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HERB OLSEN'S GUIDETO WATERCOLOR

LANDSCAPE

APPROACHING STORM


	
V. THE FIRST THAW

The appealing fluidity and fresh transparencyof watercolor lend
themselves particularly wellto the painting of puddles with their
interestingreflections. When properly handled, I believethat there
is no other medium in which theseeffects can be as fascinating.The
painting The First Thaw is primarily a

lesson in how to produce some of these desir-able effects. The
original picture was paintedon 300-pound D'Arches paper and is 22
by 30inches. The color reproduction will be found onpage 29 and
should be referred to frequentlywhen following the step-by-step
description ofpainting procedure. Below is a complete list ofthe
materials used.

Paper: D'Arches, 300-poundPencil: HBBrushes: Aquarelle Brush

2-inch inexpensive sable brushNumbers 5 and 8 sable
brushesa/2-inch short-haired sable brush

MaskoidColors: Yellow Ochre

Medium OrangePermanent Blue (or New Blue)SepiaBurnt
SiennaAntwerp BlueIndian RedIvory Black

21


	
THE FIRST THAW

PAINTING PROCEDURE STEP-BY-STEP

Step 1. A careful pencil sketch drawn lightlywith an HB
pencil.

Step 2. Sponge sky area with clean water toremove any possible
greasy film, sometimespresent in a handmade paper. While the
paperis wet, paint the sky area with a 2- or 3-inchbrush, using
Yellow Ochre and a touch ofMedium Orange. Start at the horizon line
(seepencil sketch) and, with horizontal strokes,cover the paper to
top. With a clean brush andwhile the paper is still wet, paint from
the topof the paper, halfway to the horizon line (al-ways with
horizontal strokes) -this time usingPermanent Blue and Sepia mixed
on the pal-ette. Let the colors blend on the paper
withoutbrushing.

Paint the road area lightly with the Aquarellebrush, using the
same colors, Yellow Ochre,Orange, Permanent Blue, and Sepia, mixed
onthe paper. Reserve accents for later steps.

Leave the paper unpainted for puddles.
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Step 3. Paint the background woods above thehorizon line with
Permanent Blue and a littleYellow Ochre applied with the flat side
of theAquarelle brush (see page 10). Use upwardstrokes, and when
the area is covered, turn thebrush to the chisel edge and dab the
top line tocreate the feeling of tree tops and to avoid ahard,
pasted-in look at the edge.
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Step 4. When the woods area is dry, paint thetrunks of large
trees with a quite dry wash ofPermanent Blue and Indian Red, mixed
on thepalette, leaning towards the blue (see page19) . Color is
applied with a flat, short-haired^-inch sable brush. Let dry. Then
paint (asdry as possible in order to retain the texturesof the
trees) over the Permanent Blue withSepia, Burnt Sienna, and Black,
mixed on thepaper at random. Allow some blue to showthrough for
effects of snow (see Color Plate,page 29) . For the smaller trees
use a Number8 brush and for twigs a Number 5.
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Step 5. For the patches in the snow use aNumber 8 round sable
brush, and apply BurntSienna, Yellow Orange, and Sepia, mixed onthe
paper (see page 19). Continue to paint"dry." Use Black sparingly,
and remember toclean your brush after each application of
color.Change the water frequently, always keepingin mind that dirty
water will "muddy" yourcolor as will a dirty palette.Apply Maskoid
for stony areas as indicated.

Allow plenty of time for the Maskoid to dry sothere will be no
danger of wet Maskoid adher-ing to your good brushes. When
thoroughlydry, continue adding twigs.

26


	
Step 6. For overpainting of the road, use theflat side of the
Aquarelle brush and strokehorizontally with Sepia, Burnt Sienna,
Black,and Antwerp Blue, mixed on the paper. Paintright over the dry
Maskoid, but try to retainsome of the original first wash.

27


	
Step 7. Finishing touches. Remove Maskoidwhen the painting is
thoroughly dry. Then addaccents, such as certain edges of puddles
andstones, with darker notes of the original colors.For reflections
of trees in puddles, use the samecolors and brushes with which the
trees werepainted. Add shadows, using Permanent Bluemixed sparingly
with Indian Red on the palette(refer to color blending on page 19)
. Apply thecolor darker at the base of the trees and lighteras the
shadows cross the road.

Step 8. Finished painting (see the painting incolor opposite) .
Add numerous twigs to thetrees with the Number 5 brush. Deepen
reflec-tions of the trees in the center of the painting.Then with a
^-inch flat brush stroke the rutsin the road as indicated, with the
colors used inStep 6. Put a light wash of Yellow Ochre in
thepuddles in the foreground, and add blue to thepuddle on the
left. Add barbed wire to the post(see page 122).
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VI. TWILIGHT

The two paintings, The First Thaw on page29 and Twilight,
opposite, were painted atalmost the same spot, but on different
days.The First Thaw was painted on a slushy win-ter day, and
Twilight on a crisp winter day.The difference in composition was
achieved bychanging the placement of the horizon line,thus creating
two completely different views-one featuring the foreground, the
other thebackground. To have incorporated the entirescene into one
picture would not have beenplausible artistically; artists often
try this sort

of thing with the result that their painting isactually two
pictures in one, with the horizonline dividing it almost in dead
center. An artistso often goes to a certain locale to paint andsees
only one picture where actually there aretwo. Learn to take
advantage of every possi-bility.
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VII. PKNCIL SKETCHES

The first step in planning any composition,whether from life or
from a photograph, is tomake a rough pencil sketch, see pages 34 to
39.The rough sketch serves to block in the largeover-all pattern
with no reference to detail. Itis usually advisable to make several
of these inorder to determine the best possible composi-tion. See
the Central Park sketches on page 79for a good example of recording
a variety of pos-sibilities. I cannot overemphasize the impor-tance
of this approach to planning a painting.It is not time-consuming
and it minimizes thedanger of ending with a faulty composition.

Pencil sketches serve many other purposesfor the water-colorist.
They are an invaluableaid when a camera or paints are not available
torecord a scene. Together with pencil notationsmade for the colors
(see Barn below) , theyserve as the only guide for both color and
com-position in such cases. This type of sketch is gen-erally more
detailed and finished than is usuallynecessary. In making a drawing
of this kind usea soft pencil-preferably 6B or 8B, or a
layoutpencil, sharpened to a chisel edge. This makesit possible to
put in large areas in broad strokesand establish the values for the
painting.
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Antique Shop in North Conway, New Hampshire.
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Boy on rocks. Rocks overpower the figure.
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THE NIGHT SCENE

A rather isolated but helpful use for the pencilsketch is in
preparation for a night scene. Sincea night scene quite obviously
cannot be photo-graphed without professional knowledge
andequipment, the pencil sketch must serve asdata for composition
and color, and since it isdifficult to distinguish primary colors
at nightthe artist will differentiate chiefly betweenwarm and cold
colors rather than between theparticular colors in the scene, as he
would indaylight. I once heard of an artist who tried topaint a
night scene outdoors with the help of aflashlight. The results were
disastrous, and theidea is not recommended. But a pencil sketchwith
color notes is recommended.

Night scene.
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VIII. MORNING FOG

I often use a rough pencil sketch to help mecatch the atmosphere
of a spot and to becomebetter acquainted with it. It is a sort of.
warm-ing-up process, even if I have already taken aphotograph from
which I will work at a laterdate. Such was the case in the painting
ofMorning Fog, shown opposite. This is pri-marily a mood painting,
and although myphotograph was a great help for details, I feltthat
it had not captured the atmosphere as wellas my rough pencil
sketch. Notice that I addedthe figure of a man to emphasize the
eerie qual-ity of the scene. I strongly advocate developingthe
habit of making these quick sketchestheypay off.
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MORNING FOG42


	
IX. CHANGING THE SCENE

There was a time when it was considered un-ethical to paint a
scene that was not a facsimileof the original. This philosophy
developed aschool of monotonous and stilted paintings. Anewer
school of thought believes that libertiescan and sometimes should
be taken wherenature can be improved upon. Just because "itis
there" does not mean that the artist has toreproduce it exactly
that way. The camera doesa better job.But often just what kind of
change consti-

tutes improvement does not occur to the less

experienced artist. There are countless possi-bilities. For
example, a telephone pole could beconverted into a tree, a hill
could be changedinto a waterfall, a house can be added or movedor
deleted to improve the composition.The challenge of converting what
one sees

into a more imaginative scene presents an ex-citing opportunity
for a new experience and canprove intensely stimulating.
Furthermore, theresultant painting is then truly your creation.On
the following pages are two examples of

changing a scene which illustrate my viewpoint.
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Winter.

M'INTKU

As you can see here I changed my originalsketch of Winter from a
river scene to a roadscene, adding buildings at the turn. A
WindingStream, shown on page 50, is a reversal of thisprocess. In
both cases I think the changes im-proved the pictures.
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A WINDING STREAM

In planning the composition for A WindingStream I made the rough
sketch shown below.While studying the sketch before starting
thelarge drawing, the possibility of changing theroad into a stream
occurred to me. I felt a streamwas very well adapted to the rest of
the com-position and that it would make the picturemore
interesting. Notice that, strictly speaking,the compositions are
identical with the excep-tion of the two large trees falling over
the waterin the final painting.


	
. INVENTING THE SCENE

Finding subject matter to paint presents theartist with one of
his biggest problems. It isnot always easy to find an appealing,
beautiful,or interesting scene made to order. But thepracticing
artist becomes so accustomed tothinking in terms of a picture that
it is almostsecond nature for him to be on the lookout for"one. I
have learned to carry my camera withme much of the time, just in
case I come upon awindfall. It is a habit I recommend highly.During
a recent vacation I discovered the

theme for the painting Sarasota Beach. I wastaking my usual
stroll down the beach alongwith other shell hunters, looking for
specimensto bring home and then throw away, when Ihappened to
notice an interesting piece of drift-wood. I picked it up with the
idea of taking ithome and adding it to my already large
collec-tion, when the old habit of seeing a picturebegan to take
over. I placed the wood near a

clump of seaweed, added a few of my shells anda blowfish, and
with my companionable cameratook the snapshot from which the final
paintingwas made.You could not call this actually finding a
pic-

ture, but rather inventing or making one.Strictly speaking, the
composition is a still life,of course; yet it has the element of
landscape,as it is a part of the beach. The moral to thestory is
this if you can't find a composition, useyour ingenuity and make
one.The following pages show how the painting

was begun and developed, step-by-step. Onpage 53 are photographs
I took at the beach.Page 54 shows two preliminary steps. The
laststep, showing the final painting in monochrome,is on page 57.
The finished painting in full coloris reproduced on page 56.On page
57, you will also see another picture

inspired by my stroll down the beach.
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SARASOTA BEACH55
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Here is another picture inspired by a stroll along Sarasota
Beach. 57


	
XI. WATCH HILL

In an effort to combine, for demonstration pur-poses, as many of
the elements of landscapeas possible in this one painting, I think
I wasvery fortunate in finding in my files the photo-graph shown
opposite that I took many yearsago in Watch Hill, Rhode Island.
From it Imade the Watch Hill painting. It is an exampleof how much
help a photograph can be, butmore than that it shows again how a
scene canbe changed and improved. My choice, first, wasto raise the
sky line, to avoid the look of apicture cut in half, and to
increase the fore-ground to about two-thirds of the whole. ThenI
changed the fallen bulwark into a weather-beaten log, added weeds,
a puddle, and a fewbirds. This provided a pictorial means of
dem-onstrating the painting of many of the com-ponent parts of
landscapes illustrated in indi-vidual drawings throughout the book,
such asrocks, stones, driftwood, weeds, grass, sand,and water.

The following materials were used to paintthe finished picture
reproduced in color onpage 65.

Paper: D'Arches, 300-poundPencil: HBBrushes : Aquarelle

Number 8MaskoidColors: Permanent Blue

SepiaYellow OchreYellow OrangeBurnt SiennaAntwerp BlueIvory
BlackCobalt BlueHooker's GreenBurnt UmberLemon Yellow

Step-by-step painting procedure for WatchHill begins on page
62.
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Photograph used for Watch Hill.

Final pencil sketch.
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Painting a rock.
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WATCH HILLPALNTIXi PROCEDURE STEP-BY-STEP

Step 1. A careful drawing made with an HBpencil, as shown on
page 59.

Opposite:Step 3. Using an Aquarelle brush, paint theentire
foreground-with the exception of inletwater, rocks, log, and
houseswith washes ofPermanent Blue blending into Orange andBurnt
Sienna.

Step 2. Above. Maskoid the driftwood, sea-weed, a few small
stones, and birds. When theMaskoid dries, sponge the sky with
water.Then, while it is still wet, float on a wash ofPermanent Blue
and Sepia mixed on the paper.With a clean Aquarelle brush, continue
paintingtoward the horizon line with horizontal strokes,using
Yellow Ochre and Yellow Orange, lettingthe colors blend
together.

Step 4. With a Number 8 brush, paint thebuildings, using Burnt
Sienna, Sepia, and Ant-werp Blue, mixed on the paper. Paint
thewooded area in the extreme background withPermanent Blue and
Sepia, light. Then paintthe rocks with Black, Burnt Sienna, Sepia,
andPermanent Blue mixed on the paper. Let dry.Accent shadow side of
the rocks with the samecolors, intensified. Follow instructions for
paint-ing rocks on pages 61 and 67, for values.
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Step 5. Remove all Maskoid with a pickup.Paint gulls. For shadow
on the wings, use Per-manent Blue and Orange mixed on the
palette,taking care to maintain whites. For the weather-beaten log,
use Cobalt Blue and Burnt Sienna,floating the colors so that they
meld togetherin the shadow area. Then reaccent the deepershadow
area using Sepia and Burnt Sienna,mixed on the paper, going into
Permanent Blueas the shadow hits the sand. Paint grassymasses using
Hooker's Green, Yellow Ochre,Burnt Sienna, and Burnt Umber,
blending intoeach other. Instead of stroking on the color, usea
stabbing or jabbing movement with the Aqua-

relle brush-see page 10 for stroke demonstra-tion. When the
paper is dry, paint over thesame area with the same colors
intensified,leaving some of the lighter first wash to showthrough.
Apply with the same jabbing strokes.For grass over the rocks in the
foreground, glazelightly with Lemon Yellow, rather dry. Roofsof the
larger houses are Permanent Blue andSepia, mixed on the paper.
Paint the roofs onthe smaller houses with a light wash of
CobaltBlue. Let dry. Paint the shadow areas of thehouses with Burnt
Sienna, Antwerp Blue, andSepia-as in the original color of the
houses,but deeper.
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Seashore scenes.
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XII. AUTUMN CATHEDRAL

The very mention of the fall of the year immedi-ately brings
color to mind. Artistswho live in theeast where majestic maple
trees add so much tothe blaze find it particularly challenging to
tryto capture this beauty on paper. In my opinionthe results are
sometimes inclined to be a bit"corny," unless handled with
restraint andtaste. This I have tried to do.Along our narrow New
England country

roads, the trees, their branches meeting, oftenform the effect
of a vaulted arch and it is notdifficult to imagine oneself in an
edifice withstained-glass windows overhead. The autumnlandscape I
have painted was such a scene andit suggested to me the addition of
the two nunsto enhance the aura of theAutumn Cathedral.This
painting is reproduced in color on page 76.The materials used are
listed here.

Paper: D'Arches, 300-pound

Pencil: HB

Brushes: AquarelleNumbers 2 and 8

Maskoid

Colors: Yellow OchreLemon YellowBurnt SiennaCadmium Yellow
MiddleCadmium Yellow OrangeCadmium RedOrangeBurnt UmberHooker's
GreenSepiaIndian RedPermanent BlueMauveIvory Black
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Step 2A. For the vivid fall foliage use a 2-inchbrush. Paint
freely and at random. Put downdabs of Yellow Ochre, Lemon Yellow,
BurntSienna, Cadmium Yellow Middle, CadmiumYellow Orange, Cadmium
Red, Orange, BurntUmber, Hooker's Green, Sepia, and Indian
Red.These dabs are not mixed, on the paper or onthe palette;
instead, they should be allowed torun together. Paint the mountains
in the back-ground, using Permanent Blue and a touch ofMauve mixed
on the palette. When dry, adddarker notes of Burnt Sienna to the
foliage atthe top left-hand corner and on the lower por-tion of the
tree on the right. Let dry.

hSp^
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Step 2B. Use the Aquarelle brush for largetree trunks and the
Number 8 brush for smallerlimbs. Paint quite dry, using Sepia,
Indian Red,and Hooker's Green mixed on the paper. Forthe weeds in
the left corner foreground useHooker's Green and Burnt Sienna,
mixed onthe palette, and Sepia and Orange for darkernotes.
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Step 3. With the Aquarelle, add Burnt Siennato leafy portion of
the tree on the area abovethe figures. Paint small trees in the
backgroundwith Burnt Sienna and Hooker's Green. To thetrunks of
trees, continue adding the same colorsas in Step 2B.
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Step 4. With the Aquarelle, paint the roadwith a light wash of
Orange. Continue to addtree trunks and limbs, using the same colors
asin Step 3, taking care not to paint the trunksright on top of the
foliage like telephone polesbut to let the color break through-look
at thecolor reproduction on page 76. In following thesesteps, note
that no one area is completed beforeanother. They are worked
together, much likea sculpture. The final step will be found onpage
77.
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XIII. CENTRAL PARK

In planning this painting, the rough sketchesshown on page 79
were drawn on the spot.Notice how the large areas are blocked in
ab-stractly in the first sketch, establishing the basis

for the composition. Each step carries detail alittle farther.
Color notes were indicated in thefinal rough for future use. Then I
photographedthe scene for incidental data which was used inpainting
the picture in my studio.On page 85 you will see the finished
painting

accompanied by another version without therocks in the
foreground. This certainly needs anexplanation.When I had finished
the first paint-ing I asked my wife for her opinion. She said,"I
think I would like it better without therocks." I agreed, and
proceeded to wash themout. I took a clean sponge and tepid water
andstarted to lift out the surface color very care-fully.
Continuing, always with clean water andclean sponge, I accomplished
the process ofwashing out the color in, I would say, about
12separate operations. After each sponging thepaper was blotted
with an enamel-backed blot-ter (see pages 11 and 12) . When only a
trace ofcolor remained, I washed the area with slightlywarmer water
and Ivory soap, then gave it afinal rinse to remove the soap. All
this is not

too difficult to do, but it does require some cour-age and a lot
of patience and, I stress, cleantools, water and sponge, for each
application.When the paper was thoroughly dry, the

former rocky area was replaced with water, treereflections, and
grass, changing the picture im-mensely and, I think, improving it.
It also servesto demonstrate again that, contrary to
muchmisinformation about watercolor, deletions canbe made and
mistakes can be corrected.The materials I used for this painting
are

given below.

Paper : D'Arches, 300-poundPencil: HBBrushes Aquarelle

Numbers 5, 8, and 12MaskoidColors: Yellow Ochre

Permanent BlueLemon YellowIvory BlackOrangeHooker's GreenBurnt
SiennaSepiaAntwerp BlueBurnt UmberRembrandt Green
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Preliminary sketches for Central Park.
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CENTRAL PARKPAINTING PROCEDURESTEP-BY-STEP

Step 1 . With anHB pencil, complete the draw-ing. Then carefully
paint Maskoid on the rocksand the figures.

Step 2. Sky and buildings. First sponge thepaper with clear
water to remove any grease oroil stains and to make a fluid effect
possible. Becareful not to get the paper too wet. Then, withthe
sponge, in horizontal strokes, immediatelyapply a light wash of
Yellow Ochre and Per-manent Blue mixed on the palette. Let dry.
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Step 3. Buildings. Using the Aquarelle brush,paint lightly with
Yellow Ochre and a little Per-manent Blue mixed on the paper. Use a
Number8 brush for smaller areas such as chimneys andspires. Let
dry.

Step 4. Landscape area and trees in the centersection of the
painting. Use the Aquarelle brushand paint with a light wash of
Lemon Yellow.Then, while still damp, use the same brush andadd
Black to Lemon Yellow, mixed on thepalette, and apply accents of
darks. Let dry.For the lighter bank area, use a sponge to ap-ply a
light wash of Orange, Hooker's Green, andBurnt Sienna, mixed on the
paper.


	
Step 5. Paint yellow sides of the buildingswith the Aquarelle
brush, using Yellow Ochreand Permanent Blue-not too wet. For
windowsuse same colors and apply with a Number 5brush.

Step 6. With a sponge, paint water in hori-zontal strokes, using
sky colors of Yellow Ochre,and Permanent Blue mixed on the palette.
Paintright over the boats and Maskoid figures. Addtrunks to the
trees in the background with aNumber 8 brush, using Burnt Sienna
and Sepia.


	
Step 7. For darker values in the trees, useLemon Yellow and
Black. Add more tree trunksand limbs as in Step 6. With the large
roundNumber 12 brush add foliage to trees in theright foreground
using Hooker's Green, Orange,and Sepia mixed on the paper. Add
shadowsunder the trees in the background, using LemonYellow and
Black mixed on the palette.

Step 8. Paint the rocks with the Aquarellebrush, using the
following colors mixed on thepaper: Burnt Sienna, Sepia, Permanent
Blue,Antwerp Blue, Burnt Umber, and Black. Followthe Color Plate to
see how colors fall at random.


	
Step 9. For faint reflections of buildings in thewater use Lemon
Yellow and Hooker's Greenand apply in light vertical strokes.

Step 10. When the paint is thoroughly dry,remove the Maskoid.
For reflections of rocks inthe foreground apply Rembrandt Green
andYellow Ochre in horizontal strokes, with asponge. For the
figures on the bank and in theboat follow the Color Plate.

After this, the rocks were deleted. The proce-dure is fully
explained on page 78.

Rocks are removed with a sponge. Former rock area is
repainted.
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CENTRAL PARK

BEFORE REMOVINO ROCKS

CENTRAL PARK

AFTER REMOVING ROCKS86


	
XIV. CLOUDS

A cloud is a large visible mass of fog or hazefloating in the
atmosphere. Clouds are classifiedtechnically into three broad
divisions: the cir-rus, a feathery cloud of great altitude;
thestratus, or layer cloud; and the cumulus, asolidly packed,
dome-shaped cloud of compara-tively low altitude. Each
classification has manysubdivisions. But for painting purposes
thereare, roughly, two large classifications of clouds-those seen
on a wet, stormy, or threateningday, and those seen on a dry,
clear, sunny day.Each category includes an infinite variety."Wet"
clouds are not really painted but are

the accidental result of dropping color from thebrush onto the
paper and then immediately tilt-ing the paper so that the color
runs down, form-ing the effect desired. The exact opposite is
truein painting the clouds seen on a dry, clear, sunnydaythese are
very carefully planned.To achieve the rain sky shown on page 89,
the

sky area was first sponged with a very wetsponge. Then, while
the paper was wet, a lightwash of Yellow Ochre was applied at the
base,blending into Permanent Blue at the top. Then,still while the
paper was very wet, heavysplotches of Sepia, Permanent Blue, and a
touchof Burnt Sienna were dropped from the Aqua-relle brush across
a strip at the top of the sky.Leaving a space in between, another
strip of thesame colors was dropped in the same manner

across the paper. Then the paper was immedi-ately tilted into a
top to bottom vertical posi-tion for just a moment until the color
had runinto the formation desired, and then immedi-ately placed in
a horizontal position to dry.This is the general approach to
painting rain

skies. The variety of shapes and effects comesabout by applying
color either in strips orsplotches and then tilting the paper. For
astormy or windswept sky such as ApproachingStorm (page 90) or in
Storm over Kansas(page 96) , the paint for the clouds was droppedon
the paper in a more irregular pattern thanthat on page 89, and the
paper was tilted side-ways to allow the paint to run into the
wind-swept effect.

Clouds seen on a dry, clear, sunny day areachieved in an
entirely different way. Actuallythey are not painted at all. The
sky is painted,and their shadows are painted but the
cloudsthemselves are the unpainted areas of the paperleft without
color. Sometimes a cloud is washedout of a painted sky with a
sponge. The bristlebrush or the sponge should always be used
tosoften the edges in order to avoid that much-to-be-abhorred
pasted-in look or cut-out look; this,of course, is done after the
paper has dried.In the case of both wet and dry clouds the

soft, feathery quality, without hard edges, mustalways be kept
in mind.
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Windswept sky.

Sunny with clouds.
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Rain.

End of day.
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Storm clouds.

Approaching Storm . Shown in color on page 2.


	
dCo


	
Here are two steps in painting Storm Over Kansas, shown in
coloron page 96. Note the changes in the composition.
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XV. A DESERTED CABIN

Strangely enough, at least to my way of think-ing, beautiful
people, or magnificent buildings,or well-cared-for landscapes
seldom make inter-esting subject matter for paintings.
Althoughlovely to look at, in most cases they lack thequalities of
mystery and character that theartist strives to incorporate into
his picture.

In my own early career I was so attracted todilapidated,
broken-down shacks that a dealeronce asked me, "Olsen, can't you
just once painta not-so-broken-down shack?" "I can't find anythat
interest me enough to paint," I answered.The fascination still
continues, and I think

A Deserted Cabin, shown on page 105, has therequired elements of
mystery and character. Itleaves much to the imagination. Who
livedhere? What kind of a life could he or she havehad in this
isolated spot? What kind of a personwas the inhabitant? As you can
see in the pho-tographs of the first four steps, I had
originallyplanned to include a figure. As the paintingprogressed I
began to feel that the figure de-tracted not only from the
composition but alsofrom the feeling of desertion. I feel that by
elim-inating it I came much closer to the mood I wastrying to
capture. The absence of all life-hu-man as well as natural- is
further emphasizedby the dormant straggly sycamores and the

dead grass. The empty rocking chair speakspoignantly of life
departed.

Several alternative titles for this paintingsuggested
themselves, such as the song titles"And the Old Man Died" or "Annie
Doesn'tLive Here Anymore." However, both of thesetitles focus
interest on the rocking chair. There-fore, for the purposes of the
lessons involved inpainting the cabin and the sycamores, I chosethe
more prosaic title of A Deserted Cabin.However, in the future, if
the painting is in-tended for exhibition rather than for
instruc-tion, I may ultimately retitle it autobiographi-cally "The
Old Rocking Chair's Got Me."The materials I used in painting this
picture

are given below.

Paper: D'Arches, 300-poundPencil: HBBrushes: Aquarelle

Number 8MaskoidColors: Yellow Ochre

Permanent BlueAntwerp BlueMiddle YellowLemon YellowBurnt
UmberSepiaBurnt SiennaHooker's Green
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A DESERTED CAKIN

PAINTING PROCEDURE STEP-BY-STEP

Step 1. After making a careful drawing, applyMaskoid to the
sycamore trees and the rockingchair. Let dry.
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Step 2. Sponge the sky with clean water.While wet, paint sky
color over the dried Mask-oid with the Aquarelle brush, using
YellowOchre, Permanent Blue, and Antwerp Blue,mixed on the paper.
Leave pattern of cloudswithout color.

99


	
Step 3. Also with the Aquarelle brush, paintall the ground with
Middle Yellow, PermanentBlue, Lemon Yellow, Burnt Umber,
Sepia,Burnt Sienna, and a touch of Hooker's Green,blended on the
paper. Paint the mountains inthe background with Permanent Blue,
light.
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Step 4. Continue painting with the Aquarellebrush. Paint the
cabin with Hooker's Green,Middle Yellow, Permanent Blue,
AntwerpBlue, and Burnt Sienna, blended on the paper.Apply a light
wash of Middle Yellow on theentire roof of the cabin. While still
wet, paintthe darker upper portion of the roof with Per-manent
Blue, Antwerp Blue, and Sepia,blended on the paper. Paint over
Maskoid, notaround it. Note that the figure was eliminatedafter
this step (see page 97).
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Step 5. Paint shadows diagonally on the cabinwith the Aquarelle,
using Permanent Blue andBurnt Sienna, mixed on the palette. Allow
lightunderpainting to show through- follow theColor Plate on page
105. Paint the dark grassyarea at the base of the sycamores in
foregroundof the cabin and at right side with Hooker'sGreen, Burnt
Sienna, Sepia, and Yellow Ochre,blended on the paper. Paint rather
dark. Whenthoroughly dry remove all Maskoid.
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Step 6. Using a Number 8 brush, paint thesycamores, starting at
base of the trees withBurnt Sienna, Sepia, and Antwerp Blue,
blend-ing colors as you paint skyward. Be sure not tolose the
whites and to vary the color, for ex-ample, from Antwerp Blue to
Burnt Sienna,and to pure Sepia for deep shadows on theright. Paint
blotches over the preceding colorswith Burnt Sienna and a touch of
Sepia.
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A DESERTED CABIN106


	
XVI. AN UNUSUAL METHODOF PAINTING FOLIAGE

The way leaves have been used on this and thefollowing page is
not the "gimmick" it may ap-pear to be at first glance; rather it
is an admit-tedly unorthodox but very helpful method ofsuggesting
patterns of leaves on a model fromwhich to paint a tree.When
painting a tree most beginners are in-

clined to paint the leaves in a stilted, rather setdesign
without freedom or imagination. In classone day, I was trying to
explain to a studentthe effect to aim for, and in doing so I
painted askeleton of a tree, laid it on the ground, andthen crushed
a few dried leaves in my hand andscattered the fragments
helter-skelter on thepaper. The result was amazingly treelike
ineffect. Shaking the paper on which the "ar-
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rangement" lies, changes the effect kaleido-scopically and
suggests an infinite variety ofpatterns. Not only can the result
serve as amodel, but one can actually paint a tree skele-ton in the
painting, scatter crushed leaves on it,and then, when satisfied
with the design, care-fully remove each fragment of leaf and
paintit in its former position on the paper.

The same can be done with green leaves,for a summer or spring
scene, except that in-stead of crushing the leaves, cut them with
ascissors into small irregular shapes and dropthem on the skeleton.
Then match the color ofthe leafyou may be surprised to see how
muchorange there is in the green. This is an exercisethat has
proven beneficial to many studentswhose execution lacked freedom.
Try it-it ishelpful and fun as well.
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XVII. PAINTING A CITY SCENE

Webster's dictionary defines a landscape as "aportion of land
which the eye can comprehendin a single view, especially in its
pictorial aspect.2. A picture representing inland natural
scen-ery." Technically, these definitions confine land-scape, more
or less, to rural, pastoral, and moun-tain scenes; accordingly,
most of the material inthis book is devoted to subject matter of
thiskind. However, I feel that the whole picture oflandscape is not
complete without at least amention of city scenes. They are an
integralpart of the composite scenery of our beautifulcountry and
offer many artists much verypaintable subject matter within easy
access.The physical aspects of painting city scenes,

especially in large metropolises such as NewYork, Chicago, or
San Francisco, obviouslypresent special problems of their own such
astraffic and crowds-unless one is fortunateenough to hit the city
deserted on a holiday.Generally speaking, however, we must rely
onthe camera, on-the-spot rough sketches, andcolor notes to furnish
the details from which thepainting will be made.The painting
procedure does not differ from

that used for any other type of subject matter;start with a good
drawing and paint from lightto dark.

On pages 110-114 are several examples of citystreet scenes I
painted for the Equitable LifeAssurance Company. They may be
helpful insuggesting various aspects of the big city
land-scape.

Wash Day, shown in color on page 116, isanother example.
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Taylor Street, Annapolis, Maryland.

Baby Sitter, New York.


	
Michigan Boulevard, Chicago, Illinois.

Wall Street, New York.


	
Main Street, Salt Lake City.

Grant Avenue, Chinatown, San Francisco.


	
Avilles Street, St. Augustine, Florida.

Bourbon Street, New Orleans, Louisiana.


	
Main Street, Ghost Town, near Bisbee, Arizona.

Prince Street, Alexandria, Virginia.


	
MASH DAY115
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XVIII. BEACHED

Although calling Beached, opposite, a "land-scape" could be
challenged, I personally feelthat the beach and its paraphernalia
are a verydefinite part of landscape painting. The boatscould
easily have been replaced by an old shack,changing the scene
entirely, but I chose to leavethem in chiefly because painting
attached ropesand chains, judging by the many questionsasked by my
students, presents a "knotty"problem. See page 123 for another
example.

The beach area illustrates how I paint smallstones en masse.
Whether they are in this kindof locale, on a road, or in a field,
the same simplemethod of painting is used.Here are the materials I
used for this picture.

D'Arches 300-pound paper, HB pencil, Aqua-relle and Number 8
brush, Maskoid, and thefollowing colors: Permanent Blue,
YellowOrange, Burnt Sienna, Orange, Yellow Ochre,Sepia, Hooker's
Green, Indian Red. My paint-ing procedure follows.

The two sketches on this page show how thefirst stages of the
stony area were painted. First

a light wash of Permanent Blue, Yellow Orange,Burnt Sienna, and
Orange was applied over thedrawing of the stony area. The Maskoid
wasapplied in dots, singly and in groups, for thestones. Maskoid
was also applied on the ropes.In the first illustration I have
omitted showingMaskoid applied on the ropes in order to showhow
carefully the ropes were drawn. When the

Maskoid was dry, I painted dark washes ofPermanent Blue and
Burnt Sienna on the leftside with an Aquarelle brush, working
intoYellow Ochre and Blue, lighter on the rightside. When this area
was dry, I removed theMaskoid and accented the darks of stones
hereand there with Sepia and Burnt Sienna.

For the foreground I used the Aquarellebrush to apply a wash of
Burnt Sienna blendinginto Permanent Blue and Sepia around
thepuddle, which was left unpainted. When thewash was dry, I
darkened the left side withAntwerp Blue mixed with Sepia, blending
intoBurnt Sienna and back to Permanent Blue.While these colors were
still wet, I added atouch of Hooker's Green on the left side,
nearthe puddle, and a little on the right side.Shadow areas on the
white part of the boatswere painted with Permanent Blue and
IndianRed, mixed on the palette, using a Number 8brush. The trim on
the boats was painted withBurnt Sienna. When this was dry, Sepia
wasadded for darks. The deck of the boat on theright is Light
Yellow Ochre; the shadows castfrom the boats are Burnt Sienna,
Sepia, andPermanent Blue, mixed on the paper.To give action to the
puddle I used semi-

circular strokes to apply a wash of Hooker'sGreen, Burnt Sienna,
and Sepia, leaning to-wards green, mixed on the palette. The
reflec-tion of the mast was added with Hooker's Greenand Burnt
Sienna, mixed on the palette.
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XIX. HINTS FOR DEVELOPINGGOOD PAINTING HABITS

Painting habits can be developed very quicklyso perhaps a few
hints and some words of cau-tion will help you avoid the
development ofpoor habits and guide you in establishing help-ful,
good painting habits.

1. Try to make it a practice to keep your eyeshalf-closed a good
deal of the time when paint-ing. This is not only a great help
generally butis actually an essential in seeing pattern rather

than detail. For the same reason it is also mosthelpful in
outdoor painting when you are look-ing for a piece of subject
matterthe patternsare simplified. Values, color, darks, and
lightsare all brought into sharper focus when the eyesare kept
half-closed.

2. Another helpful aid is to look at a pictureor a composition
through a small hole formedby the thumb and forefinger of your
hand. Thissmall aperture serves as a viewer and eliminatesall
extraneous and distracting elements.

3. Do not force the paint into the paper toovigorously when
applying color. The brushshould always be held so loosely that a
gentletap on the wrist would knock it out of yourhand. Try to
surface paint so that should youwant to make a correction, the task
will beeasier.

4. Shadows are the last step in painting a pic-ture. First paint
all color areas, then paint alldetails. Lastly, paint shadows for
modelingwherever necessary.

5. Do not put finishing details in any areabefore all
preliminary painting has been com-pleted on the entire picture.
Work like a sculp-tor.

6. When painting an upright object such as atelephone pole, a
light pole, a mast, flag pole, orsimilar isolated, vertical item,
always keep youreyes just ahead of the brush. Do not look di-rectly
at the brush-look at where you are goingnot at what you are doing,
much as a bicycle-rider does. This way of painting will make iteasy
to control your brush and keep the objectstraight.

7. In signing a picture, I have the feeling thatit should be
signed just like a letter, that is,with a written (painted)
signature rather thana lettered one. The placement of it is an
integralpart of the picture; it should be placed with thisin mind.
For example, if you have a compositionwith large, blocky forms it
can be relieved bythe linear design of a written signature
properlyplaced. It is the general belief that a pictureshould be
signed in either the lower right- orlower left-hand side but this
is not necessarilytrue. Often pictures are signed much
moreeffectively in the upper corner, depending onthe composition.
In order to visualize betterwhere the signature should be placed,
reversethe picture by looking at it in a mirror- the re-verse view
will make it much easier to decideon the most suitable
placement.
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. A FEW DIFFICULT ITEMS

Here and on the following pages are solutions toa few isolated
problems that are consistentlytroublesome to students, judging by
the ques-tions I am asked most often.

Sand in Ebb Tide. The patterns formed onsand by ebb-tide are
first lightly indicated inpencil. In drawing the patterns it is
importantto establish the horizon line in order to preventthe
design from appearing to go uphill. Paint-ing is done in three
values. The color of sand,unless it is wet, is usually light orange
blendinginto blue, overpainted with Burnt Sienna indarker areas.
Shadows cast on the sand areusually Permanent Blue mixed with a
littleSepia.
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Barbed Wire. Below is a detailed drawing ofwire and a
demonstration of how to "wrap" itaround a tree or post; also an
illustration of howsuch a small detail as wire can add
atmosphereand interest to a painting.
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Chains and Ropes. The first picture shows indetail how ropes and
chains are drawn. Thesecond picture shows how they are painted
inthe rigging of a ship, where they are so oftenused.


	
Stairs. These detailed drawings of stairs pic-ture a simplified
but foolproof solution for theproblem of stairs. The importance of
the hori-zon line is stressed.
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A Field of Weeds. Actually this is a one-stepproposition
although for demonstration pur-poses it is indicated in four steps
and is done inone color. Apply a thin wash over a drawing ofthe
field, and while it is still damp add threegraduating values across
the field. When dry,add detailed weeds in the foreground.
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XXI. WATERFALLS

Waterfalls in general are not only picturesquebut also very
paintable. They appear to be dif-ficult, but actually they are not.
On the oppositepage two types of waterfalls are shownone
aturbulent, cascading falls and the other theplacid, quietly
tumbling falls so often foundalong a stream or small river. The
method ofpainting the two kinds differs as much as thecharacter of
the falls themselves.

In the case of large cascading falls, Maskoidis invaluable.
After the drawing has been com-pleted, all the water areas are
protected with a

coat of Maskoid, carefully applied. When theMaskoid has dried
thoroughly, the rocks arepainted. When the paint is dry, the
Maskoid isremoved. The force of the water does not
permitreflections in turbulent falls, but slight tints ofcolor
should be added to give form to the cas-cading motion as you can
see on the color repro-duction of Old Mill House opposite.

In painting more placid waterfalls, such as

Stouts' Stream, opposite, no Maskoid is used.The water is
painted first and the rocks last.Thewhites are areas of the paper
left unpainted.
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OLD MILL HOUSE

STOUTS' STREAM128


	
IHERB OLSEN'S GUIDE TO WATERCOLOR LANDSCAPE

This lavishlv illustrated book by the late Herb Olsen, one of
America's foremost water-colorists. r ntain- everything the artist
needs to know in order to paint a successfulwatercoL. landscape.
The unusual format was devised by the author to present his
com-preh
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