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Beginning
COLOR MIXING

Tips and techniques for mixing vibrant colors and cohesive palettes
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Introduction

The first thing we notice when viewing a painting for the first time is its color. It draws in the viewer and grabs attention. I often think that if artists were playwrights, then color would be their actors. Taking the stage and acting out a well-designed scene. Playing off each other and leading the viewer through an act full of emotion and feeling.

What are the rules for using color? The rules happen to be more like guidelines—and guidelines tend to be more malleable. For every time that someone makes a statement that the rules of color theory are a certain way, I can point to an artist who has broken that rule—and with an impeccable piece of art.

However, understanding the basics and using these guidelines is imperative to creating a painting that is timeless and expresses emotion. You must know and understand the basics before you can push the boundaries. Not to mention that when we get stuck or have trouble with a painting, these guidelines help get us back on track.

Understanding color and how to use it doesn’t have to be complex. Walking into an artist-supply store or shopping online can feel overwhelming, with what feels like an endless amount of paints, brands, and mediums. Who knew there were so many versions of red? And for the new artist, choosing a primary color can be a daunting task. Where does one begin?

I personally prefer a simple approach, with a select palette of colors that I use for every painting. From time to time I mix a new color, but more often, my selection of colors allows me to paint directly from the tube and create intense color. Some artists prefer mixing and creating their own variations of color. Depending on what you prefer—mixing endless combinations of paint or using premixed colors—this book will give you a basic guide to color theory to help get you started.

In the pages that follow, I share my tips on how I use vibrant color to bring a painting to life, starting with a basic setup and my simple “rule of three” for choosing colors. Then I’ll cover the basics of color theory and finish with step-by-step instruction on how to apply color from life to the canvas.

I hope that by reading this book and following along with the guidelines, you will find color theory to be less intimidating and feel more confident in choosing color to create balance and harmony in your own work.

Happy painting!
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GETTING
Started
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Before we begin, what is it that you want to paint? Will it be a watercolor, an acrylic, or an oil painting? Will you paint from life, a photograph, or your imagination? What type of style will it be: photorealistic, impressionistic, or abstract? Once you have narrowed down these questions, you can begin your journey to discover the endless possibilities of your creativity with color.


Setting Up a Workspace


LIGHTING

Lighting is key to achieving the right color in a painting. Improper lighting can lead to a distracting glare on the painting surface or issues with determining the value (lightness and darkness) in the color you are using. Choose a location that has a fair amount of natural light from a window. If natural light isn’t an option, make sure your space is well-lit with artificial light using daylight bulbs. Other lights bulbs can create a blue or yellowish tint, which can lead to inaccuracies in achieving the perfect color.






SPACE

Having a well-organized space allows for more time to enjoy your creativity. Make sure you have a place with the tools you need within easy reach. I keep all my paints and tools in a cubby on wheels, which allows me to easily move them to wherever they are needed.
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VENTILATION

Open a window or have a fan running to allow the fumes from paints and solvents to escape. Even fumes from paints that do not require solvents, such as acrylics, watercolor, and water-soluble oils, can be an issue over a long period. It’s a good practice to paint in a space that allows air to move. You will find you can paint longer and feel better.




SEATING

Use a stool that has adjustable heights to ease the tension of standing for long periods.




EASEL

A good sturdy floor easel is ideal for painting. An easel that is adjustable to different sizes of canvas or panel is beneficial in the long run; however, if you are limited on space and paint on smaller surfaces, a sturdy table easel will work just fine.



A plein air easel can be a good investment, as it is easily transported. This kind of easel is also more versatile and can be used as a table or floor easel.


APRON OR PAINTING SHIRT

I am the worst at thinking, “I’m going to touch up a painting real quick,” not grabbing an apron to protect my clothes, and then, minutes to hours later, find that I have paint all over me. Best practice is to place an apron or paint shirt next to your easel so you are more likely to put it on—even just for a quick touch up.




Painting Tools & Materials


COLOR WHEEL

A basic color wheel can be found at any artist-supply store or online art retailer. It’s a good tool to keep nearby when exploring or planning color palettes. An artist studio isn’t complete without it.
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VALUE FINDER & RED CELLOPHANE

Looking through red cellophane at an object or painting removes color, showing instead the values they create. It’s one of my favorite tools to use while painting. As I use color to create depth, I occasionally look through red cellophane while I’m painting to ensure that the values are present and balanced. It’s a great tool to ensure your lights and darks are accurate. Along with the red cellophane, I keep a gray scale (or value finder) handy as a reference for lights and darks.
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PALETTE

A palette is a flat surface used to mix paint colors. As a finger painter, I wear gloves and paint directly from the tube, without using a palette. However, if you are using brushes or a palette knife to create your masterpieces, there are different types of palettes available. Two of the most common are a stay-wet palette and a traditional palette.



STAY-WET PALETTE This kind of palette is designed to keep water-based paint fluid for longer periods of time. When using this type of palette, you can keep paint wet for several days or weeks before it dries out.

TRADITIONAL PALETTE Traditionally, this is a kidney-shaped palette with a thumb hole, usually made of wood. This type of palette is best used when several layers of color have been wiped off, turning the palette a brownish-gray color. This is ideal, as it allows new pigment to stand out against the neutrally stained palette.


CHOOSING COLORS FOR YOUR PALETTE

I like to keep a minimum of three values in each hue: light, medium, and dark. For example, yellow green, cadmium green, and phthalo green. I like to paint fast, and I enjoy having the colors readily available to use. Some artists prefer mixing their own colors, which can be done by mixing the primary colors (red, yellow, and blue) in several variations. You may notice I don’t have black in my basic palette of colors. Mixing your own dark paints results in livelier color with more depth versus using a solid black paint from the tub.

MY BASE PALETTE OF COLORS:

Lemon yellow

Cadmium yellow light

Cadmium yellow

Imidazolone orange

Yellow ochre

Jaune brilliant

Imidazolone brown or burnt sienna

Vermilion hue

Cadmium red or rose madder

Rose violet

Lilac

Lavender

Mauve

Ice green

Misty blue or radiant blue

Horizon blue

Cobalt blue

Phthalo blue

Yellow green

Cadmium green light

Phthalo green

Titanium white



ORGANIZING YOUR PALETTE

Whether you use a palette or paint directly from the tube like me, the key is to be consistent. Place your colors in the same place each time you paint. This simplifies your search for colors and keeps you organized. Nothing is more frustrating than having to look for a color while you are “in the zone” with your painting.
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tip

KEEP SEVERAL PANEL BOARDS READILY AVAILABLE FOR QUICK COLOR STUDIES OR TO PLAN AND TEST A COMPOSITION.



PAINTING SURFACE

Depending on the type of medium you are using, you can work with a variety of painting surfaces, such as paper, panel boards, canvas, or wood. If you are starting with oils or acrylics, any primed canvas from the art-supply store will work. They are already prepared and ready for you to start.




CHOOSING YOUR MEDIUM

In the art world, “medium” refers to the substance that the artist uses to create artwork. In this book, we’ll talk about three media: watercolor, acrylic, and oil. In any painting medium, you can find student-grade and artist-grade paint.

Student-grade paint is usually offered for beginners. It’s similar to artist-grade paint, with the exception that it contains less pigment and more filler and is more affordable.

Professional- or artist-grade paint has a higher concentration of pigment and less filler. Most artists can distinguish the difference by the vibrancy of color and/or the way the paint behaves when applied to a painting surface.



WATERCOLOR PAINT
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Watercolor paints are made from pigment and a water-based solution that is either natural gum arabic (the hardened sap of an acacia tree) or synthetic glycol. A unique characteristic of watercolor is that it can be reactivated once dry, and it is most commonly available as transparent, semi-opaque, or opaque. Among artists, watercolor is the least-forgiving medium, as its application typically needs to be planned layer by layer—it doesn’t easily offer a solution to correct mistakes.





In acrylic or oil painting, white paint is used to “tint” or lighten a hue. Watercolor artists, however, use water to lighten. White paint generally isn’t used in watercolor; rather, where the white should be, the paper is left unpainted.

Another factor when working with watercolor is that each color offers other characteristics the artist can work with. For example, some colors stain the paper (nearly impossible to lift or remove), while others can be removed completely with minor blotting. Staining paints also go on in a uniform color throughout the stroke. Other colors create a “granulating” effect, which occurs as the pigment dries and separates into variations of color within the same pigment.




tip

GRANULATING PIGMENTS TEND TO BE THE EASIEST TO LIFT.



ACRYLIC PAINT

Acrylics are fast-drying, water-soluble paints. Unlike watercolor, they become water-resistant once dry. These paints are made from pigment and acrylic polymer emulsion. Acrylics are known for being the most versatile medium in the art world, as they are very forgiving and don’t require any solvents to dilute. Acrylic paint is available in three main types: regular, gouache, and heavy-body.



Regular acrylic paint is available in both student and professional grades. The basic version of acrylic paint, it can be used on a variety of painting surfaces as well as in craft projects.

Gouache is very similar to watercolor. However, this paint is designed to dry permanent and will not react with water once dry. Gouache is also known for having a higher intensity of color compared to watercolor, with a more opaque quality.

Similar to oil paint, heavy-body acrylics have a thicker body. Brushstrokes and texture can be visible when painted on thick. Heavy-body acrylics tend to be more forgiving for color mixing and blending into other colors.
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OIL PAINT

Oil paints are slow-drying and contain pigment and a medium (some sort of drying oil) as a binder. Some of the most common binders are linseed oil, walnut oil, poppy-seed oil, or safflower oil. Traditional oil paints require a solvent, such as turpentine, to thin the paint before applying to a painting surface.



Modern engineering has modified oil paint to be water-soluble (not water-based). This type of oil paint acts like traditional oil, but it can be thinned with water. This is very helpful for those who want to avoid inhaling harmful fumes from solvents. Water-soluble oils can also be cleaned up with water, just like acrylics and watercolors.

Within each type of oil paint, traditional or water-soluble, there are student and professional grades. Student-grade oil paints often contain linseed oil for the filler, which can dry with a yellowish tint. Professional-grade oil paints often use safflower oil, which exhibits less yellowing when dry. I personally use high-grade, water-soluble oil paints—the vibrancy of the color is spectacular, and the flow of the paint on the canvas is wonderful.
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tip

USE HIGH-QUALITY, PROFESSIONAL-GRADE PAINT IF YOU LIKE VIBRANT COLOR IN YOUR PAINTING. THESE PAINTS CONTAIN MORE PIGMENT, WHICH RESULTS IN MORE INTENSE COLOR.



APPLYING THE PAINT

To make a painting to come to life, it has become more common to use a variety of tools: brushes, palette knives, fingertips, or even household items like a cotton swab. The possibilities are endless. I suggest that you don’t limit yourself. Try a variety of tools and techniques, and see what works best for you. I find using my fingertips (with gloves) to be the easiest, but occasionally I use a palette knife or brush. The idea is to keep it simple in the beginning. As you become savvier with your painting skills, you can always add more tools to your toolbox.




BRUSHES

If brushes are your preferred method, natural-hair bristles (made with animal hair) generally are best for oils. Synthetic bristles made from nylon and/or polyester are ideal for acrylics.
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Quality matters. Look for brushes with bristles that are “toe in,” and avoid brushes that are “toe out” or have bristles that are obviously not aligned with the rest. One loose bristle can go rogue and put paint where it shouldn’t go, and you’ll spend more time than you should tidying up your painting.
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PALETTE KNIFE

A palette knife with a rounded tip is typically used for mixing paint on a palette. A palette knife for painting has a pointed tip, often a diamond shape or angled. When selecting a palette knife for mixing color, make sure it’s flexible and that it bends easily.
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tip

PAINTS ARE TOXIC, SO EVEN IF YOU’RE USING BRUSHES OR A PALETTE KNIFE, PROTECTING YOUR HANDS IS A GOOD IDEA.



FINGER PAINTING

Finger painting is more common than you may think. Even some artists that favor brushes will use their thumbs or fingers to blend paint on a canvas. If you choose to finger paint, wear medical-grade gloves that are snug to the fit. Depending on the quality, one pair can be reused several times.

[image: Image]




CLEANING MATERIALS

At a bare minimum, you need paper towels and some type of artist soap that is made to clean paint from brushes—it helps with your clothes too! Keep a paper bag nearby to dispose of used paper towels. If you’re working with oil paints, you may also need solvents for cleanup.




Basic Painting Techniques


EMBRACE YOUR PERSONAL STYLE

The most important tip I can share is to embrace your personal style—don’t fight it. If another artist’s body of work inspires you, it’s common to do a study or try to recreate it, especially when you are first starting out or exploring different styles. However, don’t get too caught up in trying to make your painting look just like another. Be satisfied with your creation and your interpretation of that artwork.





When I first approached painting in an impressionistic style, I felt my art was too bright. I kept thinking something wasn’t right, and I kept trying to correct it. One day, a dear friend of mine took my colors away and gave me only gray tones to paint with. After a long day of painting, I realized that I see color and, most importantly, I paint color! Instead of trying to change it, I embraced it and recognized that works best for me.
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START WITH THE BASICS

In this section of the book, I’ll share a very simple way to look at a subject and determine the colors needed to interpret it into a painting and demonstrate a few step-by-step activities that you can practice. Once you have done a few of these activities on you own, you will gain the confidence to start color mixing in more complex compositions. Begin by using a small panel board, or a few boards cut in half. The following steps require little room on your painting surface, so there is no need for anything larger than a 5” × 7” board.




LOOK FOR VALUE

We can train our eye to see color and its value. A green leaf, for instance, in its simplest form of color, is green. However, the artist needs to look a little closer. We need to tell a story on the canvas about the leaf’s dimension, giving it life. I like to use the rule of three and dissect an object into three color values: light, medium, and dark.

[image: Image]

Value is the lightness or darkness of a hue or color. You may have several hues that are considered green, such as phthalo green, sap green, and cadmium green. When comparing them next to each other, however, they have different values. I enjoy playing with the different hues in a color category and discovering what I can pair them with to show variations of values.



At first glance, we see a green leaf, but we cannot simply paint one solid green color, or the painting will lack depth. Look again at the leaf, and find three values. I have taken the liberty of showing the leaf in black and white, so the values are visible. This is similar to what the leaf would look like if we were looking through red cellophane.
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Next you can either mix or choose three greens to represent these values. Use a value finder to check the accuracy of your chosen colors. I chose yellow green (light), cadmium green (medium), and phthalo green (dark).
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Now I blend them side by side. I’m pleased with my selection, as I can visually see all three values represented. I’m not concerned about the detail at this point; I’m just finding value variation within the colors.






REPETITION

Let’s try this again with another subject that is more complex. A hydrangea in bloom can have several hues of violets, blues, pinks, and greens.
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If we squint or use red cellophane, we can easily see a range of values.

[image: Image]

Pick three colors to represent the light, medium, and dark values. I chose misty blue, lavender, and mauve.
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It’s tempting to add other colors to the mix, but keep this step simple.
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EXPLORING WITH AN ARTIST’S EYE

I encourage you to continue this exercise to sharpen your artist’s eye. Choose three basic colors to represent the light, medium, and dark values for any object, regardless of how simple or complex. Once you are comfortable with this process, it will help you in choosing colors and values for more complicated compositions. The keys are to start simple, use the rule of three, avoid overcomplicating your color choice, and enjoy looking at your environment with a different perspective.






Color
THEORY
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In visual arts, artists use color theory as a guideline for how to mix or blend color to achieve certain visual effects. In this section, we will cover the basics of color theory and how to implement the guidelines and concepts in your artwork.

Understanding Color
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WHAT IS COLOR?

Color is the combination of hue, value, and saturation.



Hue is the pigment, or the color itself. For example, lemon yellow, jaune brilliant, or lilac.

Value is the lightness or darkness of a color. For example, if you remove all the hue from a color, you are left with its value. (This is the effect you see when using red cellophane.)

Saturation is the depth or richness of a pigment that gives the color its intensity.




HOW IS COLOR USED?

Color has a huge impact on how we interpret or “read” a painting. It can reflect mood or emotion and lead the eye throughout a painting intentionally. Color placement needs to be purposeful and planned. Understanding the basics is crucial in transitioning a lifeless painting into something extraordinary.




HOW TO CHOOSE THE RIGHT COLOR

Whether you are mixing or using paint straight out of the tube, there are many colors to choose from. Depending on the story you are depicting, they each play an important role. However, not all colors play nicely together. Some colors, when mixed together, are harmonious and pleasing to the eye. Some complement each other and can help draw attention to a focal point, while others soften a bold color from being too loud. The tool we use to help guide our color usage and keep us on track with color harmony is the color wheel. You can even use the color wheel to help fix a painting that has become muddy or flat from overmixing or improper use of color.




tip

THE BENEFIT OF PAINTING DIRECTLY FROM THE TUBE IS THAT YOU GET A HUE AT ITS HIGHEST SATURATION. THIS IS IDEAL FOR HIGH-INTENSITY, COLORFUL ARTWORK.



The Color Wheel


READING THE WHEEL

The design of the basic color wheel is quite intentional. The colors that sit next to each other are harmonious—they tend to mix well and get along with each other. The colors found on opposite sides of the color wheel from each other create contrast, and they need a little more attention and care when it comes to pairing. All colors interact with each other, but how we choose to pair them gives meaning and direction to our painting.





PRIMARY COLORS are the only three colors that cannot be made by mixing colors together. These masterful colors are yellow, red, and blue. Artists often say that you can mix just about anything from these three colors. The closest paints available to true primary colors are:


True yellow = Cadmium yellow

True blue = Cobalt blue (slight yellow tint) or ultramarine blue (slight red tint)

True red = Alizarin crimson (slightly blueish)
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SECONDARY COLORS are made by mixing two primary colors together. They are orange, purple, and green.


Red + yellow = orange

Red + blue = purple

Blue + yellow = green
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TERTIARY COLORS are made by mixing a primary color with a secondary color. This is when the temperature (warm or cool) of a color is more evident.


Yellow + orange = yellow-orange (warm)

Orange + red = red-orange (warm)

Purple + red = red-purple (warm)

Yellow + green = yellow-green (cool)

Green + blue = blue-green (cool)

Purple + blue = blue-purple (cool)
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COLOR TEMPERATURE
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If you divide the color wheel in half, you will find that one side encompasses cooler colors and the other side encompasses warmer colors.
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Warm colors are made up of yellows, oranges, reds, and red-violets. When you imagine warm scenes or objects, they are often painted with red, yellow, and orange. Warm colors are typically chosen to paint a sunrise or fall foliage, setting the mood as warm and bright.
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Cool colors are blues, greens, and blue-purples. These are often associated with water, ice, or evening landscapes. They set a mood of cool and calming.
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tip

EACH COLOR ON THE COLOR WHEEL IS EITHER COOL OR WARM. FOR EXAMPLE, THERE ARE COOL YELLOWS (LIKE CADMIUM LEMON AND LEMON YELLOW) AND WARM YELLOWS (LIKE NAPLES YELLOW AND YELLOW OCHRE). THIS IS IMPORTANT TO NOTE WHEN PAIRING THE RIGHT COLORS TO EVOKE A MOOD.



COLOR VALUE

Color value, and how it’s used in a painting, is similar to words in a book. The values “read” as distance—they separate one object from another and tell the viewer how to interpret depth in a painting. Value helps us narrate the story and keeps the viewer’s eye moving throughout the painting. You use value in its highest contrast to make a focal point and at its lowest contrast to soften or push something back.
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Each color has its own value range. Yellow tends to fall on the lightest part of the scale, and violet tends to be the darkest. However, every hue within a color category has different values. The easiest way to visualize the value in a color is to view it through red cellophane. If this isn’t available, you can squint your eye or look at a color through a small tube. This helps reduce the color so you see its value. I keep a small gray scale (pictured above) handy as a reference. Another quick trick is to snap a picture on your phone and use your phone’s filter to remove the subject’s color.

Color value is how we create distance and depth in landscapes. Typically, as something fades into the distance, it becomes lighter and more blue/gray as it meets the horizon. Hills or trees in the distance are often mistakenly painted darker than they appear. When using color value to depict distance, a general rule of thumb is that the farther away an object is, the lighter it becomes. In the painting shown here, I purposely painted the edges darker and the focal point lighter, giving the illusion that the pathway leads into the distance.
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PAINTING WITH TINTS, TONES & SHADES

Within each color, we can adjust its value by adding white, gray, or black. These are referred to as tints, tones, or shades.

TINTS: Add white

TONES: Add gray

SHADES: Add black



Color Schemes

Color schemes are how we create color harmony. They play an important role in planning a painting. When followed, this script (or guideline) keeps our paintings balanced and enjoyable to look at. Color schemes are particularly useful in helping revive a painting that has lost its focus.
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Artist: Amanda Schuster



This watercolor painting of two zebras was created using a complementary color scheme (purple and yellow). Instead of using black and white for the zebra’s stripes, this artist used violet on top of a deep yellow to achieve the dark value. She used different values of yellow for the grass in the background, complementing the violet in the zebra. The colors not only complement each other and make the piece pleasing to look at, they also bring contrast to the focal point and main subject.


COMPLEMENTARY

Complementary colors are opposite each other on the color wheel. Having the most contrast, they work well when you want something to stand out or make a focal point. This watercolor utilizes blue and orange. The contrast in colors helps the jellyfish stand out from the background.
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Artist: Amanda Schuster




ANALOGOUS

Analogous colors are next to each other on the color wheel (e.g. blue-green, green, and yellow-green). They are harmonious and pleasing to the eye. In this example of a landscape, greens, blues, and yellows were used with an accent of lavender in the shadows.
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NOTE: The following color schemes work best with one dominating color.


SPLIT-COMPLEMENTARY

This color scheme is a variation on the complementary color scheme. This scheme also uses colors found on opposite sides of the color wheel, but you select one main color and the colors found on either side of the complementary color, thus splitting the complement. There is less contrast, making this scheme easier to work with. When a complementary color scheme becomes too bossy with contrast, a split-complementary scheme can be implemented to soften and make it more pleasing to the eye.



In the example below, there is less contrast. Rather than using a complementary color scheme of yellow and violet, I used a split-complementary scheme with yellow-green and tints of yellow-orange.
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TRIADIC

Triad colors are every third color evenly spaced on the color wheel. If done properly, one of the three colors will be more dominant and the other two will be accents. Triadic color schemes are usually composed of primary colors (yellow, red, and blue) or secondary colors (violet, orange, and green).



In this watercolor example of a triadic color scheme, the secondary colors were used (violet, green, and orange), with violet being the dominant color and green and orange as accents.
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Artist: Amanda Schuster




RECTANGLE (TETRAD)

This rectangular color scheme achieves a balance between warm and cool colors by using two complementary pairs.



In this oil painting, there are values of blue, green, orange, and red, creating both balance and contrast.
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SQUARE (TETRAD)

Square color schemes also create nice balance between colors on the color wheel. In this scheme, all four colors are evenly spaced around the color wheel.



In this painting of a fall landscape, the orange values are the dominant colors, with accents of yellow/orange, green, violet/blue, and red.
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Painting
WITH COLOR
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Learning how to use color is exciting and adventurous, but it can also be a little bit intimidating. In this section of the book, we’ll address some common questions about working with color and look at a few guidelines for mixing and pairing colors to create dynamic palettes and exciting pieces of art, no matter what your chosen medium is. Remember that not every artist is the same. Your own personal color preferences should shine through in your art!


Color Placement

When I’m teaching a workshop, the most common questions about color placement are: “How did you know to put that color there?” and “How do you know what colors work best together?”



I follow three general rules. In the paintings examples that follow, I’ll explain how each of these rules is applied.

1. Bounce the eye: Place an accent color in several places on the canvas to draw the eye throughout the painting. The shades of the color can vary. An example of this would be a light violet hue in the sky, which is also brought down and used as a shadow or highlight in the foreground and around the main focal points.

2. Light next to dark: To give the illusion of depth and a source of light, ensure you have contrast when your “lightest light” is placed next to your “darkest dark.” When a set of colors becomes muddled, this is often how we correct them—we reintroduce a dark value and incorporate a light accent color.

3. Pairing colors: Artists often find there are certain colors that they repeatedly use in each painting. These go-to colors are frequently paired together and lead to a “footprint,” or signature palette, that is easily recognized in the artist’s work. These colors are chosen for how well they work together in an artist’s palette and are usually solely the artist’s preference.

How do we learn what colors to use? I have found that when I start with a basic palette (see “Choosing Colors for Your Palette,”), experimenting to identify which colors work together becomes easier.


tip

START WITH YOUR BASIC PRIMARY AND SECONDARY COLORS, AND ONE BY ONE START PAIRING THEM TOGETHER. YOU WILL QUICKLY IDENTIFY THE COLOR COMBINATIONS YOU ENJOY.
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“Instead of trying to render what I see before me, I use color in a completely arbitrary way to express myself powerfully.”

– VINCENT VAN GOGH


Learning Your Palette

My suggestion is to start with a simple exercise to create color boards as a reference for each hue. It’s a step we often skip, as we want to start painting right away, but until you have established your set of colors, I suggest taking the time and learning how your paints play with one another. Follow along with this exercise to explore your own palette.




EXERCISE

[image: Image]

Starting with lemon yellow, paint an inch-wide column down the left side of a panel board. Then move through each color/hue in your palette, and place them next to the yellow column—be careful not to mix the colors together! This will act as a reference for what each color looks like when used next to lemon yellow without mixing. Some colors harmonize, while others create contrast.



Next create another column on the right, but this time mix the colors. You can experiment by adding more or less yellow to create different hues and shades with that mixture.

Use any remaining space on the panel board to create new combinations, such as adding white to the mixture and other colors in your palette.

Make a panel board for each color in your palette. Once you have completed a board for each color, you’ll have a reference to refer to when a particular color or combination is needed.



NOTE: You can see that having fewer colors in your basic palette simplifies this exercise. You can always introduce more colors later as you become comfortable with your basics.

Use red cellophane to look at your panel boards and see the values of each color. This is particularly useful when you are using color to create value and depth.
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Two different brands of cadmium yellow




tip

DIFFERENT BRANDS OF PAINT, EVEN WITH THE SAME COLOR NAME, MAY BE SLIGHTLY DIFFERENT HUES. ONE DAY WHEN I RAN OUT OF CADMIUM YELLOW, I RAN TO A NEARBY ART STORE AND PURCHASED ANOTHER BRAND, BECAUSE THAT WAS ALL THEY HAD. EVEN THOUGH I BOUGHT CADMIUM YELLOW, THE COLOR BEHAVED DIFFERENTLY THAN MY PREVIOUS BRAND. THE SLIGHT DIFFERENCE IN COLOR WAS STRONG ENOUGH TO BE NOTICEABLY DIFFERENT WHEN MIXING WITH MY OTHER COLORS.



Reds

Reds are often used to represent love, danger, and heat. They are also associated with strength, courage, warmth, and comfort. Because this color is so intense and strong, it’s often used to draw attention to the main subject of a painting.



My most commonly used reds are:
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tip

I CONSIDER SOME COLORS TO BE “BOSSY,” WHILE OTHERS ARE MORE SOCIAL AND GET ALONG WELL WITH MOST OF MY PALETTE. REDS ARE TYPICALLY ALL BOSSY. UNLESS I’M USING RED IN AN ANALOGOUS WAY (PAIRED WITH ANOTHER COLOR NEXT TO IT ON THE COLOR WHEEL), IT TAKES A BACK SEAT—SUCH AS MIXED WITH A GREEN TO CREATE FOLIAGE OR TREES IN THE DISTANCE.



PAINTING WITH RED

Following are two examples of painting a main subject with red. Both use red as the primary color; however, each artist used different colors in the background to create a different effect and feel. Note that the red colors in each painting are basically the same, but in two different media: one is acrylic (the octopus), and the other is watercolor (the dahlia). Color can be used in similar ways across different media.



In this example, artist Heidi Barnett uses reds to paint an octopus on a cool blue background. She used cadmium red, cadmium red light (orangey red), and rose violet, with accents of turquoise and lavender, on the octopus. Several blue hues were used in the background, with a hint of violet (lilac and lavender).
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Artist: Heidi Barnett



Accents of violet are used here to harmonize with the blues and cool the reds. Look closely at the placement of violet in lilac and lavender hues throughout this painting—each placement is purposeful, carrying the eye and giving balance to the piece. Notice how the lilac toward the top offsets the violet toward the bottom and bounces the eye throughout the painting.

[image: Image]

In this painting of a dahlia by Amanda Schuster, she made color choices based on the primary color—red. To maintain the vibrancy and intensity of “red,” most of the dahlia was painted by mixing different red hues: mostly Windsor red, vermilion, and alizarin red. Darker reds, such as quinacridone violet, were used in the shadow areas of the flower. Highlights in the center of the flower were created by layering Indian yellow over vermilion (a yellowish red), which harmonizes with the cadmium yellows used in the background.
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Artist: Amanda Schuster



In the upper left, the artist used phthalo green (complementary to red) over red to neutralize and push back the background, making the dahlia appear to come forward into the foreground. Greens can neutralize red and give a rich depth to shadows and other areas.

Yellow hues in the lower left not only represent another flower, they also create a warm, sunlit appearance. The placement of yellow helps move the eye throughout the subject matter, making the painting more inviting to read. Her choice of yellow adds to the warm effect of red, giving it a light and sunny feeling. Her choice of green cools the overall warm painting, achieving a nice balance in this piece.

Both artists used supporting colors to enhance their primary use of red. Heidi used blue to cool and render the effect of water, and Amanda used yellow to add warmth and sunlight.


Pinks

[image: Image]

Pinks are often overlooked; however, as an artist, using pinks goes far beyond just painting pink ribbons, ice cream, or cotton candy. This color can be used to create highlights, add contrast, and warm a painting that is full of cool colors. In watercolor, pinks play well with most colors to brighten up a painting without neutralizing or dulling other colors. In acrylic or oil, this isn’t the case. Pink can either neutralize or brighten, depending on what color it’s paired with. My personal preference in using pinks is to highlight or create contrast in a focal area.



Pinks are usually made by tinting red hues with titanium white. Some of my favorite premixed pinks that I occasionally use in my paintings are:
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PAINTING WITH PINK

In this watercolor painting by Amanda Schuster, pink is the main color used on the dahlia. Various pinks, oranges, and violets were applied, much like the red dahlia shown here. A cooling light green, which is the complement of the color used in the dahlia, was used in the background.
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Artist: Amanda Schuster



This second watercolor, by Arlene Kettering, is a perfect example of using pinks to highlight and warm a cool color scheme. Notice that in the painting of the dahlia, the complementary color, light green, cools and softens the brightness of pink. These succulents, however, use pink to draw contrast, highlighting and warming the cool, soft greens and yellows.

[image: Image]

The pinks and greens harmonize and carry the eye throughout the painting. This is one way an artist keeps the viewer’s attention. A purposefully placed, themed color used throughout a painting creates interest and encourages the viewer to study the piece as the eye moves from one pink to the next.
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Artist: Arlene Kettering




Oranges

Orange can awaken and energize a painting. It evokes enthusiasm without being too dramatic, like red. It’s often the most underestimated color in our palettes. When this color is paired with greens and blues, it can create subtle contrast that makes a statement without exhausting the viewer.



Although I keep orange in my basic palette of colors, I rarely use it. I mostly mix my oranges, or create the effect of orange by blending vermilion red with cadmium yellow on the canvas.

Here are the oranges that I keep accessible in my palette:
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tip

I LOVE PAIRING JAUNE BRILLIANT WITH MAUVE TO CREATE LIGHTS AND DARKS. IT DEPICTS A BEAUTIFUL ILLUSION OF SUNLIGHT BEAMING ON A DIRT PATH.



PAINTING WITH ORANGE

For these examples of using orange, we’ll compare two paintings that use reds and yellows mixed to create orange with a painting that uses premixed cadmium orange. In all three examples, light blue is used as a complementary color, demonstrating how well this complementary color scheme works together.
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For this fall tree painting, I used rose violet, vermilion red, cadmium yellow, and lemon yellow. Notice how they are blended throughout the top of the painting, creating vibrant orange foliage. Highlights of blue peek through the tree and are picked up elsewhere, accenting the painting.

[image: Image]

In this tulip landscape, I used the same colors to create a vivacious field of orange flowers. To complement the orange in both finger paintings, I chose blues and greens—one of my favorite color schemes.
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tip

LOOKING CLOSELY AT THE FOLIAGE IN THE TULIP FIELD, YOU WILL SEE A FEW OF MY FAVORITE COLOR PAIRINGS: PHTHALO GREEN WITH HORIZON BLUE, AND MAUVE IN THE DEEP SHADOWS.


In this lion painting, Heidi Barnett used cadmium orange with highlights of blue on the chin and around the eyes.
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The use of orange is very similar to the other examples, but it is a premixed cadmium orange straight from the tube. Compare this with the fall foliage example shown here, and you can see that the orange hue here is more intense. Using paint directly from the tube has a luminous quality that “pops” next to other colors.
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Artist: Heidi Barnett




Yellows

Yellow is known for being cheery and warm. It has a way of grabbing attention and is often used to create highlights. It can add energy and warmth to a cool painting. I find that lemon yellow is the social butterfly of my colors. For the most part, it gets along with all the colors in my palette—the only exception, of course, is purple, which is its complement. In this case, I use lemon yellow next to dark purple to create a focal point.



Yellows are the most frequently used colors in my palette, and it’s not complete without these colors:
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tip

YELLOW IS EASILY EATEN UP BY OTHER COLORS. TO MAINTAIN ITS VIBRANCY, MIX OR BLEND IT WITH OTHER YELLOW HUES. I USE INDIAN YELLOW, AS OPPOSED TO YELLOW OCHRE, TO CREATE A DARKER SHADE. YELLOW OCHRE REDUCES THE INTENSITY AND HAS A DULLING EFFECT.



PAINTING WITH YELLOWS

I love to paint with vibrant colors, so I selected two of my finger paintings as examples of painting with yellow.



Note that using yellow as the dominant color can be exhausting to the viewer. In this image of a daffodil field, I was careful to keep the color balanced. I picked blues, greens, and violets to complement and tone down this intense color. To ensure that the yellows stayed bright, I mixed a combination of four yellow hues: lemon yellow and cadmium yellow light (for the lightest values) and cadmium yellow and Indian yellow (for the darkest values).
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I wanted this painting to show off the rows of flowers and draw the eye to a central point to convey how it looked while standing in front of this vast field. I placed dark mauve next to the lemon yellow toward the back of the field, where it fades into the horizon. Placing a dark hue next to my lightest value creates dramatic contrast and draws the eye to the focal point.


MULTIPLE VALUES

This second painting of sunflowers contains three yellow values: lemon yellow, cadmium yellow light, and cadmium yellow. To make the darkest value (seen as shadows), I blended yellow with mauve. Because they are complementary colors, the mauve creates richness in the shadows without looking dull.
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I chose blues for background, mainly because they complement the warmer yellows, which have a hint of orange. But I also like the analogous color scheme for this piece. I wanted the background to harmonize with the sunflowers and avoided introducing more colors that could make it look busy and complicated.
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Greens

Green is closely tied with nature, and it is also calming and soothing with its hints of blues. It can be used to represent good fortune and health.



As a secondary color, green can easily be mixed from various amounts of yellow and blue. Due to their intensity and versatility in mixing more varieties of green, these are the hues I keep on hand:
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tip

I USE PHTHALO GREEN SPARINGLY, AS IT CAN BECOME BOSSY AND OVERCOME OTHER COLORS IN A PAINTING. YELLOW GREEN, HOWEVER, TENDS TO PAIR WELL WITH YELLOWS, BLUES, AND PURPLES.



PAINTING WITH GREENS

There are several possible ways to achieve secondary color hues. Of the three secondary colors—orange, green, and purple—green seems to be the most diverse. An adventurous painter can mix yellows and blues to create endless varieties of this hue, especially when using nature as a guide.
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Artist: Lois Haskell



In this oil painting by Lois Haskell, she didn’t use a single tube of premixed green. The luscious greens were mixed from pairings of ultramarine blue, cadmium orange and lemon yellow, and cobalt blue. The bright greens were created by mixing phthalo blue with lemon yellow. The dark greens (used in the evergreens) were made by combining the phthalo mixture with ultramarine blue. The lighter shades were made by mixing yellow and titanium white. These shades were also used in the misty background.


VIBRANT GREENS

In this example by the same artist, you’ll notice more color intensity. That’s because the greens used in this oil painting—olive, sap, and viridian—were used right out of the tube. The artist also mixed these premixed colors with yellow and tinted some with white, but using pure greens from the tube allows for more vibrancy in color. To follow suit with this effect, the artist opted to use turquoise and ice green hues in the background.
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Artist: Lois Haskell



This piece is also a good example of how artists can narrate a painting. I have mentioned the importance of using a color to move the eye throughout a composition. In this landscape, notice how the white in the clouds carries your eye down to the tops of the houses, and then on to the fence and flowers before jumping across the path to the sheep. It also highlights a few branches in the tree, and then carries the eye back to the sky. All the main points in the painting are discoverable, one by one, as you unknowingly follow the well-placed cues of where to look next.
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Artist: Anne Waters



What I find lovely about this next example is that it falls in a triad theme, using green as a dominant color, with orange and violet as accents. Also, you may notice that this acrylic painting by Anne Waters has a “high-key” effect, with even more color intensity than the other two examples. This was achieved by mixing yellows and oranges with greens from a tube, as well the amount of yellow and orange used in the painting, which is key. It warms up the greens in the landscape and complements the blues in the sky.
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Purple is used to accent the painting and carry the eye from the sky to the horses to the foreground. Combined, all of these elements make impressionistic painting so fun.


Blues

Blues can soften, calm, and create a feeling of tranquility. They can also be used to create feelings of sadness or melancholy, or make something feel cold, like a snow scene or ice.



There are so many different blue hues available. I keep a fairly wide stock of varieties. I always keep the following accessible:
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tip

ICE GREEN IS, BY FAR, THE MOST VERSATILE COLOR IN MY PALETTE. SECOND TO IT IS HORIZON BLUE. I USE PHTHALO AND COBALT BLUE IN SMALL QUANTITIES, AND GENERALLY MIXED WITH A LIGHTER SHADE OF BLUE TO BRIGHTEN THE INTENSITY.



PAINTING WITH BLUES

In this first example, Amanda Schuster’s watercolor introduces the versatility of this hue. It’s a great example of painting with neutrals, but the use of the blue throughout the piece is what I find fascinating.
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Artist: Amanda Schuster



You wouldn’t notice it at first glance, but blue is used in almost the entire piece. The shadows were created by using raw sienna and ultramarine blue to suggest stucco texture. Cobalt blue and ultramarine were used on the door and balcony and in the sky. Raw sienna has a hint of orange, which gives this piece a complementary color scheme.
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BLUES & NEUTRAL ACCENTS

This example of a vivacious water scene by Anne Waters was painted by mixing a variety of blues, greens, and violets. You will notice that neutrals were also introduced in the rocks, warming the other colors.
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Artist: Anne Waters



Phthalo, ultramarine, and cerulean blue come together to illuminate this canvas. Touches of green add character to the blue water, giving it texture and dimension, as well as hinting at sunlight hitting the waves—a perfectly placed accent that brings the eye to focal points throughout the seascape, including the sky.
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Purples

Purple has a history of being tied to royalty. It has an exotic appeal. Even though it’s rarely found naturally in nature, this color is commonly used to add depth to a landscape. It brings harmony to blues and greens and helps neutralize warmer colors, such as yellow.



Lilac, lavender, and mauve make their way into every one of my paintings. I love their versatility and how they work so well with other colors. These are the four purple hues I keep in my palette:
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tip

MAUVE (RED-PURPLE) IS EASIER TO PAIR WITH MY CHOICE OF COLORS THAN DIOXAZINE VIOLET (BLUE-PURPLE). I KEEP BOTH IN MY PALETTE, HOWEVER, AND I USUALLY USE DIOXAZINE VIOLET FOR DEEP AND DARK SHADOWS THAT ARE ALMOST BLACK. MAUVE IS MY GO-TO SHADOW COLOR FOR PATHWAYS. IT LOOKS LOVELY WITH YELLOW OCHRE AND JAUNE BRILLIANT.



PAINTING WITH PURPLE

I chose one of my contemporary landscapes of a lavender field to show the impact that purple can make as the dominant color in a painting.
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I used three values of purple to depict the rounded bushes of lavender: lilac, lavender, and mauve. I paired different values of blue and a hint of pink as accents. I also used Naples yellow with some neutrals to add a bit of warmth.


WARM IT UP

Here is another example of painting with purple. Artist Anne Waters used acrylics and a palette knife to create this contemporary seascape. She used dioxazine violet tinted with titanium white, as well as cerulean blue that was tinted and mixed.
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Artist: Anne Waters



Notice how she warmed the night scene with a hint of light orange (cadmium orange tinted with white). It’s important to add a warm hue to a painting that uses primarily cool colors.
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In this painting of a peony, Anne Waters again used the same concept of warming cool purples by adding warm highlights. She also created harmony by using blues as accents in the flower, as well as to darken over phthalo green in the background.
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Artist: Anne Waters




Neutrals: Using & Creating Browns

Neutrals are created by mixing two or more colors. They emit warmth and can neutralize vibrant colors, such as bright pinks, blues, and yellows, that can be overpowering.



Two of the neutrals I keep in my palette are:
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PAIRING COLORS WITH NEUTRALS

In this example, I used imidazolone brown as a base color for the tree trunks, with Naples yellow to highlight and lavender for shadows. Occasionally, I use mauve to create even deeper shadows, with a mix of horizon blue and yellow ochre for highlights.
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PAINTING WITH NEUTRALS

In this watercolor by Amanda Schuster, she used complementary colors to create colorful neutrals. The trick to achieving such pure color is not to premix the colors on the palette beforehand; doing so can turn the paint muddy and dull. Instead, she applied one color, let it dry, and then glazed the complementary color on top.
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This technique can be used with oil and acrylic as well. Coincidentally, this is how I apply oil onto a canvas with finger painting. The exception is that I paint wet-into-wet, carefully layering one color onto another while it’s still wet.
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Artist: Amanda Schuster




Painting in Black & White

White in direct contrast with black is very powerful and can be used to portray a mysterious mood or ambiance. However, painting in black and white doesn’t necessarily mean an absence of color. They can both pick up different shades of color to create a warm or cool effect. For instance, black is created by mixing the three primary colors (red, yellow, and blue) and, depending on the shade of black desired, one of the three colors can be more dominant (for example, bluish black).



In this watercolor/mixed-media painting by Donna Wallace, she used Payne’s gray as black to create a dramatic effect against the white trees. It’s a great example of the tints that can be achieved with the shade of black being used. Payne’s gray has a bluish tint, portraying a cooler color scheme.
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Artist: Donna Wallace



The first applications of white have a more translucent effect, picking up some of the bluish tint in the background. As she layered on more white paint it became more opaque, creating sharp contrast against the darkest areas of the painting.
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tip

THE MOST COMMON BLACK HUE IN AN ARTIST’S PALETTE IS PAYNE’S GRAY. THIS BLACKISH HUE BECOMES BLUER WHEN MIXED WITH WATER (WATERCOLOR) OR TINTED WITH WHITE (OILS/ACRYLICS).


In this second example, the same artist used carbon black instead of Payne’s gray. This shade of black contains more yellow tones, producing a brownish-black effect. In addition to using white for the trees, she also used gold to complement the brownish-black hue, creating an overall warmer color scheme.
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Artist: Donna Wallace






Painting
FROM LIFE
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If you’re looking for something to paint, try taking a relaxing walk outside. Allow nature to fill your mind with its spectacular array of sights, smells, and sounds. Enjoy feeling the warm breeze as you take in your surroundings, while using nature to ignite your imagination. As artists, we can use all our senses as inspiration to narrate a story.

When I teach workshops, I encourage my students to concentrate on the story they’re trying to portray and let their interpretation of composition, color, and style represent their voice. Just as a playwright can bring an idea from concept to stage, an artist can interpret life in a painting.

In this portion of the book, I’ll break down how I create a painting, step by step from start to finish—using nature as inspiration to paint from life, while also discussing composition, color, and style.


Lighthouse

This photo was taken on the coast of Friday Harbor in the San Juan Islands. After walking on a trail for some time, we came to a clearing and saw this lighthouse in the distance.



I chose a triadic color scheme (red, yellow, and blue) for my interpretation of this scene. Although secondary and tertiary colors will also be present, they’ll support the primary colors. I also didn’t want to deviate far from the actual setting. To begin, I use a chalk pastel to sketch all the major characteristics of the scene. To ensure the rule of three applies to the composition, I divide the canvas into thirds. I place the horizontal rocks in the bottom third of the canvas and the cliff/lighthouse in the right third. This creates a more interesting composition than putting the focal point in the middle of the canvas.
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tip

DRY PASTELS ARE A GREAT TOOL FOR SKETCHING ON CANVAS. THE DRY, CHALKY RESIDUE IS EASY TO WIPE OFF IF YOU NEED TO RESKETCH. IT ALSO BLENDS WELL WITH OIL PAINT.
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I begin painting the background first, starting with the lightest blue value, misty blue (or radiant), and apply a very thin layer to block out the sky and water. I’m careful not to put too much paint on the canvas at this point. If the paint is applied too thick during this phase, it can become difficult to work with as you add more layers.
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1 The thin layer allows the canvas to show through.



Next I paint the top two corners with a middle value of blue—in this case, horizon blue. I also add a little horizon blue where the shadows will be in the water.
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Then I blend the paint into the misty blue from side to side, building depth and covering the remaining white areas of the canvas, resulting in a nice layer that covers the sky. You should see contrast between the two blues. If you overblend and no contrast is visible, you can add a small amount of misty blue over the darker blue.
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Next I add my darkest blue value—cobalt. Starting at the corners and blending from side to side again, I continue to add depth and contrast. I purposely leave all three values represented in the sky. Then I add lavender and lilac to represent land in the distance at the horizon line, as well as a touch of both colors in the sky to give it a lilac tint as it nears the horizon line.
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To create clouds, I use titanium white in streaks of various sizes, starting at the top corners of the canvas and progressing down. Notice that the application of white paint is more spread out toward the top and becomes progressively closer together and smaller toward the horizon line. This helps give the illusion of depth. I also place the paint strokes at a slight angle to draw the eye to one of my focal points.
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tip

PAINTING THE CORNERS DARKER BRINGS ATTENTION TO THE FOCAL POINTS AND LEADS THE EYE TO THE MAIN SUBJECT.


Next I use the back of my thumb (you can use a dry brush if you prefer) to blend some of the white into the various blues. I move in a circular motion, avoiding repetitive patterns, and using smaller motions for some and larger motions for others. Some I blend more, and others I barely blend at all.
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I do this with each of the white streaks until the entire sky is finished. I purposely paint bigger and more spread-out clouds toward the top and gradually work smaller as I near the horizon line. When this step is complete, I should have a nice contrast of values and shapes. The key is not to overblend, which can create a muddled effect.
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1 Top
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1 Middle
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1 Bottom




tip

IF YOU OVERBLEND AND MUDDY THE COLOR, SIMPLY ADD IN THE LIGHTEST VALUE (TITANIUM WHITE) NEXT TO THE DARKEST VALUE (COBALT BLUE) TO RECREATE CONTRAST IN SELECTED AREAS.


For the lighthouse, I use jaune brilliant, lilac, and horizon blue to represent highlights and shadows. Starting with jaune brilliant, I block out the basic shapes. For the blue borders and windows, I use a thin layer of cobalt blue as a base and then paint over it (avoiding the edges) with verditer blue. This effect gives the illusion of shadow and highlighted areas.
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To represent shadows in the tower, I leave the jaune brilliant on the left side untouched, not blending in any other colors. As I move to the next section, I blend lilac into the jaune brilliant, and the color gradually gets darker as I blend in horizon blue with the jaune brilliant to represent the darkest shadows.
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1 Jaune brilliant, untouched



I paint the red rooftops with rose violet as a base, blending with vermilion red to create texture, and ending with a touch of cadmium orange for highlights.
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tip

MAUVE AND YELLOW OCHRE ARE TWO CONTRASTING COLORS THAT WORK EXTREMELY WELL TOGETHER.
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Next I start shaping the rocks by breaking them into two areas: warm (where the light source reflects) and cool (deep shadows away from the light). Using mauve for the darkest value, I place it loosely in the areas of deepest shadow. Then I add lavender to the left side of the mauve to show where the light source is coming from.

To create shadows in the lightest areas of the rocks, I use yellow ochre and finish blocking in the shapes of the rocks with cadmium orange and phthalo green in certain areas.
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ROCKY CLIFFS

Now that I have blocked in the basic shapes for the rocks, I start adding texture and depth with more colors. I use yellow green and lilac as transitional colors between the cool and warm sections. Filling in the remaining warmer areas, I place Naples yellow and cadmium orange and slightly blend with the nearby colors, keeping them vibrant by subtly blending, removing only the hard edges. I continue adding in colors until I am satisfied that the warm and cool sections of the rocks are well represented and transition well.
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1 To create the effect of a jagged rock, I opt not to blend the paint and leave the edges of the paint sharp.

2 In the cool shadows next to the lavender, I use horizon blue and verditer blue to transition into the warmer sections of yellow ochre.




REFLECTIONS

After I complete the rocks, I’m ready to finish the water and add reflections. Starting at the top of the body of water, I add in more misty blue with streaks of horizon blue. As I move toward the bottom of the canvas, I gradually darken the values with a touch of cobalt blue. Since I used lilac and lavender in the sky, lighthouse, and rocks, I also want to incorporate these colors in the water. I like to darken the corners of my paintings to create dimension, so I add a hint of mauve, lavender, and lilac here. Around the edges of the rocks I create the effect of a reflection by placing cobalt blue near the rocks. Last, I use misty blue and titanium white to add light reflections in the water.
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As a last step, I want to add titanium white to create a few highlights in the rocky areas. This also ties in with the white in the clouds and the white reflections in the water. This simple step guides the eye from the clouds to the rocks to the water and back up to the sky. The intentional placement of paint connects all the elements of the painting.
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Note that the major characteristics are all present from the original image. The embellishments or variations I made, such as the clouds and colors in the rocks, don’t take away from the lighthouse. Instead, they complement the story, making the final painting still recognizable to anyone who has seen this lighthouse before.
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Colorful Clouds

Clouds are one of the most fascinating things in nature to paint. They change so quickly and suggest mood by their color or thickness. They can also bring attention to your individual style. For example, compare Vincent van Gogh’s paintings of clouds with those of another artist, such as Claude Monet—there is a definite distinction between the two.



As an artist, you can use your interpretation of clouds to bring them to life. I prefer an impressionistic style with a hint of realism. The idea that I could paint realistically, but choose to be more expressionistic, is exciting—I enjoy exploring this concept. In a painting where clouds are part of the main story, I often opt for more dramatic, impressionistic clouds. If I need them not to distract from the main subject, I paint them subtle and more realistic.

In this demonstration, I’ll show how you can use clouds to inspire a colorful landscape, taking something that is dull and making it extraordinary.

[image: Image]

I often deviate from the real setting to enhance the elements that I find interesting. Sometimes, if you simply paint exactly what you see, it may not translate.

This photo isn’t very exciting, but if you were standing beside me when I took it, you would have seen these heavy, dramatic clouds overlooking a meadow. They were so fabulous, I had to drive out of my way to get a better look. To portray more excitement, I’ll add color to elaborate on my story and composition.

Since the clouds are the focus of this landscape, I want them to take up most of the canvas. I start by painting a line with misty blue at the horizon, roughly one-third from the bottom of the canvas. Then I begin to fill the sky area with a very thin layer of misty blue, painting in circular motions to fill in the canvas. I purposely leave some of the canvas showing through.

[image: Image]

Using horizon blue, I begin in the top corners and blend from side to side, gradually moving toward the horizon line.


[image: Image]

1 Don’t blend the blues too much to let the purity of each color show in some places.




CLOUDS

[image: Image]

1 I usually paint directly from the tube, but for a deep purple I opt to mix rose violet and phthalo blue (seen on the back of my hand) tinted with titanium white. This mixture makes a nice dark purple to represent the shadows in my clouds.



I place dark purple in sections on both sides of the canvas, using small, circular motions to blend the top of my application into the blue, softening the edges. I purposely leave the bottom edge unblended to render the bottom of the clouds.

[image: Image]

I continue to blend more dark purple on the left side of the canvas until I am pleased with the basic shape of the clouds. I’m careful not to put too much dark purple on the canvas—a little goes along way. This purple is made up of two “bossy” colors that could easily take over the passive blues.

[image: Image]

To add highlights on the top of the clouds, I add jaune brilliant in a few places. Starting at the top of the canvas and moving toward the horizon, I apply the color by blending the edges and making sure they softly fade into the dark purple. As I move down the canvas, I place the highlights closer together and flatten them out from circular shapes to lines.

[image: Image]

To build the shape of the clouds, I apply titanium white to the canvas in small and large circular motions. Starting at the top and moving toward the horizon, I highlight and build shapes into the previously placed colors. When I add white, I only blend some of the edges, leaving other applications bold and thick. This effect adds dimension to the clouds. I also avoid making repetitive patterns or popcorn-looking clouds. Nature is random, so the clouds shouldn’t be uniform. Near the horizon, the clouds are closer together and flatter, which adds dimension and suggests distance.

[image: Image]

To draw in the eye and create a focal point, I add color in the clouds using lemon yellow, cadmium yellow, rose violet, and lilac. I purposely place the color slightly off center toward the left, rather than right down the middle. To ensure this addition of color is soft, I use a small amount of paint to blend, making it look almost transparent.

[image: Image]

To shape the field, I add cadmium yellow just under the horizon line, starting with the paint application close together and progressively spacing it out as I move toward the bottom of the canvas, leaving white areas showing through as I work my way down.

[image: Image]

Next I add Indian yellow in small dots and dabs just under the horizon line. Following a zigzag-like motion, I make the dots bigger and more spaced out as I progress downward.

[image: Image]


MOUNTAINS

To build the initial shape of a mountain in the background, I place phthalo green in a long, narrow line from left to right, following the horizon line. Just above the phthalo green, I add phthalo blue, followed by horizon blue to finish rounding out the top of the mountain.



[image: Image]


MEADOWS

Now I add some texture and character in the meadow. Using rose violet, I add shadows on both sides of the field, and I use mauve to paint the pathway.



[image: Image]


Tinting rose violet with titanium white, I add pinkish highlights next to the dark shadows. Next I add lavender to break up any large dark areas that may be distracting on the canvas. To build shape and create the effect of dry grass blades, I use cadmium yellow light, lemon yellow, and Naples yellow. To add color in the meadow and balance out the colors in the sky, I use lilac, ice green, lemon yellow, and yellow green toward the horizon line. I’m careful not to place the color any farther than an inch or so from the horizon, because I don’t want to oversaturate these colors in the field.

[image: Image]

I place a hint of horizon blue, lilac, lavender, and yellow green in the bottom corners of the canvas, breaking up the solid dark areas. This complements the colors used throughout the painting. Using a small amount of mauve, I add a pinkish-red tint to the clouds on both sides of the canvas. Then I use lemon yellow and titanium white to create the illusion that light hits the meadow on the right side of the pathway. Using accent colors of ice green and misty blue, I finish adding highlights to the mountain. I also add a touch of yellow green to lighten the transition of the mountain into the field.

[image: Image]


tip

VALUES CAN BE DECEIVING TO THE NAKED EYE. USE RED CELLOPHANE AS A FILTER TO ASSIST IN BALANCING VALUES. THIS CAN ALSO HELP YOU CORRECT DARK OR LIGHT SPOTS THAT MAY BE DISTRACTING.


Using red cellophane, I check to see if my light, medium, and dark values are represented. This black-and-white image is similar to how the painting appears when viewed through red cellophane. I notice that there are a few unintentional and distracting dark spots on the mountain and in the meadow, which I can adjust by adding in some lighter value.

[image: Image]

To correct the distracting dark areas on the mountain, I add misty blue. In the meadow, I use lilac to lighten the dark spots.

When compared with the original photograph, you can see I kept the basic concept and subject matter. However, inviting color into this landscape brought the energy needed to ignite this painting and turn it from basic into electrifying, spotlighting the boldness of the clouds and the way I felt when viewing the scene in life.

[image: Image]


Warm Color Scheme: Aspens in Autumn

When I’m looking for ideas to paint, I often take a drive on a country road when the leaves are changing. The transition of color from cool shades of green to warm, crisp yellows, reds, and oranges is something I will never grow tired of experiencing. I enjoy drawing inspiration from nature’s fearlessness, adding bright, bold colors into its soft palette of cool colors.



In this demonstration, I couldn’t resist using a fall landscape as an example to inspire a triadic color scheme of orange, green, and violet.

[image: Image]

This photo, taken in Durango, Colorado, captures light shining through the trees and creating shadows that lead through the pathway and into the fall aspens in the background. This image has several avenues of interpretation, such as the complementary greens and reds in the foreground or the warm shades of yellow and orange in the background. I chose the latter, which allows the aspen trees to be the focal point.

To start, I create a horizon line roughly a third of the way down the canvas. Using lemon yellow, I begin to block in shapes of the lightest areas of the foliage. To ensure the foreground is darker than the main subject, I start by painting light to dark.

Next I add cadmium yellow just under the areas of lemon yellow, blending and softening any hard edges.

[image: Image]

I blend yellow green into the top of the canvas, filling in the background behind the trees. I also add in the shapes of a few bushes in the foreground, just under the horizon line.

[image: Image]

To finish the first layer (or wash), I use lilac to fill in just above the horizon line. Then, using rose violet, I add a hint of red in the darkest areas of foliage, as well as in the foreground to shape the red bushes. I use ice green to fill in the top of the canvas and blend it into the yellow green. I also add a few areas of horizon blue in the foreground to define more shapes.

[image: Image]

Using mauve, I paint the edges of the pathway, blending toward the middle. I purposely leave white areas of the canvas showing through. This color can quickly become bossy, so I use it sparingly to allow other colors that will be added in the pathway to maintain their intensity.

[image: Image]

Starting at the horizon line, I add jaune brilliant in a zigzag motion down the middle of the pathway, gradually moving toward the bottom of the canvas. Then I use lavender to fill in the areas between the mauve, blending and filling in the white of the canvas.

[image: Image]

Using mauve, I apply a thin layer of paint in the shape of the tree trunks. After most of the canvas is filled in with a light wash of color and shapes, I start adding texture to the fall foliage with cadmium yellow and vermilion red.

[image: Image]
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1 Here you can see how I dabbed on the paint over the yellow-orange areas of the canvas to build the texture of the foliage.



To continue building texture, I apply thick applications of lemon yellow, cadmium yellow, cadmium orange, vermilion red, and rose violet, allowing the paint to mix and create swirls of color. To maintain the values of each color, I’m careful not to mix or touch the same spot more than once. Next I use phthalo green, yellow green, horizon blue, and cobalt turquoise to add texture in the foreground. I also blend cadmium yellow into the rose violet in the foreground to create a subtle highlight.

[image: Image]


tip

IF AN AREA BECOMES TOO BLENDED AND THE VALUES OF LIGHT AND DARK ARE LOST, ADD THE DARKEST VALUE OF COLOR BEING USED NEXT TO THE LIGHTEST COLOR IN THAT HUE.



[image: Image]

1 Once I have built up most of the canvas with texture, I finish by adding final details and accent colors. I add the same yellows, reds, and oranges that I used in the tops of the trees as fallen leaves on the pathway. This helps balance out the colors and brings the eye from the top of the painting into the foreground.




[image: Image]

1 I use titanium white, yellow ochre, and horizon blue to add texture and highlights to the tree trunks.




In the finished painting, the fall leaves are the main subject. The adventurous approach to the shape and swirls of color help ensure that they take center stage.

[image: Image]


Cool Color Scheme: Through the Trees

Almost anywhere you look in nature, you can see its quirky personality shining through. Trees are especially intriguing. Despite human efforts to control their growth or landscape them in a way to best suit our needs, they always find a way to be unique. Interpreting their personalities on canvas can be quite satisfying; as artists, we can be adventurous with the characteristics that we enjoy, such as the way the branches droop or the way the light peeks through the leaves.



This photo was taken while driving through Duval, Washington. I particularly like the way the trees in the foreground frame the entrance of a country road. To emphasize the calming effect this image creates, I chose a harmonious color scheme, with a variety of cool greens, blues, and purples, adding just a hint of yellow and orange for warmth.

[image: Image]


To start, I sketch an outline of the image on a canvas with a dry pastel. Next I apply misty blue paint directly out of the tube in shapes that outline the areas where the sky peeks through the trees.

[image: Image]

I blend the misty blue paint into the canvas, ensuring all the white areas I just outlined are fully covered in paint.

[image: Image]


Using yellow green followed by Naples yellow, I block in additional lighter-value shapes, softening the edges of the newly applied paint into the neighboring colors.

[image: Image]


Next I continue to fill in the entire canvas by blocking in shapes with lavender, lilac, phthalo green, ice green, horizon blue, mauve, and yellow ochre for the tree trunks. Each application is a light wash, with softened edges that blend into the color next to it. Once I’m done, the canvas should contain all the shapes that will appear in the finished painting.

[image: Image]


I start adding texture in the foreground by applying yellow green in the phthalo green, and Naples yellow in the mauve in the pathway. As I add texture, I start to define details and sharpen the shapes that were previously blocked in using a thin wash of paint.

[image: Image]


Using cadmium green, I add more details and texture to the foliage in the trees. With each application of paint, I apply loose, thick dabs to build up texture and shapes. To create the shape of wooden fence posts, I use imidazolone brown in the foreground.

[image: Image]


Next I add horizon blue in the green tree foliage. In a few areas, I add cobalt blue to give the illusion of depth and shadows. I use this color sparingly, as I want to be careful not to let it dominate the lighter shades of cadmium green and horizon blue.
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1 To define the shapes of the tree trunks, I use imidazolone brown over the yellow ochre.




[image: Image]

1 I apply the paint thick and allow the yellow ochre to show through in some places where the tree trunks appear lighter.




Next I add yellow ochre in the middle of the imidazolone brown. This gives the tree trunks more texture and the illusion that they are rounded. I also add more texture in the bushes in the foreground by adding phthalo green and horizon blue.

[image: Image]


To add more detail and highlight the tree, I place Naples yellow on the left side of the yellow ochre. I only put this in areas where the light source would hit the tree, and leave the other areas darker with the yellow ochre.

[image: Image]


Next I add lavender on the right side of the trees, creating the illusion that this part of the trunks is in shadow.

[image: Image]


Once I’m satisfied with the shape of the bark on the trees, I continue to add detail and texture to the painting with phthalo green in the foliage. I also apply paint in areas that are not as textured. I add more misty blue and swirl it into a few areas by the tree trunks and near some of the green foliage in the sky.

[image: Image]
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1 I want the misty blue to be bold and bright, so I apply the paint very thick without too much pressure, which allows it to sit on top of the darker colors, bright and bold.




To finish, I add details in the background, tinting the colors used in the painting with misty blue and lilac to make them appear to fade into the distance. I don’t want the trees and bushes in the background to be vibrant, as they would distract from the foreground trees. I add highlights in the foliage of the trees and the foreground, making sure light, medium, and dark values are represented.

[image: Image]


tip

REMEMBER THAT OBJECTS IN THE DISTANCE APPEAR LIGHTER IN VALUE AND LESS DETAILED.
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1 Notice how the thick application of paint creates leaflike texture, which adds so much dimension to this piece.
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Quick Reference Guide

ANALOGOUS COLORS: colors next to each other on the color wheel (e.g. blue-green, green, yellow-green, yellow)

COLOR: the combination of hue, value, and saturation

COLOR SCHEME: a pattern or arrangement of color

COLOR VALUE: the lightness or darkness of a color

COLOR WHEEL: a device or chart, typically in the shape of a circle, depicting the connection between colors

COMPLEMENTARY COLORS: two colors found on opposite sides of the color wheel

CONTRAST: refers to opposing values (light and dark)

COOL COLORS: blue, green, and blue-violet (purple) hues

HUE: the pigment, or the color itself

MEDIUM: the substance an artist uses to create artwork, such as oil, acrylic, watercolor, pastel, etc.

PALETTE: a flat surface used to mix and blend paint

PERSPECTIVE: a way of drawing or painting on a flat surface that creates a three-dimensional effect in proper proportions, as the subject appears in life

PRIMARY COLORS: the only three colors that cannot be made by mixing colors together (yellow, red, and blue)

PROFESSIONAL-GRADE PAINT: paint with a higher pigment-to-filler ratio

RECTANGLE COLOR SCHEME (TETRAD OR TETRADIC): a color scheme that uses four colors (two complementary pairs) on the color wheel

SATURATION: the depth or richness of pigment that gives color its intensity

SECONDARY COLORS: colors that are made by mixing two primary colors (orange, purple, and green)

SHADES: colors mixed with black

SPLIT-COMPLEMENTARY COLOR SCHEME: a color scheme that uses two colors that are adjacent to the complement of the dominant color being used

SQUARE COLOR SCHEME (TETRAD OR TETRADIC): a color scheme that uses four colors evenly spaced around the color wheel

STUDENT-GRADE PAINT: paint that contains minimal pigment and more filler

TERTIARY COLORS: colors that are made by mixing a primary color with a secondary color (red-orange, yellow-orange, blue-green, etc.)

TINTS: colors mixed with white

TONES: colors mixed with gray

TRIADIC COLOR SCHEME: a color scheme that uses every third color evenly spaced on the color wheel, making a triangle

VALUE: the lightness or darkness of a color

WARM COLORS: yellow, red, and red-violet hues




Closing Thoughts

As you become more confident in practicing the basics of color theory, I hope that you discover your own personal style to bring a story to life on canvas. Just remember: It doesn’t have to be overwhelming. I still use my simple rule of three when I approach each painting: What three values of color would I use to recreate an object? How would I divide a composition into thirds? And how can I reuse a color in at least three places on a canvas? From this simple start, I add additional colors and detail, but the starting point is always the same. Even my most complex paintings begin with this concept.

The more you practice, the more fluidly the fundamentals of color theory will transition into your work. Interpreting life to canvas will start to feel more natural as you settle into using the color schemes and colors you favor. Eventually, you will shed the frustration that your painting didn’t turn out the way you intended and embrace the feeling of excitement when it comes together effortlessly.
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About the Artist

Walking into a room and seeing a Kimberly Adams painting on the wall is bound to stop you in your tracks. It’s not just that the colors ignite the space or that the images dance with light and energy; it’s that they transport you to another world. Nearly every one of Kimberly’s impressionistic canvases offers you a pathway to a better place where joy, happiness, and positive energy await.

Following in the footsteps of the Impressionists of old, Kimberly applies dozens of daubs of paint to every canvas, allowing the pure, vibrant pigments to visually blend on the surface and in the viewer’s eye. She adds her own modern twist to the process by painting only with her fingertips. In her words: “Finger painting feels natural. I’m not obstructed by tools. When I use only my fingers, I feel I have more control on how to apply and move the paint.” And move it she does! To watch Kimberly paint is to understand where the joy and energy come from. Her hands literally dance across the canvas, sometimes blending the colors to create dimension and depth and sometimes allowing the paint to remain untouched, adding rich texture to the image’s surface.

Like so many artists, Kimberly loved art from a young age but initially chose a “safer” professional path—in her case, a successful career in retail that spanned more than 20 years. But eventually the lure of painting proved irresistible. Kimberly embarked on a journey of discovery, studying the work of Impressionists from the past and present and mastering her own techniques in her studio.

When it came time to launch her professional art career, she relied on her self-confidence and business acumen to chart her own course, and the results have been remarkable. In just a few short years, through brick-and-mortar shops and online galleries, her work has been collected into several private collections. Kimberly also thrives on encouraging other aspiring artists to pursue their dreams, which is why she enjoys serving as a board member for Kirkland’s Parklane Gallery as well as the chair of the Kirkland Art Walk.

Kimberly is currently represented by Cole Gallery in Edmonds, Washington; The Grand Fine Art Gallery in Jackson Hole, Wyoming; and Parklane Gallery in Kirkland, Washington. Canvas reproductions of her works are also available on iCanvas.com. For more information about the artist, her classes, and available works, please visit www.artbykimberlyadams.com.

“IN A CULTURE FULL OF STRESS AND CHAOS, PAINTING IS MY WAY OF ENCOURAGING PEOPLE TO STOP, PAUSE, AND ENJOY THE MOMENT.”

[image: Image]




[image: Image]

© 2018 Quarto Publishing Group USA Inc.

Artwork and text © 2018 Kimberly Adams, except: pages 27, 28, 31, 42–44, 59, and 67 © 2018 Amanda Schuster; pages 41 and 49 © 2018 Heidi Barnett; page 45 © 2018 Arlene Kettering; pages 55 and 56 © 2018 Lois Haskell; pages 57, 60, 61, 64, and 65 © 2018 Anne Waters; and pages 68–71 © 2018 Donna Wallace.

First Published in 2018 by Walter Foster Publishing, an imprint of The Quarto Group.

6 Orchard Road, Suite 100, Lake Forest, CA 92630, USA.

T (949) 380-7510 F (949) 380-7575 www.QuartoKnows.com



All rights reserved. No part of this book may be reproduced in any form without written permission of the copyright owners. All images in this book have been reproduced with the knowledge and prior consent of the artists concerned, and no responsibility is accepted by producer, publisher, or printer for any infringement of copyright or otherwise, arising from the contents of this publication. Every effort has been made to ensure that credits accurately comply with information supplied. We apologize for any inaccuracies that may have occurred and will resolve inaccurate or missing information in a subsequent reprinting of the book.

Walter Foster Publishing titles are also available at discount for retail, wholesale, promotional, and bulk purchase. For details, contact the Special Sales Manager by email at specialsales@quarto.com or by mail at The Quarto Group, Attn: Special Sales Manager, 401 Second Avenue North, Suite 310, Minneapolis, MN 55401 USA.

Digital edition: 978-1-63322-491-9
Softcover edition: 978-1-63322-490-2

Digital edition published in 2018

Page Layout: Melissa Gerber

Acquiring & Project Editor: Stephanie Carbajal


ops/images/f0082-01.jpg








ops/images/f0006-01.jpg







ops/images/f0029-01.jpg






ops/images/f0029-02.jpg





ops/images/f0058-01.jpg
Misty Blue or Radiant

Ice Green (| keep this with my
blue palette for its bluish tint.)

Horizon Blue

Blue Verditer

Phthalo Blue

Cerulean

Cobalt Turquoise

Cobalt Blue





ops/images/f0115-01.jpg





ops/images/f0041-02.jpg
of violet






ops/images/f0041-01.jpg





ops/images/f0018-03.jpg





ops/images/f0087-01.jpg
White
highlights






ops/images/f0018-01.jpg





ops/images/f0093-02.jpg





ops/images/f0018-02.jpg





ops/images/f0127-01.jpg





ops/images/f0030-01.jpg





ops/images/f0076-02.jpg





ops/images/f0109-01.jpg





ops/images/f0030-02.jpg
ﬁ»n\\..\:lfru‘ml s






ops/images/f0076-01.jpg





ops/images/f0024-01.jpg





ops/images/f0024-02.jpg





ops/images/f0093-01.jpg





ops/images/f0013-01.jpg





ops/images/f0042-01.jpg
Various layers
of red hues

Cadmium
yellow over
red

Rose violet






ops/images/f0069-01.jpg





ops/images/f0013-02.jpg





ops/images/f0075-01.jpg
)






ops/images/f0075-02.jpg
SEEs

SRR
x EN A
e,
s :
R S
R
e e
Y ey
s ;

=
>

R






ops/images/f0098-01.jpg





ops/images/f0064-01.jpg





ops/images/f0064-02.jpg
Hints of
orange
tinted with
white and
yellow





ops/images/f0070-01.jpg





ops/images/f0104-01.jpg





ops/images/f0121-01.jpg





ops/images/f0081-01.jpg





ops/images/f0047-01.jpg
Shades of blue
and blue-violet
(lavender)
to accent






ops/images/f0047-02.jpg





ops/images/f0053-01.jpg





ops/images/f0110-03.jpg





ops/images/f0110-02.jpg





ops/images/f0110-01.jpg





ops/images/f0040-01.jpg
Vermilion Red

Rose Madder

Rose Violet

Alizarin Crimson

Quinacridone Violet





ops/images/f0086-01.jpg





ops/images/f0092-01.jpg





ops/images/f0092-02.jpg





ops/images/f0063-01.jpg





ops/images/f0063-02.jpg
Blue, pink,
and neutral
accents





ops/images/f0034-01.jpg





ops/images/f0105-01.jpg





ops/images/f0128-01.jpg





ops/images/f0105-02.jpg





ops/images/f0039-01.jpg





ops/images/f0123-01.jpg





ops/images/f0039-02.jpg





ops/images/f0045-02.jpg





ops/images/f0045-01.jpg
%}
9
<
2
<
2
=
~
£
n

Violet

highlights





ops/images/f0123-02.jpg





ops/images/f0028-02.jpg
R





ops/images/f0051-01.jpg
Light next
to dark






ops/images/f0028-01.jpg





ops/images/f0116-01.jpg





ops/images/f0017-02.jpg





ops/images/f0017-01.jpg





ops/images/f0046-02.jpg
./"
S e o~

¢ s - Mauve and jaune brilliant






ops/images/f0046-01.jpg
Cadmium Orange

Imidazolone Orange

Jaune Brilliant (I keep this peachy
color near oranges on my palette.)






ops/images/f0122-01.jpg





ops/images/pub.jpg
Gt T





ops/images/f0079-03.jpg





ops/images/copy.jpg
Inspiring | Educating

Quarto

Knows

ting | Entertaining

Brimming with creative inspiration, how-to projects, and useful
information to enrich your everyday life, Quarto Knows is a favorite
destination for those pursuing their interests and passions. Visit our
site and dig deeper with our books into your area of interest:
Quarto Creates, Quarto Cooks, Quarto Homes, Quarto Lives,
Quarto Drives, Quarto Explores, Quarto Gifts, or Quarto Kids.





ops/images/f0079-02.jpg





ops/images/f0080-01.jpg





ops/images/f0052-02.jpg
Three values
of yellow






ops/images/f0052-01.jpg
Mauve + Cadmium
Yellow





ops/images/f0080-02.jpg
s 55t






ops/images/f0023-03.jpg





ops/images/f0117-01.jpg





ops/images/f0023-01.jpg





ops/images/f0023-02.jpg





ops/images/f0079-01.jpg





ops/images/f0091-02.jpg





ops/images/f0100-01.jpg





ops/images/f0091-01.jpg





ops/images/f0012-01.jpg
ORANGE
YELLOW NEUTRALS

PURPLE





ops/images/f0068-01.jpg
47T
{ { ; 7
Ay i‘!%

¢ @3‘&& ’f
v

A
N NN

s SRR

SN






ops/images/f0074-02.jpg





ops/images/f0074-01.jpg





ops/images/f0057-02.jpg
Purple
accents






ops/images/f0057-01.jpg





ops/images/f0124-02.jpg





ops/images/f0015-01.jpg





ops/images/f0124-01.jpg





ops/images/f0015-02.jpg
TOE IN TOE OUT






ops/images/f0015-03.jpg





ops/images/f0044-02.jpg
Luminous Operc






ops/images/f0067-01.jpg
Creating
neutrals with
layers






ops/images/f0044-03.jpg





ops/images/f0067-02.jpg





ops/images/f0038-01.jpg
Naples Yellow

Cadmium
Yellow Light

Cadmium
Yellow
24 Yellow i
Ochre L

Imidazolone
< Orange
Jaune Brilliant

Vermilion
Hue

Rose Madder

Rose Violet

Alizarin
Crimson

Phthalo
Green

Ice Green

Horizon
Blue

" Cobalt Blue
Phthalo Blue

Lilac

Lavender
Mauve

Dioxazine
Violet






ops/images/f0044-01.jpg





ops/images/f0015-04.jpg





ops/images/f0101-01.jpg





ops/images/f0050-02.jpg
Indian Yellow Yellow Ochre





ops/images/f0050-01.jpg
Naples Yellow

Lemon Yellow

Cadmium Yellow

Cadmium Yellow Light

Indian Yellow (golden yellow)





ops/images/f0096-01.jpg





ops/images/f0062-01.jpg
Lilac

Lavender

Mauve

Dioxazine Violet






ops/images/f0010-01.jpg
Color Definitions:
Primary Colors: Red. yellow and
blue cannot be mixed from any
other colors.
Secondary Colors: Two primary
colors mixed together resulting in
orange, green and violet
Tertiary (Intermediate) Colors:
One primary and one secondary
mixed together.
Aggressive (Warm) Colors:
Reds, oranges and yellows.
Receding (Cool) Colors:
Greens, blues and violets,

VELLOW-ORANGE

blue

2dding

How To use Color Wheel
Select a color on the outside wheel.
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The mixture appears In the window.
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Hue: Another name for color.

Tint: Color + White.

Tone: Color + Gray.

Shade: Color + Black.

Key Color: Dominant color in &
color scheme or mixture.

Neutral Gray: Combination of
black and white.

Intensity or Chroma: The
brightness or dullness of a color.
Value: The lightness or darkness
of a color.
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2 VALUE SCALES
One is always handy, printed
below on your "3 in 1 PLUS".
PLUS...0 SEPARATE VALUE
SCALE. Use it while mixing
paints, to check reforence
mater or under the
Value/View Finder openings
to gauge values - anytime
assistance in determining value
variations s neaded.
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Accents of white
narrating the landscape
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Rose violet,
vermilion red, and
cadmium yellow

Phthalo green, horizon blue,
and mauve
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Yellow Green

Cadmium Green

Phthalo Green

Sap (or Hooker’s) Green

Viridian

Olive Green
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Imidazolone Brown
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