paper that is several inches larger than the phoro.

Take a prece of tracing paper and lav it over the entire surface, Draw lines with a ruler
following all of the angles of the house thar have perspective. All of these lines meer each
other at the vanishing point. After locating the vanishing point, draw a horizontal line
parallel 1o the top and bottom of the paper, across the paper through the vanishing point,
This will be your horzon line. Now transter this on a larger scale oo your canvas with the
vanishing point and honzon line. Begin adding any other objects.

Rool Without Pempective

Root With Perspective

Vanishing Lines
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Horizon Line Vanishing Paint

REVIEW STEPS

Listed below are all steps vou need to complete the drawing. Locare the horzon line.

Locare the l..1|1|\.|'|||'||.'_ L. Dyraw the feont of the house, Dieaw roof on the side that doesn’t
need perspective, Add perspective to the top of the roof. Add perspective to the bottom of
the ronf, Add PEFSPECTIVE T0 the borrom of the house, Diraw |_'.~:_|r.||||;f limes 10 eseablish the
hiouse's length, Draw windows and doors on the front of the house. Add perspective to
doors and windows, Add perspective to the chimney and shingles. Add perspective to the
porch roof, Add perspective to the siding. Add honzontal posts. Deaw the landscape,
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Drawing Perspective for a Still life

Not only is perspective usetul tor the
landscape painter, bur also still lite,
portrait and figure painters often
need to find the perspective for a
wooden table, floor or other interior
objects. We won't spend much time
here, but | think a short discussion
and an example will be helpful tor
some of vou who like to work with
still lifes.

Vanishig Point Howrizon Line
I
Ay

% A
|

| L vanishing Lines

CREATE PERSPECTIVE WITH WOODEN PLANKS

Derermine the perspective for a wooden rablerop or floor on which vou are going 1o place
a vase of flowers or bow] of fruit. Establish the location of the table by drawing its hon-
zontal back edge. Decide the angle of the wooden planks. Locare the vamishmg point based
on the angle of the boards, Place dots along the back horizontal edge of the table spaced
at whatever intervals vou wish. Draw vanshing lines through the dots back o the vanishing
paing and then o the frone of the able. Now vou have a tabletop with proper perspective.

DRAWING PERSPECTIVE FOR A STILL LIFE 3



Drawing Two-Point Perspective

Atter learning one-point perspective
principles you can now concentrate
on two-point perspective. All of the
same rules that you used in one-
point perspective apply in two-point
perspective. The only difference is

Draw Building

Only draw the front
corner of the buillding,
which is a vertical line
placed above, below or on
the horizon line, In this
drawing, | chose to place it

thar you need rtwo vanishing points
instead of one. In two-point perspec-
tive, you are finding the perspective
of two sides of the building. Let's
look ar an example of a simple
object with two-point perspective,

slightly below the horizon
line,

Determine Vanishing

Points
Once vou've placed the
building's corner line,
place the two vanishing
points, one on each side of
the corner line. The van-
ishing point locations

Harizan Ling

Wertical Comer of Baildng

dt‘pt‘nd on the size of the Manishing Point Harlzgan Ling

angles you want the sides
of the building to have.

12 PAINTING PERSPFECTIVE
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Vanishing Lines

e R

Connect Vanishing

Lines
Draw vanishing lines from
the top and bottom of the
corner line back to the
vanishing ponts. This
gives you the proper per-
spective of the sides.

e,

Wanishing e
Point T s

—— -—
o]

Vertical Front Comer of Building

Vertical Parallal Lines

Wanishing
Paint

Determine Length

Decide how long you
want each side to be, then
draw verrical lines between
the vanishing lines ar that

— S |ength.

Wanishing
Paoint
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Using Two-Point Perspective

In this example you are going to find  refer back to these basic steps if you
the perspective of the building, roof,  ger confused. The next illustration s
doors, windows and sidewalk. The a fairly simple house with rwo-point
process tor hnding the perspective of  perspective. The only different aspect

these two sides 1s identical to the is a sidewalk on cach side of the
process used in one-point perspec- house. The process of finding the
tive. Instead of going all the way perspective of a house is described
through that process again, simply on page 18,

Comer of House

DRAWING A HOUSE

Find the cormer of the house, Draw the horizon line, vanishing peints and vanishing lines.
Find the perspecrive of both sides. Add vernical lines o create the length of the house, Diraw
the roof on the left sade of building. Find the perspective for the roof on the nighr side.
Add parallel lines for the end of the roof. Find the perspective of the door. Find the per-
spective of the windows, Add the back porch. Add the dormer. Find the perspective of the
steps. Find the perspective of the sidewalk, just extend the lines at the base of the house
ot as far as vou want to go. From the end of each line, draw vanishing lines back o rhe
vanishing points. This gives vou the proper length and angle for the end of the sidewalk.
Diraw the perspective for each sidewalk secnion back to the opposite vanishing point.

3 PAINTING PERSPECTIVE



Vanishing Lines
Vanishing Lines .

—-

- vanishing
— Point

Carmer of Windmill Harizon Line

DRAW WINDMILL

Let's tind the perspective of an old windmill. Locate the horizon line, Locare the corner of
the windmill, Locare the vanishing points, Draw the vanishing lines back 1o the vanishing
points. Because this windmill has three sides instead of four, you must determine the
angle of the two legs and draw them. Be certain they stay within the vanishing lines. To
find the perspective of the braces, simply decide the number and the distance apart, then
place dots on the front leg. Draw the vamishing lines back o the vanishing points. Locare
the back leg. For the back braces, draw vanishing lines from the point where the side
braces intersect the legs, back to their opposite vanishing points.

ENHANCING WITH PERSPECTIVE

Begin adding the details around the windmull to give it character. This is the complered
skerch atrer all the vanishing lines have been erased and details added. | added crosshrac-
ing, landscaping, a water tank and other miscellaneous objects, Some of these items don't
have perspective. However, since the fence recedes into the distance and is on the right
side of the windmill, it will need ro have perspective. Draw in the fence post that is next
to the windmull, Then draw a vanishing line from the rop of the post back 1o the vanish-
ing point, Now draw each post. Make sure each one stays between the vanishing lines
and ground. Notice how each post gets smaller and closer 1o rthe adjacent post.
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Country Peace

This should be a fairly easy one-point per-
spective project. | placed this bouse closer to
the foreground so it fills up most of the can-
vas. There is no doubt this old farmbouse is
the center of mmterest. In Oklahoma, we
have a wealth of great old farmbouses. You
might have some of these near your home.
They make great artistic perspective studies.
I recommend driving around in your area
and photographing old homes from differ-
ent vantage pomnts. Position yourself on
level ground, on a hill looking down or in a
E':.h"h'j.' ff:r;k.r'u:.; Hfr at the house. All u;"!.lr-‘{'::n’
positions give you many options to find the
perspective of the house. In this case, | chose
to stand in front of the howuse, shifted slight-
Iy right of center—meaning you can only see
perspective on the left side of the house.

This shouldn’t give you too much trouble,

but if you need belp, refer back to the front
of the book for some belpful tips.

Good luck!




I PAINTING PERSPECTIVE

Sketch a Farmhouse

In this one-point perspective
project, the vamishing poinr 1s ott the
canvas. It 1s helpful to pur an exten-
sion of cardboard or paper beyond
the canvas to draw the horizon line
and place the vanishing point. This
15 a common problem when vou find
the perspective for large close-up
abjects. Take vour no. 2 soft vine
charcoal and make a sketch of the
tarmhouse and landscape.

Paint Sky

To create the cheertul sky, mix
gesso with Ultramarine Blue and a
slight touch of Dioxazine Purple on
yvour palerte. Lightly wer the sky
with a hake brush and apply a fairly
liberal coat of gesso. While the gesso
15 still wet, paint a small amount of
Cadmium Yellow Light at the hori-
LT ||'|'|I': ﬂ"d h]tnnt i!l':l[ll.]t |1.;I“-'l.=.'.ﬁ:|.'
up. Begin blending the sky blue mix-
ture down from the top of the sky
until the light blue and light vellow
mixtures are blended rogether. You
should have a seamless blend
between the two mixtures. Feather
with crisscross strokes to achieve the

best blend.



Paint Background Hills

Mix gesso with a touch of
Burnt Sienna, Dioxazine Purple
and Ultramarine Blue, creating a
very soft gray. It may be slightly
on the purple side. The farthest
layer needs to be shghtly darker
than the horizon, Paint in some
irregularly shaped hills or moun-
tains with a no. 6 bristle brush,
Darken the same mixture by one
or two shades with a touch more
Ultramarine Blue, Burnt Sienna
and Dioxazine Purple. Paint the
layer of mountains closest to the
house with a no. 6 bristle brush.
Keep m mind that these moun-
tains have one purpose—to create
depth. Keep them simple so they
don’t compéte with the house.

Add Clouds

This is a fairly simple step.
Create a creamy mixture of gesso
with a shght touch of Cadmium
Yellow Light to just ont the gesso,
Load a very small amount of the
mixture onto a no, & bristle brush,
Gently scrub in some very soft,
'..l,'irrp}' clouds, These are not a Feature
and should not compete with the
rest of the painong. Keep them sim-
ple and soft.
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Highlight Background Hills

For this basic step you need a
soft highlight color of gesso with a
touch of Cadmum Yellow Light and
Cadmiom Orange. Use either a no. 4
flat sable brush or a no. 4 flar bristle
brush to scrub in some soft high-
lights. Highlight the distant hills first
and then darken the mixture shightly
with Cadmium Orange. Highlight
the front mountain range and be
sure the highlights just lightly sug-
gest rugged mountains so they don'™
distract the viewer’s eve from the
center of mterest,

Underpaint Background Trees

Mix Hooker’s Green Hue with a
touch of Dioxazine Purple and gesso
to make a very solt grayish-green.
This value should be only slightly
darker than the last range of hills,
Add a group of trees in front of the

MOUNLAIN FANEE USIng a no. 6 or

no. 4 bristle brush. Be sure these
trees don't become too big, Thev are
just filler berween the backzround
and the middle ground.



Highlight Background Trees

For this quick step, mix Thalo
Yellow-Green with a rouch of
Cadmium Orange and gesso, The
mixture should be soft and light.
Paint the highlights on the top rght
side of each clump of trees with a
no. 6 bristle brush, Don't over high
light. Paint just enough to give them
a basic form.

Underpaint Background

Meadow
Mix Thalo Yellow-Green with a
touch of gesso. Apply the color fairly
thick in the area in front of the trees.
Then quickly add a small amount of
Hooker’s Green Hue with a touch of
Doxazine Purple ar the base. While
the mixture is still wet, scrub up the
lighter color first with a no. 10 bris-
tle brush. Follow with the darker
color and then scrub it up into the
lighter color. You have just created a
light and mediom value to set a
subtle contrast in the middle back-
ground. You don't need much
texture here.
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9Al:ld Background Tree Trunks
and Resketch House

Locare the house, Mix Burnt Sienna
with a touch of Ultramarine Blue.
Lighten the value with a touch of
gesso, Add enough water to create a
very thin ink-like mixture. Paint in
tree trunks with a no. 4 scripr liner
brush, keeping them fairly thin and
delicate. Remember, vou wall add
leaves to them later. Resketch the

house it vou have pamted over it.

1 OUnderpaint Road
The road s underpainted

with a combinanion of Burnt Sienna
mixed with touches of Dioxazine
Purple and gesso. Mix these colors
on the canvas instead of the palette
using a no. 10 bristle brush. Starting
at the back of the road, apply gesso
with touches of Burnt Sienna. Use
:i.l'lurl!, Lh‘lll"l"?' |'|:|f:li'l:|l'|”'|[|iE H.I_'rill-;;";.. .'.1."!;
_"l'”l.l COame r.l:lrw:]ni. .'Il;,l.l.i TTRCRNE H'l_lrr”
Sienna and rouches of Dioxazine
Purple. Continue adding more Burnt
stenna and Dioxazine Purple unnil
vou have a fairly dark ftoreground.
Notice the road is darker on the

right side, with a choppy texture,



1 Underpaint House

Create a gravish mixture of
Burnt Sienna, Ultramarine Blue and
gesso, Then use a no, 4 bristle brush
and block in the dark side of the
house first. Slightly hghten the mix-
ture with a small amount of gesso,
ﬂ”d |:T|I::ll.'|1'., 11 thl,' r::n:ﬂ, Nl'l'“.' |i:.i'_|'||{"||
the mixture more and block in the
tront of the house. Clean up the
|'|‘|H.]"|{‘ h'l. hl!r:1:|;|.-'.|"|[l'|]|[||.', :'Ill INTErior
and exterior lines. Fill in any rough
edges on the house with a no. 4 flat
sable brush. Darken the mixture and
hlock in the doors and windows,

1 Detail House

Mix pesso with a very shght
rouch of Cadmium Orange.
Drybrush vertical and horizontal
strokes with this mixture to suggest
old weathered boards, Use a no, 4
flat sable brush. Repeart tor the roof
tor suggest shingles. Paine a few dark
cracks with a mixmure of Ultramarine
Blue, Burnt Sienna and a touch of
pesso, Add as many details as you
want using a no, 4 script liner brush,
Now add a touch of Dioxazine
Purple to the dark mixture and paint
the overhang shadows. If vou want,
light the windows using layers of
Cadmium Orange and Cadmium
Yellow Light, Determine how you
want to finish the house, The sun s
coming in from the righe, so the
right side of the house should be
lighter, Don't paint too solidly when
|.|r:|.'|'-rl.|l|h|l1}: ||H|11{'r ';,'U]‘III"'H.: ||.'| SOMe
I'|‘1 t!'ll.' |1.t-..'1.'gl‘l::-lli|.|.|. :'rhl.l"'.":' T“I".JI.II."II ﬂ]'.'
brush strokes. Have tun, but don't

owver-detail.
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1 Underpaint Middle and
Foreground Grass
Use lots of pamt with this step
Beginming at the wop of the fore-
I..'_I'IH.]I'I1.1.| |.1'FII:".JI ITl I II.IlII 1:|'I.'|]H"|'|.'
Cereen and rouches of Cadmium
Yellow Light with a no. 10 bristle
brush. As vou come forward, add
Hooker's Green Hoe and touches ot
Burne Sienna. Add Dioxazine Purple
to the mixture when you arrive at
the immediate foreground. Work
quickly because the colors must stay
wet. Remember, the pamt mixture
I!l:'L'i.]"-. [{4] t"-l.' ".l."r:n-' ||'I|I.'I‘i. :""'-:II'-.".' E."‘L'IE'IIT'I Al
||!'i.' [HF"‘ |.|"|l:'l .Hll.j |1||ht'| ||'IL'-..U.:'::IF |.]|'|
with a no. 10 bristle brush. Then
waork vour way down, pushing each
laver of color up against the previ
LIS L1||||r [0 Creane a '|'.'II"iL'r:| il !_'||'i'|‘-"1

and bush-like formarnons.

1 Highlight the Road

Derarl the road with a no. &
bristle brush. Mix Cadmium Orange
and BEss IO O Creamy Consistency.
Highlight the road using short, chop
py horizontal strrokes beginning at
the top. Use small amounts of the
mixture. Don't blend too much
because vou want a !I'lll,]:l_'l"l textare,
Let much of the background show
through vour strokes. Make a path
|I'|'l (H) ||"Ii' ill.:ll.l'ﬂ,' |::"l. .II.|I.|I:II:.'I SUHEI tan-
]'l- ||'III. L H'II'Il]-i.]f.Ll.'h L ||]l:' t .1L1I1IIIL1II
Orange and gesso mixture, Block in
the ruts wirth a small amount of
Burnt Sienna and Ultramarine Blue,
Keep them smudgy.



1 Add Leaves

Creare a mixture of Hooker's
Gireen Hue, a small amount of Burnt
Sienna and enough gesso to highten
the value. Drvbrush in leaves by
barely skimming the surface of the
canvas with a no. 6 brstle brush. Be
sure these trees have good negative
space around them and thar they are
fairly open so the viewer’s eve can
easily move around the leat torma
nons. Make sure some of the back

8 FI.Ir'II.I '-.|'|1|'|'|."‘-. []I'IH':IL',]I.

1 6High ight Middle and
Foreground Grass
"ick any color or color combimation
as long as it complements the color
scheme. Mix the colors to a shightly
creamy consistency. Load a small
amount of the mixture onto a no. 10
bristle brush. Paint the highlights
with Light, carctul strokes, Caretully
judge highlight placement. Negarive
space 15 your best friend, so keep
most of the brighter highlights
roward the middle of the tore
ground, Use vour creativity with this

Step.
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1 Add Miscellaneous Objects
and Highlights

Creare fairly dark-gray mixture of

Burnt Sienna, Ultramarine Blue and

a slight touch of gesso. Use any

brush (I recommend the no. 4 round

sable brush) in this step. Block in the

tence posts, old rain barrel and any
other objects you wish. Adjust the
values of each object based on its
location. Now add highlights o
IJ'l.I'."'l'i.‘ ||‘|:1|I;,"~:1:'\ "."r'lth | l'.|,l'|'|"'¢|__||l'll;,' 'IT'Ii"'o;'
ture of gesso and shght touches of
Cadmium Orange and Cadmium
Yellow Light. Highlight each object
apain based on its location and the
effect you want it to have on the
paimnting,.

1 Snetail Road With Rocks
and Pebbles
Mix gesso with a touch of Cadmium
Orange into a creamy Consistency.
Paint small smudges with a no. 4
round sable brush to suggest pebbles
and small rocks along the edge of
the road. Add many to make the
road look fairly rocky. As vou come
|'.l'|r"|'l.'.,| r|.| IECn [i'll;,' l,,LI rL‘ F'Idrr ﬂ:lr. l.';'ll._'
I'ﬁ:ln.'llij.. -.,!-lrl-::‘r'l rI"IE,‘ mxTure I||'|'||'I"| 5 |
"'.IT'I.I“ AIMount Il'r. H'||r|'|[ "III.,'HI'L'I |'|'|'||;,|
|.||[|:':3|r1!-|.l‘lr1i.‘ H‘l'lll.'. -ﬂ‘u'-. Hr"-"i'"ﬁ rlfll'.'
details a sott grayish tone; they don't
need ro be as bright in the immediarte
toreground.



1 9Add Miscellaneous Details and Highlights

You have many options here: You can paint flowers with pure color. Detail taller dark

and light weeds with a no. 4 script liner brush. In the front corners, add some gravish dead
bushes o act as eye-stoppers and to add contrast to the dark corners with a no. 4 bristle brush.
Also add a bird or two fHlving in the distance, the wire on the tence and a few more details on the
house with a script brush. These details hinish this painting well.
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Hilltop Retreat

Unlike the previous pamting, in Hilltop Retreat,
this bouse is sitting on top of a bill in the Osage
bills where 1 live. The house’s location adds a
tiist to the perspective. Sitting well above the
horizon line, the house creates a common per-
spective problem. The vantage point is in a val-
ley looking upr at the house, which sits left of
center. From this perspective, the angles of the
rooflines are extreme, and more of the under-
side of the roof overbangs are visible. This is a
one-point perspective problem because you can
only see one side of the house, Another interest-
ing aspect of this house is its irregularly shaped
addrtions. Add as many lean-to sheds, extra
doors, windows, chimmeys and posts to the
building as you wish, Have fun experimenting

to create interesting perspective.
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Sketch Basic Perspective

Make a rough sketch o deter-
mine the perspective on the nght
side of the house using no. 2 soft
vine charcoal. Draw the roofline at
an extreme angle. Place the horizon
line below the bottom of the house's
hilltop location. Place the vanishing
point to the right, but still within the
boundary of the canvas.

Paint Sky

Believe it or not, this entire piece
15 painted with Cadmium Yellow
Light and Dioxazine Purple, with
gesso to change the value, Apply a
liberal coat of gesso o the canvas
tor the sky, using your hake brush.
Then blend pure Cadmium Yellow
Light all the way 1o the top. While
TI'“." ATV AN i"l “'.11” wel, .!I,.ll.i [J“il:ii'h':i['ll.'
Purple to the top of the sky. Use
large crisscross strokes to blend the
color downward unril it fades into a
soft color at the honzon.



3Paint Clouds and Background Trees

Norice these clouds are soft and feathery, You accomplish this by mixing gesso
with Dioxazine Purple and Cadmium Yellow Light. Mix the value slightly darker than
the sky. Scrub in these clouds using a no. 6 bristle brush. Now darken the color mix-
ture used to make the clouds with a touch more Dioxazine Purple. Feather in distant

trees so they have a soft edge using a no. 10 bristle brush. For the trees just behind the

house, darken the mixture wath a little more Dhoxazine Purple and Cadminm Yellow
Light, and scrub in a broad group of trees using a no. 10 bristle brush.
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Underpaint House

Mix a base color of Cadmium
Yellow Light, Dioxazine Purple and
a lirtle gesso to create a midtone.
Underpaint the left side of the house
with your no. 4 tlar bristle brush.
Use long vertical strokes, Add a lirtle
more gesso to the mixture and block
in the root. Add more gesso to the
front of the house, Next mix
Dioxazine Purple and Cadmium
Yellow Light to create a dark value,
Don't add any gesso. Block in the
doors and windows with your no, 4

flat sable brush,

Detail House

Add more gesso to the under-
painting mixture you used in step 4.
I.':h'lli_l. il "lf'll.l” ERRERINEN] 'i:l1 tE'IL' mxture
on the tp of a no, 4 flar sable brush.
Now, drybrush long verncal strokes
on the side of the house to sugpest
WY L'i:ltill.'rl..'IJ 'h"-'li:lli:lln.l. I.."'-I.' ||L'|]|! |"-H.':ﬁL|:I'L‘
so some of the backeround shows
through, Mix gesso with a rouch of
Cadmium Yellow Light and dry-
brush this on the tront of the house
and roof to suggest sunhght hitting
the side. Use vour creativity to pam
different ettects. Drybrush a darker

value to the shadows that ||u'r!1.|r1!_-,.



6Underpaint Hillside

For success in this step, work quickly and use thick paint. Apply a thick layver of
Pure Yellow along the top of the hillside with a no. 10 bristle brush. Add more thick

paint as you move into the middle ground. Add Dioxazine Purple to create a midrone.

[hen add more Dioxazine I"urplu 15 viou come forward to create a dark valoe, The
canvas is stll wet, so work quickly. Wipe the excess paint trom yvour brush and begin
at the very top of the hillside, moving across the lll and then down until you have a

[I.'_‘-.:II_IFI_'1_1 ]'I[”"\'u._l!l.' [l‘l.hl;[ |:|.H. |I!,:|I1.. I!II_'-ijII.Ir'I:I .I1Il.|. I.Ii'll'i-.. "..IlLII."-..
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Paint Background Tree Limbs

This should be a fairly tamiliar
step by now. Create a slightly darker
value than the second laver of back-
!,EI'IH.I['Id Irees. ."'n._|.|._| r."ul][}' -I'lr. water to
r!L.th |.|'|1.' I""'il!lﬂ il]l\. |Ikl.!- ]F.IIHII m rrée
limbs along the top of the hill with a
no. 4 seript liner brush. Create depth
by changing the value of some of
these trees. Avold making the area

to0 busy,

Underpaint Rocks

Create a dark mixture ot
Dioxazine Purple and Cadmium
I'!l'.l.'|||.|'||"|' I. I:'_'||'|T: I}i”:\..‘-".ll]'..' III.II"]'\"!'..' 15
the dominanr color. Block in a col
lection of rocks scartered throughout
the hillside using a no. 6 bristle
brush. Vary the sizes and shapes.
Owerlap the rocks so the neganve
space creates good eve flow, Pani
the larger rocks roward the center of
the hillside and the smaller rocks
LII::I";'.I.'I' fin ti'll.' ||I::|1|'\-|.|.' .|'|||.| Il rhﬂ' fore-

ground.



Highlight Rocks

Mix gesso with a lirtle bit of Cadmium Yellow Light and Dioxazine Purple. Don'

mix a bright highlight ver—this should be a midrone. Highlight the side of each rock
with vour no. 6 or no. 4 bristle brush. Make sure to drybrush the highlight. Don'
leave a hard line where the dark and light sides meet each other. Try short, choppy

4l I'I.F|-:.1.':'~.
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1 Paint Grass Around Rocks

It vour rocks appear to be
floating, pull up the grasses rall
enough to hide the botrom of each
rock, Use a no. 10 bnstle brush and
the same colors viou used for the
underpainting of the hillside. Mix
the colors accordingly, to march
their location on the painting, Make
the mixture a little creamy,

1 Enhance Rock Highlights
1“;”".5-' :l-‘llll dAre r:‘.uh [ ..H,]lal
sunlight. Mix gesso with a touch of
Cadmium Yellow Light, Make the
mixture fairly creamy, Drvbrush on
a thin layver of paint with your no, 4
or no. 6 bristle brush. Ler dry.
Repeat this step one or two more
nmes until vou are sanstied with the
mntensity of the highhight. It won't be
necessary to ¢nhance the entire high-
light, just add spot highlighrs to

accent the rocks.



1 Highlight Hillside

Have fun with this step. Make two light highlight mixtures, First max Puore

Yellow with a little water to make it creamy, Then mix Cadmium Yellow Light with a
hittle gesso and warter to make it creamy. Now, begin painting in highlights with vour
no. 10 bristle brush. Scatter them throughourt the light areas ot the hillside and use

I.'I'H_'TI'I 0 SLEERESE |:'I-I.'I'-.|'I.I.,"1 .'lIHj |'ITII'1-|"I 11 rl"|1.' ‘-.\IfFIIIII'I-i.]IIIH‘-\.
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1 3A¢centing House Details

Add all of the miscellaneous
l;.il'.'[.'l]l"l-- P.'I]I]' ||“" \.T.II_'L;"\ .Illl.l |]||"~L'E'r'
laneous dark areas using the no. 4
I.||.|.|.. 1LY, '+ |'”|H|.'.|. .'Illl.l TALY, "'1 h-;.'ri|ﬂ
liner sable brushes. Experiment 1o
see which brush works best for yvou.
Use a dark mixture of Dioxazine
Purple with a rouch of Cadmium
Yellow Light. Accent the higheer
arcas with a mixture of gesso and a
touch of Cadmium Yellow Light.
These old houses are grear fun o

play with, so enjov vourself.

1 Add Fence Posts and
Landscape Details
Add warter to the same mixtures you
used in step 13 to make an ink-hke
consistency. Add the raller dark and
hght weeds with vour no. 4 scripe
liner brush. Then add the dead bush
on the lefr side as an Cye-stopper.
Paint in the fence posts, wire and
bird with the no. 4 round sable
brush. Use the hghrer hghlight tor
the fence close to rthe house, Pamnr in
|.|"H.‘ ‘-lI!J'!-.:l:"'lril"lll i W III.H!H'\".L'I"“‘
throughout the hillside with Pure
Whare.



1 Add Final Highlights and Additional Weeds

Create ink-like mixture of a dark value such as Hooker's Green Hue and Dioxazine

Purple and paint in some tall weeds in the foreground and around the fence posts and the edge
of the road using a no. 4 script liner brush. Lighten the same mixture with a rouch of Thalo
Yellow-Green and gesso. Paint in some highter tall weeds in the immedhate toreground. Brighten

dull areas |1:..' dr,\l.'._F.hnu 1T SOme puire collors with a no. 4 round sable brush,
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Evening

Shadows

This painting is fun to complete with its beau-
tiful fall colors, late evening sunset and strong
cast shadows. There also is a perspective prob-
lem to solve. In this paimting, there are two
buildings sitting on top of a slight bill, one on
each side of the road. This 1s a one-pomt per-
spective problem because you are finding the
perspective on only one side of each building.
Remember, you can bave several vamishing
points in one-point perspective, if vou have
several buildings that are not in line with one
another. So sharpen your pencil and have fun
with this perspective problem. Don’t be afraid
to move the bwldings around slightly to exer-

cise your artistic license,




fd FPAINTING PERSPECTIVE

Paint Sky

Paint the sky with a liberal coat
of gesso using a hake brush, adding
a small amount of warter 1o make a
creamy mixture. Add a small
amount of Cadmium Yellow Light
and Cadmium Orange at the hon-
zon. Blend up to the top of the sky.
While the paint is still wet, blend
across the top of the sky a mixture
of Ultramarine Blue with touches of
Dhoxazime Purple and Burnt Sienna.
Use choppy, slightly angled vertical
strokes to work vour way across the
canvas from left to right, suggesting
a semi-cloudy or stormy sky.

Make Rough Sketch of

Landscape
This 15 a very simple step. Make a
very rough and loose skerch of the
landscape’s basic components using
no. 2 soft vine charcoal, Don't find
the perspective of the houses yer—
you will do that in step 7.



3Llr1derpaint Background Hills
There are two layers of hills
here. Paint the background layer
with a mixture of gesso and touches
of Dioxazine Purple and Burm
Sienna. This laver s slightly darker
Thﬂﬂ r1-|‘rr1r|.1| I"I'.'.'I.'.!II!'I-'L‘ 1t i:"a |i.'|.'[ﬂ." .I'”‘ =I1L'
evening. Block in the trees with a
no, 6 bristle brush. Give it a fairly
rugged shape. Take this mixture and
darken it slightly with a lirtle more
Dioxazine Purple and Burnt Sienna.
Block in the next

aver with the same
brush. Make it fairly rugeed.

Highlight Background Hills

Create a mixture of gesso with a
touch of Cadmium Orange.
Drybrush some simple, soft high-
lights to the most distant layer of
hills with a no. 4 flat sable brush.
Add a bit more Cadmiom Orange to
the mixture and highlight the closer
layer of hills. There 15 not much
highhghting vou need to do here.
The main tront peak 15 sigmibcantly
brighter because the sun is coming
trom the left side. Notice the larger
dark pockets of negative space on
the night side of each haghlight.
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Block In Background Trees

Ciive the trees a rich brownish
tone with a mixture of Burnt Sienna
and a small amount of Dioxazine
Purple. Add the amount of gesso vou
I:Il'.'!‘."'IJ [ ..t'i.'I'II\'."'. i | 'r'.lllIL' ”1.11 15 |.|.1rl-;-':r
than the background hills. Scrub in a
collectnion of trees with a no. 6 ar
no. 10 bristle brush, Be sure each
tree has good negative space, Notice
the larger trees are locared closer o
the outer edges of the painting, cre-
ating an area of transition between
the background and foreground.

GHighIight Background Trees

Highlighr the background trees
with a mixture of Cadmium Yellow
Light mixed with a touch ot
Cadmium Orange and gesso. Adjust
the color to fir vour taste without
making it too bright. Carefully paint
on the highlights with a no. & bristle
brush. DDon't make the highlights too
sohid, keep a simall amount of the
background showing. This gives the

trees a three-dimensional ethect,



Find Perspective of Buildings

Place the vanishing point on the midground berween the two houses. Both houses

LISE TI'II_' SAITE '|.'.'|i|r‘-.:l1lll§: ]'IEJJITI. J'I]II.l [II'II.' |IIL'I"'1‘|'|L'-L|.I".L' af fl'lt' I.L'!T H'..l'.. for 1|'|'..' |'||||.|'\':.' (¥ rl'“.'

right, and the right side for the house on the left. Reference this procedure on page 27
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Underpaint Buildings

Create a mixture of Ultramarine
Blue, Burnt Sienna. a touch of
I}illl"u!i"ll'lli_' |'|.|r|1|1' ||'|II.| 1,'1'|IH.IL'.|"| j;'l.,"h'\“
to create a soft, nch gray rone. Block
in the buildings to establish therr
shape. Give them a good base tor
vou to highlight and degail later.
Don’t worry abour the direction of
the sun vet. Use a no. 4 flar sable
brush, no. 4 round sable brush and
possibly a no. 4 bristle brush, Mix
together Burnt Sienna, Ultramarine
Blue and a rouch of Dioxazine
Purple for the dark areas of the

L|||-I'|I"'-. .'Illl.l 'w.".'if'lL]‘IH"."u

9Underpaint Road

~'l1|"'|. I!HIII'I[ "';-IL'I'II'I..L BUSSL) .I:IE'.'. It ]
touch of Dhoxazine Purple on vour
canvas. Add a rouch ot Cadmium
COrrange ar the back of the road.
Block in the road using short, chop
py, overlapping horizontal strokes
with a no. 10 brstle brush, Don'
worry about the direction of the sun.
Just underpaint and create some tex-

fure reo '-nll|_'i!.'i|."1| l.ilrl.



1 Underpaint Grass

Use very thick layers of paint in this step, and work quickly while the paint 15

still wet. Use a no, 10 bristle brush. Paine the grass on only one side of the road at a
rime: this will give vou blending time. Beginming ar the top of the hillside, lay on
Cadmiom Yellow Light with touches of Burnt Sienna and Cadmium Orange. As you
come forward, add more Burnt Sienna and touches of Dhoxazine E'|:||'|1|-'.' ro darken rhe
corners. Beginning at the top of the hill and working your way down, push each color
up over the previous layer with a no. 10 bristle brush, Repear until vou have a highr,

middle and dark value, creating a three-dimensional hillside.

EVEMNINE
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1 Highlight and Shadow the
Road
In this step, the highhghts and shad
ows of the road tall in line with the
direction of the light source. To
shadow the road, mix Burnt Sienna
with a rouch of Dioxazine Purple ro
a creamy consistency. Begin adding
the shadows on the letr side of the
road with a no. & bristle brush.
Work them out 1o the muddle of the
road. On the right side of the road,
mix gesso with a rouch of Cadmium
Crrange. Paint short, comma strokes
along the edge with the same no. 6
bristle brush. Then flatten the stroke
out to a short choppy horizongal
stroke, gradually working vour way
out toward the center of the road to
the shadow. Blend the two values
together with short, choppy honzon-
tal strokes where thev meer in the

center of the road.

1 Highlight Houses

Highlight both houses the
same way. Use vour creanviry to dry
brush strokes suggesnng weathered
wood. Mix a base sunshine color of
gesso with a touch of Cadmium
Orrange. Don't hesitate to change the
value and color for each side of the
house, Simply drvbrush on a facade
of old boards and shingles on the left
side. Then darken the muxture and
drvbrush rhe sugeestion of boards
on the shadowed side, Detail cracks
and other dark areas with a mixture
of Burnt Sienna and Ulrramaring

Blue using a no. 4 scnipr liner brush,



1 3 Highlight Rocks and Pebbles

Mix a base of gesso with a rouch of Cadmivm Orange and Cadmium Yellow

Light. Paint in the small rocks and pebbles with a no. 4 flat sable brush. The secret is
o use a very small amount of paint on your brush. Keep the paint’s consistency thin
and glaze-like. As you come forward into the front of the road, darken the mixture
shightly by adding a small amount of Burnt Sienna and Dioxazine Purple. The rocks in
the foreground are more shadowed. Try switching o a no. 4 round sable brush tor the
'-.I'II.'I.:II_'F I._"..'E"'I"'lL""i. I'!'.-.,"'['I:II._'I'I'I]"'I_'I' ECY OB I_'r||'|'|"' rhl_' LR’ fll.,'k'-. ._III.-.\_E '|"'I.'|'||'|II."‘-. O create '..l::l'||||r||.||1:| .!I'II.‘I

esoml COmpas1tIon.
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1 Highlight Grasses

|]I!I:‘1 [L'-..ll[lll.|lll' '|'|.IH'I'-Z'\ '-.".'I.'I] | I
brighten the grass by adding high
||_1.',|'|[~1, Howers o accents, Load on a
no, 10 bristle brush a mixtare of
Cadmium Yellow Light and
Cadmium Orange, or Cadmium
Yellow Lighr and Pure Orange. You
can also use just the pure colors tor
the various accents. Also add a small
dImomnt 1|r- fEss0 [ I,'|1|_"-.|.'
IIIi"-Ztllrl."‘-\. il fi'illr want o II'I..ELII.' ||'Il:,'['||
appear brighter. Pamt the highlighes
A VElTNLYLES i:'i'lL.'Iti-:lll"-. ||'||'-I'l||:.'_|'|l?|.|r ||EI.'
sunlit areas, Use a light touch to
ensure the highlighes are not oo

solid,

1 Paint Large Tree

Use pure Burnt Umber in this
step. We don't use Burnt Umber
much, but it works well tor this tree.
Mix Burnt Umber and warter 1o an
imnk-like consistency. Paine i a well
shaped tree with a no. 4 scnipt liner
brush. Make it bill the lehr side.
Notice that the tree actually poes off
the canvas at the top and side, Be

sure you overlap the rree limbs,



1 6Find Perspective of Fence Posts

Since the fence posts are aligned with the sides of the houses that have perspec

tive, they use the same vanishing point. Locate the first post in the toreground. Skerch
it in proportion with the foreground. Now, draw a vanishing line from the top of the
post back to the vanishing point. Simply sketch in each post berween the vanishing line
._1|'||,| [|'|-;_' _|_',r||u||..| Hl,'n;.]l.l'-.-:' thl."\l." |'I-:'l*-.1*-. are |H|.|1.|-;.'1I iTh I|I|.' Brash, [!'IL'I".' 15 1M I'II;.'L'IJ o ﬁl'lL'
their perspective at the bottom. As the posts recede into the distance, they get closer

together.

EVENIMG
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1 Paint Fence Posts

Load a creamy mixture of
Burnt Umber and warer onto a no. 4
round sable brush. Painr in each
post, making each one a litle differ-
ent trom the others, These are old
POSES, S0 make them a little crooked
and rough. As the posts recede into
the Lll"".[.'IIILI'.. ||'||:_'I rvalue |'|-:_'|.1||'|'|-._'-1.

slightly highter.,

1 Add Shadows

Caretully drybrush the cast
shadows on the road with a mixture
af Burnt senna and Dioxagine
Purple. Add enough water to make it
creamy. Load a small amount onto a
no. 4 Har sable, or trv any other
brush vou like and add the shadows.
Cast shadows always follow the con
tour of the land. Be sure the shad-

ows have very soft edges.




1 Final Details and Highlights

Add a few tree limbs behind the houses and a tew brighrer highhighrs

on the grass. Some light-colored weeds thar contrast against the darker back-

ground are a great accent. Highlight the fence posts and add the wire. The
highlight 1s a mixture of gesso, Cadonuium Orange and Cadmium Yellow

Light. The wire is Burnt Umber thinned with water. A few birds and flowers

are nice. It's possible that some brighter highlights will be needed on the sun-

lit side of the houses.

v EMI

o H A






In Need of
Repair

Now that you have worked on a fewe one-point
perspective problems, let’s look at a scene with
tro-point perspective. This windmill requires
trwo-point perspective because you are finding
the perspective of both of its sides. However, the
barn tn the background only requires one-point
perspective on its left side. Notice how the barn

and windmill sit below the horizon.

Here, we bave a late fall weith a light snow. This
makes a great combimation of contrast, texture,
light and shadows. The value changes in the
painting are important because they create the

contour of the snow and atmosphere.

Painting snow is one of the challenges of land-
scape painting. This painting will challenge you

in several other ways as well.




6 PAINTING PERSPECTIVE

Paint Sky

Draw an uneven line separating
the sky from the ground using no. 2
soft vine charcoal. Apply a liberal
coat of gesso across the entire sky
with a hake brush, While the gesso is
still wet, paint Cadmium Red Light
across the horizon, Blend all the way
up until the sky is a soft pink, While
the sky 15 stll wet, paint Ulcramarine
Blue across the top of the sky and
blend down untl the sky is tairly
well blended.

Underpaint Background and

Sketch Landscape
Mix gesso with a hine of
Ultramarine Blue, a touch of Burnt
Sienna and Dioxazine Purple. Adjust
the value shightly darker than the
skv. Feather this color o the back-
ground with a no. 10 bristle brush,
s0 you have soft edges. Instead of
detailing trees, create a soft back-
ground for depth and a snowy
atmosphere effect. Scrub fairly hard
to soften the edges. Sketch the land-
scape under the sky.



3Paint Background Trees
Shehtly darken the mixture you
used in step 2, and thin it to an k-
like consistency, Paint a collection of
tree himbs with a no. 4 scripr liner
brush. These are small, distant trees,
501 ill!“‘l’ I'F'Iﬂl:‘l..' 1]'“.'"':1 [LR1E] I“F“ d:lrL L
busy, They shouldn't compete with
anvthing in the painting.

Find Barn Perspective

The horizon line 1s below the
base of the barn. The vamishing
point 1s located far to the lett and 15
dictated by the angle or pitch of the
roafline. Here the roof angle allows
the vanishing point to stay within
the boundary of the canvas. If vour
roof angle is less steep, vour vamish-
ing point may be aff the canvas. You
then add an extension to draw the
perspective. Complete the perspec-
tive atter locating the vamshing
point and horzon line,
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Paint Cedar Trees

Mix Hooker's Green Hue with a
touch of Dioxazine Purple, Burnt
Sienna and enough gesso to change
the value to hir your pamnting. Pamne a
collection of cedar trees just behind
and slightly to the sides of the barn
with either a no. 4 or no. 6 fat
bristle brush. All the trees overlap
cach other, but they have their own
shape with iteresting pockets of
neganve space around them.

Underpaint Barn

Mix Cadmium Red Light with a
touch of Burnt Sienna, Ultramarine
Blue and gesso. This 1s an old
weathered red barn, so the under-
tone must be fairly warm hue. First
paint the dark side of the barn,
using a no, 4 or no, 6 fat bnstle
brush. Block in the hghter side of
the barn, adding ¢ven more gesso to
the mixture. Block in rhe root

adding more Ultramarine Blue and
gesso to the mixture. The under-
e painting tor the roof needs to be
’ more gray since it 1s going to be
/ covered with snow. Paint the doors
and windows with a mixture of
’ : ~ Ultramarine Blue, Burnt Sienna and
[Moxazine Purple.

8 PAINTING PERSFECTIVE
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Detail Weathered Boards

Mix a base of Cadmium Red Light and gesso into a pinkish color. Drybrush a
tacade of weathered boards vsing a small amount of the mixture on a no. 4 tlat sable
brush. Paint the boards in any direction since this is an old patched barn. Allow some
of the background to come through, so the boards look old and weathered.
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80 FAINTING PERSPECTIVE

Underpaint Snow

Work out all your frustrations on
this step. Begin applving gesso to the
snow arcas of the canvas with a no.
10 bristle brush. As vou move across
the pamnting with eSSy, mIX on the
canvas Ultramarine Blue and rouches
of Dhoxazine Purple and Burnt
cril‘.'l'l”.l 'ﬁ"."]|h 'I-'L"l'?.' lﬂ:l”h'l.'.. u:llnrp,.mlﬂ'ti
hTI‘HI{un. Thr ChY L'T-Ill |_'11|[rr i"l | "l-'l'l”.
gravish-purple. Show lots of brush-

srrokes,

Underpaint Foreground Banks
The banks are a rich, warm
:|1rn1.".'r:. ..'l-!'l\. Tl'l]'-l Ll rlur 2008 O HHFIIT

Swenin, [hoxazine |'LJr]'i]:' and a
small amount of Ultramarne Blue,
Make large comma strokes with a
no. 10 bristle brush. Paine thick
enough to cover the canvas. Texture
the top edge of the banks fairly
roughly.



1 Find Perspective of Windmill Base

This requires two-point perspective. Refer back to the front of the book o

reference this technique. Use the same horizon line from page 35. Locare the center
leg of the windmill and draw a vertical line. Put four or five dots on the front leg,
spaced as far apart as vou want the braces to be. Locare the vanishing points, one far
to the left and one far to the right. Find the perspective of the braces by drawing a
vanishing line from each dot back to the vanishing point, Draw in the other two legs,
PMlace them to your preference.

I MEED

OF REFATE HY
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FIMTING PERSPECTIVE

1 1 Underpaint Windmill and
Tank
Mix Burnr Sienna, Ultrramarine Blue
and a touch of Dioxazine Purple to a
creamy consistency. Add some gesso
1o change the value and water to
lighten the texture. Block in the
windmill with a no. 4 flat sable
brush. Don’t hesitare to swirch 1o a
no. 4 round sable brush for some of
the smaller areas, Block in the rank,
The left side of it 15 a lictle
than the right side. The inside of ¢

ighter

e

tank 1s the dark value.

1 Highlight Snow

Mix a creamv combination
of gesso with a hint of Cadmium
Creange. Scrub on this frst laver of
highlights with a small amounr of
the mixture using a no. 10 bristle
brush. Allow some of the under-
painting to show through, leaving
VEATOIs rl“L'kﬂ.'[h al 'Ill"].."flll'l'l_" Hrl.'ll._'l_' 18]
give the snow contour and the sug-
gestion of dritrs, These pockers are
also a grear place to put the clumps
of grass, which vou will pamnt in the
next step.



1 3A|:Id Clumps of Grass
Create a creamy midrone out of Cadmium Red Lighe, Ultramarine Blue and

gesso, Pull up clumps of grass scartered throughour the middle ground, using an

upward dry rush stroke with a no. & bristle brush. Make the clumps
difterent shapes and sizes, and overlap them.
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Bl PAINTING PERSPECTIVE

1 Shape Snow Banks

These banks remain more in
I'I.“." ﬁl]-‘d.]"ﬂ;:’ﬂ, SO0 LISE I.,'['l{'ll l._'”ll;:ll' i
suggest their torm. Mix Ultramarine
Blue, some Burnt Sienna and a gesso
into a soft, cool gray. Drybrush these
highlights with a no. 4 flat bristle
brush. Use a combination of short,
choppy, vertical and horizontal
strokes, Leave plenty of the darker
underpainting showing through, so
the banks appear three-dimensional,
You will add final highlights larer.

1 Accent Snow

Mix gesso with a hint of
Cadmium Orange to create brighter
accent highlights. Drybrush the
effect of show drifts using the high-
light muixture with a no. 4 flar bristle
brush, against the grass base, along
the edege of the snow banks and
agamst the barn base, Scatter these
highlights in other areas throughou
the middle ground. Don’t completely
cover up the underpainting,



1 6Highlﬁght Clumps of Grass

This step adds a warm feeling to this painting. Mix Cadmium Orange,

Cadmium Red Lighr and gesso. Starting at the top of each clump of grass, drybrush
downward, creating a soft, teathery highlight with a no. 6 bristle brush, Repear this
step once or twice until you achieve the brightness you want.
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B PAINTING PERSPECTIVE

1 Paint Fence Posts

Mix Burnt Sienna,
Ultramarine Blue, a touch of
Dioxazine Purple and gesso, to
lighten the value. Sketch in the
Il]'...'._'ll'ill‘['l HF I..'ﬂl..'h I':lll"1| '|-'|r'|1|| NIk, _1. ST
"."il'll._‘ I..']'I.'IFI»,:IFHI. Ihalllll (1] |'|I| [l!\'." F"l:l:'ﬁth.
and crossbhraces wiath 4 no, 4 Hat
sable brush or a no. 4 round sable
brush, Give this old, broken-down

fence lots of characrer,

1 Detail Windmill and Bam

Use your arnstic hcense to
Lll."[.ﬁll rl"lli,""'.l;' Hh!'{.'l,."lﬁ [y j.'uur CAWN' TR
raste. Remember, these are ald
weathered objects, so be as creanive
as vou can. The best highlight color
to use 15 pesso with a rouch of
Cadmium Orange. The best brushes
to use are the no. 4 flar and round
sable brushes for the larger derails,
and a no. 4 SCTIpt hner brush bor the
fine-line details. Have fun with this
step, but don’t make the details roo
busy.



1 Final Details and Highlights

[t's hard to know when to stop somenmes. This pamnting doesn’t require much addinonal

detail. Here are some enhancements you could make: Add a few bright whire accent highlights
on the tence, windmill and a tew areas scartered throughout the clumps of grass using gesso. A
tew dark-colored weeds and dead bushes always add a nice touch. Be careful not to make these
final details too busy, or they might compete with the main focal poine.
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[Lost in Time

I found this old building on a research trip near
Silverton, Colorado. It is a remnant of an old
muning operation. This butlding’s different
angles, shapes, sizes and attached structures
give you many opportumties to practice one-
and two-point perspective techniques. This
building is located at the base of a mountain.
There is a wonderful collection of grasses,
weeds, bushes and dead limbs making up the
entire foreground. Creating these close-up fore-
ground details gives your script brush a good
workout. This painting is really exciting, so let's

get started.




S PAINTING

PERSPECTIVI

Underpaint Background

A mountain base takes the place
of a sky in rhis pammting, so vou
want a mulncolored eravish back
ground. Shehrly wer the canvas with
pesso using a hake brush, While the
canvas is still wet, use angled strokes
to blend rogether Hooker’s Green
Hue, Burnt Sienna, Dioxazine Purple
and touches of Ultramarine Blue
with a hake brush. Blend in any
other colors as |H|11.'. as no color

stands out over the others.

Create Pine Trees

Many pine trees grow on the
sides of these mountams. Mix
Haooker’s Green Hue, Burnt Sienna,
a touch of Dioxazine Purple and just
enough gesso to hghten the value—
vor don't want the mrees o stand our
too much. Paint in the pine trees
using a no. 4 flat bristle brush, These
pines are not detailed; they are only
suggestions of trees. They are also
scattered throughour the back-
ground, crearing good eve flow with
interesting pockers of NEEANIVE SPRICE,
You don't want repetinive clumps of
trees. Add more details to this back-

eround later if necessary.



Highlight Hillside

This 15 a farrly simple and guick
step. Mix gesso with Cadmium
Yellow Light and Cadmium Orange.
As vou begin highlighting, try adding
more Cadmium Yellow Light,
Cadmium Orange or even touches of
Thalo Yellow-Green. You only want
to create subtle torm highlghts,
Dirvbrush a few soft highlights
around and through the collectnion of
pine trees with a no. 4 or no. 6
bristle brush. Follow the contour ol

Tl'll.,‘ |'||”‘|-Iq,il;' 'n'.'i[!'l Yo '1|HII\I.'“--.

Find Building Perspective

It isn’t difficult to find one-point
perspective here. Locate the horizon
line. Sketch in the frones of the
buildings, the way they appear in the
Phl_r[lr_ Set them l.|1;_',ht|g.' below the
horizon line. Place the vanishing
point near the edge of the canvas,
Draw a varushing line back to the
vamishing point from the top of cach
I'Ill'l'f FH.'.I.I‘-Z. !.:I'.I'u".' Tl IiI.-IL"“-.. 'i.l'i]l:'lj"'h.
windows and rthe end of the buld-
ing. If you have any problems, reter
back to the one-point perspecnve

lesson on page 20,
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S FAINTING

PERSPECTIVE

5Underpa|nt Building

To achieve this building’s warm
tone, mix Burnt SMenna with touches
of Ultramarine Blue and Dioxazine
Purple, creaning a dark value, Block
in the large openings with this value
using a no. 4 tar sable brush, Add a
hint of gesso to the mixtre and
paint the front, shadowed side of the
building. Add more gesso and paint
the sunlit side of the buillding. Add
more gesso and paint the roof. You
have just created four values, one for

each building segment.

Detail Building

Mix gesso with Burnt Sienna to
give the building a warm, reddish
tone. The front should be a creams
midtone. Drybrush on the suggestion
of weathered boards using a no. 4
tHat sable brush. Lighren the mixrure
slightly and drybrush the boards on
the lighter side. Add more gesso and
d[}i"rlh't llll.' '-.|1._I-;,I1:|1.'|. an |'|'||_' riecr,
Have tun :'||.|L||1IILr, the hacade of
broken boards and other details.



Underpaint Middle Ground
Suggest rough middle ground by mixing gesse with touches of Burnt Sienna,
Dioxazine Parple and Ultramarine Blue. Blend these colors together on the canvas

using short, choppy honzontal strokes with vour no. 6 bristle brush, Don't overblend
or vou will end up with a sohd gray tone. Allow brushstrokes to show in the fimshed

'.".'I.FFL: .
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FAINTING PERSPECTIVE

BHighh‘ght Middle Ground
Highhght the middle ground
with the rough facade of dirr and
rocks. Mix gesso with a rouch of
Cadmium Orange, Cadmium Yellow
Light and water to make it creamy.
This color can range from a light tan
to a brighter gold. Scatter the
hll.!‘l'IIIHI'I“\ I!|‘1r4|u;|_‘,|!l]|il I!'IL' I'I'Iil.ll.“l.,'
Frnllnal "u'i'l']'l "I-I"le'l._ l-.,'l'll'lrl'rl':l-' |'IUT|:-
J.[““.'Il =.trl::||-.'|.'-i ll"l-H'IH i LY, "1' Qr mi, (3]
bristle brush, Show some of the
underpainting to give the ground a
three-dimensional appearance.

Paint Clumps of Grass in

Middle Ground
Mix Hooker's Green Hue with a
touch of Dhoxasine [11|TF"'|I.' and FEAs0
to make a gravish-green color.
Drybrush in clumps of grass
:'ﬂ.'..H[‘L'I'I."d ||I|'|;:l'||!_r|||l::l!|I [h‘l' ['Iildﬂ,!l{'
ground using a no. 4 or no. 6 bristle
brush. Make sure your muxture is
not too dark. These clumps diffuse
the horizontal tormart of the middle
ground and add more interest. They
shouldn't compete with anything.



1 OUnderpalnt Foreground Brush

Mix Hooker's Green Hue, Burnt Sienna and a touch of Dioxazine Purple on

vour palette. Make the mixture very creamy, Paint across the base of the canvas entire-

lv using a hake brush, Use a vertical stroke beginning ar the bortom of the canvas and
pulling upward. Feather in a soft edge. Cover the canvas well. If it doesn't appear dark

'."I'Illl!j.'.l'l after the hirst |.'I_‘.l.'r cries, repeit this stUp one more rme.

L35S T
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1 Brighten Middle Ground
Highlights

Mix gesso with a touch of Cadmium
Orange and Cadmium Yellow Light,
Begin applyving brighter highlghts
throughout the middle ground using
a no. 4 flat sable brush. This empha-
sizes rugged ground. Add haghhghts
Al 1I'Ii_" MENIncAan 1'l||"'¢l.' ]“.'l’lll'l'i.i l]'IL'
]"‘HI'I.IHI:H‘ r:ilﬂpl 1|'|.|;" |1|.l'i.'ii.Hl'|.||.l||L| [0}
the r'nrvl_grcmnd, Don't ov L'r-||i!.;h|i!.1||1.

1 2 Detail Dark Weeds in
Foreground
There are several ime-consuming
elements in adding all the taller dark
weeds, so be panent. Mix Hooker's
Green Hue, Dioxazine Purple and
Burnt Sienna into a dark valve, Thin
it to an ink-like consistency. Fully
load a no. 4 scripe brush and roll it
around in the mixture untl it comes
to a point. Paint in a collection of
taller dark weeds across the fore-
ground. Paint the weeds ar different
heights, angles and densities. Add all
VO Want—it 1s Jlr“”'\f |!'|'||"':3""-"l|i"||.' ti

Pt i Tod many.



1 3A:cent Foreground With Toothbrush

This 1s one of my favorite steps because it s a great way to add color accents.

Find an old toothbrush and pick three or four of vour Favorite bright colors, Thin each
color to an ink-like consistency. Face the toothbrush toward the canvas and run your
forefinger across the bnstles to create small round splarters, Experiment with how
close 1o hold the toothbrush to the canvas. Also experiment with the mixture consis-
tency and how much of it 1o use, All these things attect the splarter concentranion.,

]t,i_‘F-L'JT T-I'II."«L‘ "ﬂl.'p'-u W I‘II'I E]II.' 131'!:'[’ '...'.?hIIT'H.
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1 4Detail Light Weeds in

Foreground
his is identical to step 12, except
with lighter colors. Mix Thalo
Yellow-Gireen and a rouch of
Cadmium Orange and thin it to an
ink-like consistency. Paint in a collec-
non of hghter weeds using a no. 4
script liner brush. Change the color
a little with touches of Hooker's
3 Green Hue or a touch of Cadmium
- -..E'I "' . * T Yellow | ij.‘,h‘t. Brush in several more

T T, i light weeds. Paint a variery of
shapes, heights and angles.

1 Final Foreground Details
Look ar the ennire foreground
il"'nl dL'EL'..II‘.' I' :I-HI.] III_"'I.'I;E ITREArE d;]rk
'l'!'l:'l.'d".‘h I! :l-".H.:I l;.l'i]., ..H,ii.l :I'll._'l'l'l "-.'l.l'tl]: |
no., 4 scrpt liner brush. Ths s also
a good ome o add small wild-
Howers with a no. 4 round sable
brush. Make them any color, just
don’t overpower the center of
mterest. Enhance with other accent
colors. Have fun with vour arristic
license, Paint most of these high
lights with smaller sable brushes,
choosing the one that best fits the

joh.

¥ PAINTING PERSPECTIVE



1 Add Final Details

.r"n.prl|_1. the details to the old |ﬁ1r||g|:||;;. Add other |.,'1'I|'I,,Ir1{|,'|'|1|,'[1[‘i,‘ for txﬁunptv, a fow

brighter highlights in the middle ground and mountaimn base, Highlight the building with a mix-
ture of gesso and Cadmium Orange. Drybrush a few highlights on the hight side of the buillding
with a no. 4 tlat sable brush. Add more gesso to the mixture and add a few brighter lighlights
on the roots. Mix Ultramarine Blue and Burnt Sienna with a no. 4 script liner brush, Paint in a
tew more dark cracks and broken boards. Notce, | also added an old, broken lean-to shed and
some old posts, fences and miscellaneous boards. These examples all enhance the interest of the

building and aid composinon. Have tun hmshing up!
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Moonlight
Adobe

| thought it mught be fun to find the perspective
of something other than a traditional building.
While living in New Mexico, | found old adobe
buildings to be interesting studies. The adobe
structures are fun to paint and they create
wunique perspective challenges. They are chal-
lenging because they are stacked on top of one
another and they have lean-to sheds attached to
them. In this study, the buildings are slightly ele-
vated on a bill above the borizon line. This is a
one-point perspective project in twhich VO ,l"-."mlr
the perspective of the left sides of the buildings.
Create the mood of a cold winter night with a
contrasting warm muviting glow coming through
the windows. This is a fairly monochromatic
paimting, with numerous value changes you
need to be aware of. Work mainly with cool
colors, using color complements to create warm

accents,
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Paint Sky

Wet the canvas with warter 1o
start creanng the mghe sky, Apply a
liberal coat of gesso with touches of
Cadmmum Yellow Light and
Cadmium Orange. Beginning at the
base of the sky, blend about halfway
up with a hake brush. Use large
crisscross strokes, While this is still
wet, heavily apply Ultramarine Blue,
Burnt Sienna and a hint of
Ihoxazine Purple, making a fairly
dark value. Rinse out your brush.
Blend this color downward unl you
meet the light area. Rinse vour brush
again. Feather the sky together.

Paint Moon and Glow

When the sky 1s completely dry,
mix gesso and a touch of Cadmium
Yellow Light. Pamnt a round circle to
create the moon, using a no. 4 flat
bristle brush. Let dry. Drybrush in
the glow around the moon using a
hake brush and the same mixture
you used for the moon, Use a cir-
|.'|.J|.1r H'H'I‘[i””_ .-'\!1- !|-'-|]|.| l"'\:Tl.'l'Il.l [RLNY
trom the moon, gradually decrease
the pressure unal the glow fades into
the sky.



Find Perspective of Buildings

You can casily find the perspective of these buildings because they don't have
peaked roofs. They are just square boxes stacked on rop of one another, located on a
hill above the horizon line. Place the horizon line, Sketch in the front of each building.
Locate the vanishing point. Draw vanishing lines from the top corners of each building
back to the vanishing point. Complete the procedure as descnibed n the “Drawing
One-Point Perspective” section (page 20).

MOODONLIGHT aDORE
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1 PAINTING PERSFECTIVE

Underpaint Background Trees

These bushy trees are important
to the pamnting. Mix Burnt Sienna
with touches of Ultramarine Blue
and Dioxazine Purple. Make this
mixture on the warm side, not
adding too much Ultramarine Blue.
Lightly drybrush a balanced collec
tion of trees using a no. 6 or no, 10
bristle brush and a small amount of
]11Iil1t. Leave INErestng '|'l|.|u._'|-.;|;_‘[~i ot
neganve space to create good eye

fHlow,

Underpaint buildings

."'i]"\ Hll:lt'l[ "';E'.:f'll'l.i '|."|'IT|'! il I'I:H._I-L'J'I
of Cadmium Yellow Light. | usually
add a hint of Dioxazine Purple to
give it a hight gray tone. For the dark
side of each bulding, add gesso to
the mixture to soften the color,
Block in this side with a no. 4 bristle
brush. Add more gesso to the
mixture, Block in the light side,
These are old weathered buildings,
S0¥ rl-H.' COTTIETS '\E'I”l.lll.l I"H_' l'.l!"I_':_l"Irl'l.
rounded with shghtly rough edges.
Darken the :J1|::.1i:|.|'| mixture with
Dhoxazine Purple. Block in the doors
and windows.



Underpaint Middle Ground and Foreground

Work out your artistic frustrations with this step. Apply gesso to the canvas with a
no. 10 bristle brush. Add Ultramarine Blue, Burnt Sienna and touches of Dioxazine
Purple. Mix all of these colors together as vou paint large, broad brushstrokes across
the canvas. Notice the color is not blended out very smoothly, Make vour brushstrokes

and tonal variatons visible. This should be a cool tone, so don’t use too much Burnt
Sienna.

MOODMNLIGHT ADCHEE
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Highlight Background Trees

These background trees are easy
to highlight, Mix gesso with touches
of Cadmium Orange and Cadmium
Ye

creamy. Load a small amount onto

low Light, making the texture

the end of a no. & bristle brush.
Caretully apply highlights with
downward dry-brush srrokes, Begin
at the top of each clump and pull
downward. Let the highlight fade
nto the darker paint. The top of
each clump is the brightest area, so
don't drag the highlights down too
tar.

Paint In Dead Trees

Mix Burnt Sienna with touches
of Ultramarine Blue and Dioxazine
Purple. Add gesso to make it about
the same value as the bushy trees.
Thin the mixture to an ink-like
consistency, Roll a no. 4 scripr liner
brush in the mixture until the brush
comes to a point, Paint in a collec-
tnon of dead rrees. Scarter them
throughout the background.



Adjust and Highlight Adobe
Mix a highlight color of gesso with a httle bit of Cadmium Yellow Light and

Cadmium Orange to a creamy consistency. Drybrush this highlight using a scumbling
stroke with a no. 4 flat bristle brush. Simply square things up so the outer edges of the
building are fairly verrical. Go over this highlight one or two nmes, making it as bright
as vou want. Adobe 15 not smooth, so don't blend all the brushstrokes.

MODONLIGHT ADOBRE 107



HE PAIN T NG

FERSPECTIVE

1 Oﬂetall Adobe
Use yvour artistic license here

to add character to the buildings.
Adjust the color value on whichever
side of the building vou are working.
Add window lights using Cadmium
Yellow Lighe and Cadmium Orange,
Add Ultramarine Blue doors,
wooden |-uh|uru. chimneyv smoke and
touches of snow on top of the build-
ings. Also try adobe brick work ar
the base ot the building. Irs derail
enhances the pamting. The no. 4 flar
and round sable brushes work best
tor most of the detmls. A no. 4 scrip
liner brush works well for the finer
derails.

1 Contour Snow

Fhe contouring establishes
the hillside and creates |_1L"|‘l!'{"-.‘|-ll::|!'|'\
in the snow. You will add the clumps
of grass in the depressions in step
1 3. Mix gesso with a touch of
Cadmium Orange to a very creamy
consistency. Serub m these intes
mediate contour highlights with a
no. 10 bristle brush. Blend the
highlight with no hard edges, o help

the snow look soft and drifey.



1 2 Underpaint Adobe Oven

Mix Burnt Sienna with a touch of Dioxazine Purple and Cadmium Yellow

Light. Block in the oven with a no. & bristle brush. Paint it on fairly thick using a
scumbling stroke—vou want the texture to be rough. Use the same dark mixrure o
paint the pile of firewood ar the base with a no. 4 round sable brush. Paint in a collec-
tion of small stcks—vou will highlight them later.

MOONLIGHT ADDHE
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1 Underpaint Clumps of
Grass and Pathway
Start with the clumps of grass n
mixing Burnt Sienna with a touch of
[hoxazine Purple. Make the mixture
very creamy. Block in the clumps
throughout the middle ground and
foreground using an upward dry-
brush stroke with a no. 6 bristle
brush. Use imrteresting negative space
and vary the clump size. Add a
touch of Ultramarine Blue and
Dioxazine |’1II'FI-|I.' to the prass mix-
ture to paint the pathway, Smudge
tootprints in the snow with a no. &
bristle brush. Smooth any hard

edges.

1 Highlight Clumps of Grass
Highlighting the grass is not
much different from highlighting the
background trees. Mix pesso with a
touch of Cadmium Orange. This
tme, vou want the orange to be
more intense, Now load a small
amount on the end of VIRIF 11y, B
bristle brush, and using a downward
dry-brush stroke, highlight the tips
ot these clumps of grass. Notice how
soft these |1|HJ1|||.H1:-. are, 5o be care

tul to avond any hard lines or edges.



1 Highlight Snow

Mix gesso with rouches of Ultramarine Blue and Dioxazine Purple, creating a
soft bluish-purple with a no. 4 bristle brush. This is the shadow color on the snow.
Apply this color to the shadowed side of the adobe oven, the woadpile, adobe building
and a few areas throughour the middle ground. Now, mix gesso with a rouch of
Cadmium Orange, Paing this highhight wath a no. 4 bristle brush i areas where you
want the snow to appear drifted—for example, agamst the buildings, clumps of grass,
adobe oven and around the footprints, Keep the haghlights sotr.

MOONLIGHT ADOEE



1 6Add Dead Bushes and Weeds

Mix Ulrramarine Blue and Burnr Sienna into an mk-like consistency using a no, 4 script
liner brush, Scarter the darker weeds and dead bushes throughout the middle ground and fore-
ground. Remember, these dead bushes are eve-stoppers, so size them big enough to do their job,
especially in the lett corner. Mix gesso and Cadmium Orange. Also paint in the lightlv-colored

weeds throughout the middle ground and foreground. Make some fairly tall,

112 PAINTING PERSPECTIVE



| LT

1 Add Final Details and Highlights

You can finish this painting in a variety of ways. For example, add accent highlights in
Pure White to the peak areas on top of the adobe oven, along the root edges, up against some ot
the weeds and anvwhere else a highlight adds to the moonlight glow. Add flowers and rall poles
behind the adobe building. Paint an additional ladder and scatter a few more accent highlights,

Don’t overdo it—when vou're done, vou're done!
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The Front
Porch

Perspective works well and is necessary for
other types of paintings than those with com-
plete structures. For example, in still lifes, you
may need to find the perspective of a tabletop,
floor or in this case, a wooden front porch.
Even though it looks difficudt, this is an easy
perspective problem to solve. You are only
finding the perspective of the corner and top
of the porch as opposed to creating an entire
structure with walls, roofs, doors, windows
and so on. This composition also offers the
apportunity to paint old weathered wood and
other fine details. It gives an interesting view
of the landscape. Instead of looking at the
building from a distance, you are standing on
the front porch looking out at the landscape.
The soft setting is a true complement to the

old weathered wood. Have fun!




11E& PAINTING PERSPECTIVE

Find Perspective of Porch

This project proves the usefulness and importance of
one-point perspective to the landscape panter. First,
locate the horizon line. Draw in the front of the porch
using no. 2 soft vine charcoal. Decide the porch width,
Place dots the distance apart that vou want the boards,
Locate your vanishing point anywhere on the horizon
line, depending on the angle you want the boards to
have. Draw a vanishing line from each dor back to the
vamshing poinr,

Paint Sky

Lightly wer the sky. Apply a liberal coat of gesso
with a no. 10 bristle brush. While it is stll wet, add
Cadmium Yellow Lighr ar the base. Blend upward, all
the way to the top. While this is still wet, blend
Ultramarine Blue across the top of the skyv. Begin blend-
ing downward using a variety of strokes 1o create the
suggestion of clouds, This is similar to a wet-into-wet
oil technique. Be careful not to overblend because vour
sky will turn one color and you will lose your cloud
formarions.
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Paint Background Hills

Mix gesso with ouches of Dioxazine Purple,
Ultramarine Blue and Burnt Sienna. The value should be
more purple and not too dark. Block in the first range of
hills wath a no. 4 or no. 6 bristle brush. Slightly darken
the mixture with a lictle more Ultramarine Blue,
Dioxazine Purple and Burnt Sienna. Block in the second
layer. This value is only shghtly darker than the hrst
layer. Be sure both layers have interesting shapes.

Paint Background Trees

This 15 a fairly easy step. Mix gesso with Dioxazine
Purple and touches of Ultramarine Blue and Burnt
Sienna, This s slightly darker than the last laver of the
background. Make the mixture fairly creamy. Brush in a
variety of distant trees across the horizon with a no. é
bristle brush. The largest trees on the sides of the
pPAINTIng act as cye-stoppers.
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Highlight Background Hills and Trees

Mix gesso with a touch of Cadmium Orange.
Caretully paint in some simple highlights with a no. 4
flat sable brush. Allow some of the background to come
through to |h:E1" create a rugged rexture and more of a
three-dimensional form. Add a little more Cadmium
Orange to the mixture and repear the process for the
second range of hills, Mix gesso wirth Thalo Yellow-
Green and a shghr touch of Cadmium Orange. Highlight
the top and outer edge of the trees with a no. 6 bristle
brush, Leave plenty of dark pockets of negative space.

6Underpaint Middle Ground Meadow

This step is really fun. Begin ar the top of the hall by
applying Cadmium Yellow Light, Thalo Yellow-Green
and touches of Cadmium Orange with a no, 10 bristle
brush. Paint on these colors very thick, Slightly blend
them [IZl_E,I'.'[hL']'. While the paamt 15 soll wet, ||_l. your hrush
Hat against the canvas and push up. This creates a grassy
texture, Contmue to come forward with these colors in
2-nch (5¢m) sections, Every time vou move toward the
toreground, add more Hooker's Green Hue and Burm
sienna to darken the mixture. Push up these colors and
then move to the next section, Finally add Dioxazine
Purple ro darken the mixture for the foreground.



Underpaint Pathway
I'his pathway 15 easy o underpaint. Mix Cadmium Orange

and gesso. Starting ar the back of the pathway, cover the area with
short, choppy horzontal strokes using a no. 6 bristle brush. As
vou come forward, begin adding touches of Burnt Sienna, Since
the left side of the road is shadowed, use Burnt Stenna with a
small amount of Dioxazine Purple to darken it. Use short comma
strokes, and then gradually blend out into the middle ot the sunlit
part of the path. The outcome is a dark, muddle and light value.
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8Highlight Middle Ground Meadow

Mix Cadmium Yellow Light and a touch of Thalo
Yellow-Crreen. Add gesso for the highlighe ar the very
top of the hill. Make the mixture creamy. Beginning at
the top of the hillside, lightly paint the highlights in an
umbrella-like pattern with a no. 10 bristle brush. The
idea is to define the shape of the hillside while giving it a
spring-like teel. As vou come forward, don’t hesitate to
change the color by adding more Cadmium Yellow
Light, or Thalo Yellow-Green—even a touch of
Cadmim Orange. Don’t make the highlight roo solid,
or you will lose the contour of the meadow caused by

the visible pockers of neganve space.

9Und erpaint Porch

T|'|IH sLep I.I.Ll'.“n. - | |1H|.r; '|.1.'|'I.|||.'. |'I-I,|r It 15 mot |'|.1r|.| [ ;J_l_r_
~'i1l"|. r|:'|1.' LI'IllZ!lT‘- 11l 1|'|=l.' LTIV AS dAS ‘_.'l'lll: |-_’|l.1 [k :L‘|1_':|' d Vil FIL'[:I.

of tones, or mix the color on your p.1|-,~|:|:|.'. Mix BLEsS0

with Burnr Sienna, Ultramarine Blue and a shght rouch
of Dioxazine Purple, making a fairly true gray. If vou
mix on the canvas, just mix as vou go. Whichever way
you choose, be sure the paint is fairly creamy. Block this
in with a no. 10 bristle brush. Follow the direction of
the porch boards so you don't lose the perspective,



1 OSketch Post, Fence, Buckets and Miscellaneous Bushes

Sketch miscellaneous objects into your painting with vour

no, 2 soft vine charcoal, It's better to work out any composition
problems that you might run into by adding these carly on. One
potential problem is if vou sketch in one object at a nme and pant
it, you could find our as you paint in the others that you are not
pleased with the composition. Then you would have to paint our
the objects and start over. Pre-sketching and arranging the objects

saves vou a lot of extra work later.

THE FRONT PLIKLH
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1 Detail Porch with Cracks and Crevices

Block in the boards with a medium grav tone
similar to the porch. Mix Burnt Sienna, Ultramarine
Blue and some gesso. Block in the shadowed side first.
[hen lighten the mixture with gesso and block in the
sunlit side with a no. 4 bristle brush. Thin the onginal
dark mixture to an ink-like 1.'I:'l:|'|:"~l."1h'r1-..":.- H-l']’._llﬂ penting
in cracks, holes and crevices with a no. 4 script liner
brush. Be caretul, this 1s a lot of fun and it's easy to get

carried away.

1 Underpaint Buckets

Create a dark, middle and hght value mn this step.
I'hese values give the buckets a three-dimensional form.
Mix Burnt Sienna, Ultramarine Blue, a rouch of
[hoxazine Purple and a lictle gesso. Begin underpainting
the dark side of the buckets. Use vertical strokes with a
no. 4 tlar sable brush, Add a lietle more gesso as vou
paint across to the middle, to create the middle value.
Add more gesso to create the light value. Add a rouch of
Cadmium Orange to warm up the lightest value. Paine
the inside of the buckets with the fairly dark value. The

””\'l. Crs Vil i'll.'!d. i..l[{'l' ".'u'l” Cover maost of Tl'l;l.,' ir'ISIL'I-L'“.
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1 Highlight Porch and Buckets

The secret of this step is to drybrush a lot. Begin with

I;_"'!Tl'll.,'r [I'II_' rll'l-rl.,'l:'l or I'!'IL' |'||||.,'I\.l_'|"-\.. MWix a i'll!.’._l'llth[ .._n]ﬂr il p.li."'c-!vll
with a touch of Cadmium Orange. Use any of the smaller Har,
sable or bristle brushes, Begin lightly drybrushing over the gray
underpamnng. This not only highlights the color, bur also sugpests
weathered wood. Drybrush these areas two or three times to

achieve vour desired brighimess.

THE FROWT PORCH
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ING PERHSFECT IV

1 Detail Background

First paint the fence. Create a brownish-gray
mixture of Burnt Sienna and a touch of Ultramarine
Blue. Add just enough gesso to soften the hue. Block in
the tence posts with a no. 4 round sable brush. Highlight
the pists with a l'll'i_r_',ht mixtire of gesso-and a touch of
Cadmium Orange. Highlight the sunlit side of the path
using the same color with a no. 4 flar sable brush, Mix
Hooker's Green Hoe, Burnr Sienna and a touch of
[hoxazine Purple. Paint in the bushes on the back of the
|"HI'~.'|1 with a no. & bristle brush. Now, have fun .11:|-_E|n;:
little touches—for example, use touches of Cadmium
Yellow Light to suggest Howers or add tall weeds usmg
Thalo Yellow-Green. Add highlights around the back of
the porch with the Cadmium Orange and gesso mixture.

1 Paint Flowers in Buckets

Start this step with a dark background. Mix
Hooker's Green Hue with Ultramarine Blue and
[moxazine Purple. Block in an irregularly shaped back
ground, suggesting leaves and stems with a no. 4 flar
sable brush. Paint the flowers with Pure White using
vour no. 4 round sable brush. Scrub in a nice collection
of small white Howers, They don't need to be detailed,
just sugzested. Add some Cadmium Crange centers to
timish them. Don't hesitate to enhance them with leaves
or highlights.,
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1 Final Details on Porch
Scan the painting—specifically the porch area—for things thar vou could add ro improve

the composition, values or color scheme, For example, add more detail to the wood, such as
cracks, wood grain and broken spots. Intensify the highlights. Specitically focus on the cast
shadows. Mix Dioxazine Purple with a slight touch of Burnt Sienna and a little gesso, Drybrush
the shadows of the post and buckers with a no. 4 flar sable brush. Make sofr edges. Switch to
the no, 4 round sable brush and et the shadows cast from the limbs outside the e wch.

I just have some hinal comments to make, First, | have F‘Llr'pn:ﬂ.'|'-.- lefr the panining '~]i§-.£|‘l1|1_. unhin-
ished for vou to add other objects such as a barn or tarmhouse in the distance. You could also
highlight the meadow, painr a car curled up on the porch, scatter some flower petals and leaves
that have fallen from the bucker, or even add an old rocking chair on the porch. The sky 1s the

limit here, so use vour artistic license and have fun.
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Accenting. See Highlighring
Acrylic paint. See Colors, mix-
ing; Fainr
Adobe, 107-9
Angles, 21, 23, 28
of roof, 49-50, 77

B
Background, %0, 124
Bank, underpainting, 80
Barn, 75, 77-8, 88
Birds, 47, 58, 73
Blocking in. See Underpainting
Boards, weathered, 43, 79, 99,
115, 122, 124-5
planks, 31
Boat dock, 23
Bricks, 29
Brush, underpainning, 93
Brushes, 11-12
Buckers, 121-3
Buildings, 32-4, 61, 89
adobe, 101, 104, 107-8, 111
details , 92, 99
perspective of, 26-7, 65, 91,
13
underpainting, 65, 42, 104
Bushes, 57, 87, 89, 95, 121
dead, 47, 58, 112

C
Canvas, 11, 164
Charcoal pencil, 11
Charcoal, soft vine, 11, 17, 76,
116,
See also Skerching
Chimneys, 29-30, 49
Clouds, 39, 51, 62, 116
Color complements, 8, 11, 101
Colors, mixing, 9-11
black, 11

Index

dark gray, 46
carth rone, 11
tlesh tone, 11
gray, 39, 43, 65
gray-green, 40
highlights, 41, 64, 86, 91, 94,
111, 125

rocks, 54
sky, 38, 50, 62, 102
sunshine, 44, 46, 56
trees, SH)

Contrast, 75

Country Peace, 36-7

0]
Dabbing, 8
Depth, 39, 54
Details, 46-7, 68, 79, 86, 92,
108, 122
of adobe, 108
background, 124
of building, 92
tinal, 72, 87, 98-9,113, 124-5
foreground, 89, 98
of house, 43, 47, 52, 58
landscape, 47, 38
of porch, 122
of weeds, 96, 98
Dirt, 94
Daoors, 28, 30, 34, 43, 49, 52,
65, 78, 91,103, 108,115
Double load, 8
Drybrush, 8, 11, 43, 45, 55-6,
63, 68, 72, 83, 85, 91-2,
94, 102, 107, 110, 123

E

Easel, 11, 16

Eraser, 18

Evening Shadows, a0-61

Eve flow, 8, 54, 90
Eve-stoppers, 8, 47, 58, 112, 117

F

Farmhouse, See House

Feathering, 8, 102

Fence, 35, 99, 121, 124, See
also Fence posts

Fence posts, 58, 70-1, 86, 99,
121, 124, See also Fence

Firewood, 109

Floor, 22-3, 31, 115

Flowers, 47, 58, 69, 73, 98,113,
122 124

Footprings, 110-11

Front Porch, The, 114-13

G

Gesso, B-9. 11

Glaze, 9

Girass, 56, 83, 89, 94
highlhighting, 45, 69, 85,110
underpainting, 44, &6, 110

H
Highlighring, 9, 40-41, 46-7, 59,
73, 82, 87, 91, 94, 96-9,
107, 110-11, 113, 124, See
also under individual
entries; Sunlight
brightening, 96
using toothhrush, 97
Hills, 39, See afso Mounrains
background, 63, 117-18
highlighting, 40, 57, 63, 91
underpainting, 33, 63
Hilltop Retrear, 48-9
Horizon, 28-30, 32-3, 75, 91,
101
perspective above, 25, 49-50
perspective below, 26
Horizon hine, 18, 23-4, 27, 38,
49-50, 77, 81, 91, 116
House, 34, 36-8, 42, 48-9
details of, 43, 47, 52, 5%
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highlighting, 58, 68
perspective of, 28-30
underpainting, 43, 52

I
In Need of Repair, 74-5

L

Ladders, 108

Landscape, 58, 62, 75-6, 115
Leaves, 45, 124

Lighting, 16

Lost in Time, 88-89

M

Marterials, 11

Meadow, 41, 118, 120

Maoon, 102

Moonlight, 113

Moonlight Adobe, 6-7, 100-101

Mountains, 39-40, 89-9(0. See
al=o Hills

M
Meganve space, 9, 45, 54, 63-4,
78,90, 118, 120

O
Owven, adobe, 109, 111

'Il
Paint, 11
Palette, 11, 13-15
Palette knite, 11, 17
Parallel lines, 18-19, 28-30, 33
Path, 110, 119
Pebbles, 46, a8
Perspective, 7, 18, 24, 27, 30-
31, 50, 70, 77, 116
of building, 26-7, 65, 21, 103
above horizon, 15, 49-50
below horizon, 26
ot house, 28-9
anc-point, 7, 18-20, 37, 49,
61, 101, 116
two-point, 7, 18-19, 32-5,
75, 81

Photo, drawing from, 30, 37

Porch, 23, 28-30, 34, 115-16,
120, 122-3

Poses, See Fence posts

Proportion, 7

R

Road, 42, 44, 66-7

Rocks, 46, 36, 94
highlighring, 55-6, 68
underpamung, 54

Roof, 28, 30, 34, 43, 91, 115§

5

Scrubbing, 10, 39-41, 51, 76, 82

Scumbling, 10, 107

Shadows, 43, 52, 61, 66, 72, 75,
119, 124-5

Sheds, 49, 99

Shingles, 29-30, 43

Sidewalk, 34

Siding, 29-30

Sketching, 18, 38, 42, 50, 62,
76, 86, 121

Sky, 34, 50,62, 76, 102, 116

Smoke, 108

Snow, 75, 80, 84, 108

haghlighting, 82, 111

Spray bortle, 11, 13-15, 17

Sta-Wet palerte, 11, 13-15

Steps, 23, 29, 34

Sticks, 109, 111

Suill life, 31, 115

Sunlight, 32, 56, 69, 119, 124,
See alsn Highhghting

Sunset, &1

T
Tabletop, 22, 31, 115
Tank, 82
Texrture, 53, 75, 80, 118
The Front Porch, 114-15
Toothbrush, 97
Tree limbs, 54, 70, 73, 77, 89
Tree trunks, 42
Trees, 70
background, 40-41, 51, 64,
77. 103, 106, 117-18

cedar, 78

dead, 106

highlighting; 41; 64, 106

pine, 90-91

underpainting, 40, 104
Triple load, 8

1]

Underpainting, 10, 76, 90, 93,
935, 105, See also under
individual entries

W

Values, 10, 41, 33, 66, 75, 82,
90, 92, 108, 117, 119,122

Vanishing line, 18, 21, 24-35,
70, 103, 116

Vanishing point, 18-21, 24, 26-
35, 37-8. 50. 61, 65, 70,
77, 81,91, 103, 11&

placement of, 22-3
Vantage point, 49
Varnish, 11

w

Wash, 9

Weeds, 47, 59, 72-3. 87, 89, 96,
98, 112, 124

Wer-on-dry, 10

Wer-on-wet, 10k 116

Wildflowers. See Flowers

Windmull, 35, 75, 81-2, 86

Windows, 28, 30, 34, 43, 49,
52. 65,78, 91, 103, 108,
115

Wire, 58

Wood, weathered. See Boards

Woodpile, 109, 111

)
Yard suck, 18
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ART TECHMIGQLE

Love to paint? Want to learn?

Then let’s get started!

PAINTING Pel‘spe(:tlve

If you've ever painted with Bob Ross or Bill Alexander, then you're going to love ]EHHT YARNELL!

With this book you'll paint all these scenes

With Jerry Yarnell ar vour side, it's casy
to make your artistic dreams come true,
In this fun and easy guide, he provides
tips and tricks for mastering one- and
TWO-POInt  perspective

adding realistic buildings and other

the keyvs to

man-made objects o vour paintings.
You'll also find complete step-by

step instructions for painnng seven idyl

|I'..' |i!||d"ﬂ.i.'||2"".."'-.. |"!I.I"~ proven |:L'L'!'II|'|'i.||.||."‘1

Check cut these
ather books in
the Pmnt Along
with fesry Tdrmed
SErsns

Imam
ALLEEERELER L

for pamnng everything from windmills
and rural houses to adobe bulldimgs and
old weathered wood.

Whether you're ready to start your
very first painting or add new subjecrs
to yvour work, this book is the only key
vou need o unlock yvour creative poten-
rial. Put yourself on the road o artsnic

success roday!

A7)

5
=
g

and more.

ABOUT THE AUTHOR

Jerry Yarnell is che author of several books on
painting instruction, View his unigue style on his
popular PBS series, ferry Tormell Sohood of Fine drt,
akring worldwide. |erry alio holds workibops
and provides private lessons throughowt the
wear 3t his Yarned| School of Fine &t in Skiareok,
Oklahoma,
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