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For me, watercolor
ive medium, and | find using it an exciling adven-
ure.

I've heard several “myths" about painting with
watercolor, and | disagree with themall. For ex-
ample, I've heard it said that you can't make any

howto you learn how to paint por-
traits. Drawing is beyond the scope of this book,
but in the Bibliography I've listed several fine
books on drawing heads, hands, and figures,
which you might want to study if you have doubts
about your drawing

For th ions in this book, I've painted

\anges with i that you
haveto be "right” the first time. This just isn't true!
I've found that my corrections and changes often
“make" apainting, and | hope you'll see for your-

each step on a separate sheet of paper—to make
the "lessons'' as clear as possible—so you'll prob-
ably find minor variations s you progress from

self what | mean as you follow
in this book.

Another misconception about this medium is
thatit's much harder to paint people than to paint
other subjects with watercolor. Again, | disagree!
Watercolor s ideal for spontaneous, informal por-
traits, and it's certainly possible to paint highly
“finished"" portraits with watercolor. I'd rather go
tooil or acrylic for my *“formal” porteaits, but this is
avery personal preference. I simply find it helpful
and interesting to switch back and forth between
watercolor and oil.

Ican'tstress enough the importance of knowing

tothe next. | think
ferences from one step 1o another should actually
be helpful to you. They'll show you that watercolor
is anything but an exact science, and that each
painting is a new experience! | plan my composi-
tions carefully, and | begin with accurate drawings,
but | don't use any exact system once | start to
paint. | like things to just happen.

For me, this approach creates the excitement
andadventure thatare somuch a partof palnllng

In

hope you'll share this sense of advenlure with me.




Sketch Class, 8"x14", Fabriano paper. This is just a
very quick note of one of the men who was working in
oursketch group. There are mistakes and poorly done
areas, but | think a painting such as this is valuable in
developing an ability to put down what you see directly
and spontaneously. Even if the painting doesn't come
offasawhole, there might be one or two sections that
do work.
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Aboutthe only unpleasant aspect of painting with
watercolor is going out to the art store to buy the
necessary materials. Good watercolor brushes,
paper, and colors are very expensive. The only
thing | can say about this is that good materials are
an excellent investment. Try to steel yourself
against the expense, knowing that you just can't
do your best work if you use poor materials.

Brushes

There are two main types of brushes, oxhair and
sable

Oxhair brushes don't form the fine point that’s
necessary to do the important detail work in paint-
ingahead, for example. On the other hand, an ox-
hair brush would be fine for the early demonstra-
tions in this book, while you're just becoming
familiar with the general techniques of watercolor
painting.

Sable brushes are the best, but they come in
varying qualities. You should buy as good abrush
as you can possibly afford. The three sable
brushes | suggest are a 1" flat, a Number 10
round, and asmall, Number 3 or Number 4 round
The numbering of brushes seems to differ from
one manufacturer to another. For example, the
Winsor & Newton Number 8 is approximately the
same size as the Grumbacher Number 10; the

Paper

Ithink good watercolor paper is very important. By
“'good,"” | mean a paper that's fairly soft and ab-
sorbent, Cheaper paperstend to be hard, often re-
pel the paint, and sometimes seem to have an oily
film that doesn't really take the color well. But
again, you can certainly use a cheaper paper until
you have a good idea of how watercolor works

When you Use expensive paper, you may find
that you're afraid of it—that you don’t want to ruin
it—and this may make for very tentative and timid
efforts. Try to accept the fact that you are going to
uin some very good paper and that t's just part of
learning to paint! Whenever you can, work on both
sides of a sheet of watercolor paper (apparently
there is a right and a wrong side, but I've never
found out which is which)

Watercolor paper comes in various weights and
textures. The textures run from very smooth,
called hot-pressed, to rougher textures, called
cold-pressed (moderately irregular) and rough
(which means reafly rough). I'd suggest that you
useafairly smooth texture like hot-pressed, al-
though later on you should experiment with both
rough and smooth paper and see which you really
like best.

Hot-pressed, cold-pressed, and rough papers
come in weights running fromthe very light 72 Ib.

smaller sizes differ gly. In
the differences yourself, and choose the brushes
you feel most comfortable with

It's very difficult to do a good painting with a
brush that's become tired and soggy, so you
should always try to use one that comes to agood
point. Save your old brushes for background areas
and use your good brushes for precision work

to weight 140 Ib. to the very heavy 300
Ib. The weight of a particular paper means the
number of pounds that a ream (500 sheets) of that
paper weighs. The paper is normally the standard
Imperial size—22 x 30". The 72 Ib. paperis really
too thin and light for watercolor work, unless you
don't plan to make any mistakes. The heavier pa-
per, such as 140 Ib. or—even better—300 Ib. takes



more punishment. The 300 Ib. paper is especially
good to use. You'llfind you can make all the cor-
rections you want on it without fear of its buck-
ling—becoming wavy.

Paintbox and Palette

Since you'll probably do most of your watercolor
work indoors, it doesn't really matter what you
carry your paints and brushes in. However, a fish-
erman's tackle box or a carpenter's tool box
makes avery handy container for all of your equip-
ment. Both types of boxes have small compart-
ments that are excellent for holding paint tubes
and brushes, and the large compartment beneath
is agood place for your palette and water con-
tainer. I'd suggest that you buy a plastic ool box
because it won'trust. You'll probably find a good
one at your local discount house:

Iuse an enamel butcher's tray when | work in my
studio and a folding metal palette when | work
away from my studio. The butcher's tray makes an
excellent studio palette. It has a large area for mix-
ingwashes, and it lasts forever. It you buy a folding
palette, be sure it has alarge enough mixing area
and plenty of room for your colors around the
edge. Don't buy a palette that has ready made
cakes of dry color ont—buy one that's meant for
tube colors. And don't buy a plastic one. They
don'tlastand it's difficult to mix pigment and water
on them.

Easels

I've never used an easel for my watercolor paint-
ing, because | find them more trouble than they're
worth. An easel is just one more thing to carry and,

when I'm carting around a drawing board, paper,
and a paintbox, | already have plenty to carry. In
my studio, | use two folding chairs as my easel. | sit
on one, setthe other opposite me, prop my draw-
ing board against the back of it, and use the seat to
hold my palette, brushes and water jar. When |
work outside, | usually prop my board against a
handy rock or simply set it on the ground and
kneel in front of it.

Some artists prefer to sit in a chair and place
their paper and board on the floor in front of them.
The advantage of painting in this position—so far
from the paper—is that you can't really *‘tighten
up’” on your work; you've got to swing your arm
andyou tend to be much freer with your painting.

If you're working in a studio, I'd suggest that you
use an adjustable drawing table—one that you can
fix ina horizontal position when you want to paint
standing up and adjust all the way to vertical when
you want to sit and paint

Try to find the place and the painting position
most comfortable for you. As you become more in-
volved with watercolor painting, you'll certainly de-
velop your own method of placing your drawing
board and paper.

Colors

I'l go into a complete discussion of color in the
chapters on Selecting Color and Mixing Color. For
the black and white projects in this book, you
should buy either ivory black or Payne's gray.
When you buy these—and all of your colors—I
suggest that you buy tube paints, rather than dry
cakes of color. Perhaps this also falls into the
realm of personal preference—it may be quite pos-
sible to do excellent paintings with cake colors—

Texture. 4”x6", Bristol paper. | took advantage of the
the tocreate
effects here. For example, notice the very high-keyed
under the nose. This much
darker, but | dropped some water into the shadow and,
asihe areadried, the water lefta rather etched effect,
Instead of describing the nose with the usual dark
value, | indicated its presence by leaving the hard
boundaries around the cast shadow. While the hair was
still wet, | blotted it with a tissue to create texture. |
suggested the sweater and, as the area dried, |
scratched out some texture with my fingernail. | also
used my finger to blot the mouth and create a very
effective texture.

MATERIALS 13



but think you'llfind it much easier to put the right
amount of color on your palette when you use soft
tube color. And be sure that you buy transparent
watercolor paints, not gouache. Gouache is
opaque watercolor, and it can't be used for trans-
parent watercolor painting.

Miscellaneous

Your drawing board should be fairly steady and
should provide a good, solid surface to paint on.
AsImentioned earlier, | often work with my board
inavertical position, although I've heard that this is
considered very unusual. Wet washes run when
the boardis vertical, and | think you'll see many of
these “runs” in the illustrations in this book. | don't
find "'running’” bothersome, but perhaps you will,
and it might be better for you to work with your
board in a horizontal or diagonal position.

When | go to a sketch class or work in my house,
I carry afairly small drawing board—either a stand-
ard, commercial pine drawing board or a piece of
Masonite or plywood—about 16" x 20". Pushpins
don't penetrate Masonite, but you can carry arole
of masking tape to attach your paper to the board

| always have a kneaded eraser, pencils, and a
razor blade in my box. An eraser should be used
very carefully. Never use a hard, office type eraser
and, even when you use a soft eraser such as a
kneaded, be careful notto overdo your corrections.
f you scrape the surface of the paper, it will be-
come rough, it won't hold the paint as well as it
should, and the rough texture of the erased area
will show through your paint

Use a 2B office pencil. It's fairly soft, but not too
soft. Hard pencils tendto dig up the paper and, al-
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though they make very nice light lines, | think you'll
find yourself bearing down as you try to develop
your drawings. Very soft pencils, such as 4B or 68,
tendtoleave very dark lines that become both-
ersome at the painting stage

Razor blades are very useful for scratching out
light areas when a painting is dry. You can also use
razor blades to scratch out when your painting is
wet, but be careful not to dig up the paper. It's also
possible to overuse razor blades and ruin a paint-
ing. Just a few highlights are necessary in any
painting, and too much scratching out will create
avery unpleasant, “too busy" effect.

lalso use the tip of my brush handle and my fin-
gernail to scratch out light lines while washes are
still wet. | think you'll notice that I've used both
these methods to scratch out strands of hair in
some of the demonstrations.

Forwater containers, | use plastic jars—the kind
that margarine comes in. They fit nicely into my
paintbox and they don't break. An Army canteen
and amatching cup also make a very good water
carrier and container.

I use pushpins to attach my paper to my drawing
board—unless I'm using a Masonite board. In that
case, | keeparoll of 1 masking tape handy to fas-
ten my paper to the board.

Finally, | always carry a box of facial tissues.
They're extremely helpful in many ways. They're
excellent for blotting brushes and for blotting
areas of paintings that are too wet and are getting
out of control. | also use them to scrub out mis-
takes and to soften edges that have become too
hard. | think facial tissues are a necessity in any
watercolor kit, but you may find that paper towels.
work just as well




Standing Girl, 4"x8", Bristol paper.
Asyou cansee here, it's possible to
paint a portrait without really
showing the face. You can simply
capture the subject’s particular
attitude. I'm sure you've seen
someone walking down the street
and known who that person was
before you could really see any
features. Attitude is a very important
partof aportrait, and you shouldtry
to capture this as well as the specific
features.

The Head
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Head in
Three-Quarter
Lighting
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Inthe five demonsirations that follow., you'll be us-
ing just two values—one light and one darker—to
representlights and shadows on a highly simpli-
fied head form. Naturally, you won't always have
such simple value problems: many of the heads
you paint will be in fairly complicated and diffused
lighting situations. Even in these simple exercises,
however, remember that the head is a solid. egg-
shaped form, and be sure that all of your shadows
indicate this.

Later on, inthe sixth demonstration, we'llintro-
duce athirdvalue, or halftone. But, in the begin-
ning, remember that simple shadow shapes can be
your best friends and, whenever possible, pose
your model under a single, fairly definite light
source. A single light source will develop the
simple shadow shapes I'll be talking about.

Inthis demonstration, we'll assume that the light
is coming from the left, so the shadow will be on
the right side of the face. For our purposes, the
“right” side of the face will always mean your
right, and “left”” will always mean your left. As you
sketch outlines in pencil, remember that the pencil
lines are just ageneral guide. Get used to working
broadly and freely with your brushstrokes, and
don't try to fill in the outline carefully.

As you prepare your washes, squeeze a gener-
oussupply of black paint onto your palette. Don't

gy—gi enough paint tc
litne paint dries ses-

sions, you can dampen it with water to make it
workable again. Tomake your pigment lighter, dip
yourbrushinto the water supply and shake it to get
fid of the excess water. Then dip the brush into the
edge of the pile of pigment on your palette and
draw some of the paint out onto the working area
of the palette. Work the dampened brush and the
pigment together to make a **puddie.” If this
puddle s still too dark, dip your brush back into the
water supply, shake t, and work it into the puddle
again.

For this exercise, you'll need a good sable wa-
tercolor brush that “points™ well; a Number 8 or
Number 9 will be fine. You'll also need a palette, a
water jar, a tube of ivory black, an HB, 2A, or 28
pencil, a drawing board, and pushpins. For paper,
use a good quality hot-pressed watercolor paper
with not too much texture. The size of the paper
isn't very important. You can cut a full sheet into
€ight pieces, and you can use both sides if it's
faily heavy—at least 140 Ibs. Remember to wait
until the first attempt is dry before you work on the
other side.

When you're ready to begin Step 1. pin your pa-
perto your board, place a pushpin in each corner,
and set your palette and water supply in a conven-
ient place. You can work standing, with the board
held horizontally, or you can sit, with your board
held at an angle




Three-quarter Lighting: Step 1. With your pencil,
sketchin a simple oval, about 4 or 5 high. Don'tlabor
overit. Next, sqeeze some black paint onto your pa-
lette, and, as 've already described, make a fairly light
washthat's stillnoliceably darker than the white paper.
Then, with a loaded brush, make broad strokes within
the oval. Don't worry if some strokes go outside the
pencil outline.

Three-quarter Lighting: Step 2. Allow the first wash to
dry. Then dip your brushin the water jar, give ita shake,
and go back to your pile of black pigment. This time,

make a much darker pudde than the value you used in

Step 1, but use enough water 1o keep it from being pure
black. With one or two good, definite strokes, paint a
strip about 1" wide down the entire right (your right)

side of the face.

L Now for ol
indication of the eye on the shadow side of the face.
The shadow strip you made in Step 2 should still be wet
Load the brush with the same dark value and, starting
about a third of the way down the dark strip, make a
horizontal jog out into the *“face,"” stopping when
you're almost o the middle. You have now indi
the shadow under the eyebrow.

ted
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Three-quarter Lighting: Step 4. Next is the shadow
side of the nose. You probably have enough paint on
yourbrush, soreloading shouldn't be necessary. Start-
ing where you left off with the eye indication, make a
downward stroke that slants slightly toward the right.
The nose becomes broader toward the tip, and the
shadowshould widen here to reflect this. All noses dif-
fer, butlet's make this one about one-third the length of
the face.
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Three-quarter Lighting: Step 5. Reload your brush
with the same value. Give it a shake to remove excess
paint before you go back to the paper. From the end
of your last stroke, make a very short jog downward
and to the left. This indicates the bottom plane of
the nose, Now make a diagonal, downward stroke
o the right, to connect the bottom plane with

the main shadow stroke you made in Step 2.

Three-quarter Lighting: Step 6. The mouth is just
clos

tothe nose. Starting where the connecting stroke you

just made meets the main shadow, make a horizontal
re

howwide youwant tomake the mouth. At the end of the

stroke, press down on your brush 1o make the stroke

wider. Then lift your brush directly off the paper.




Three-quarter Lighting: Step 7. Now comes the
shadow under the lip, Starting back at the main

had

rate, curving stroke o indicate the undelslde of the
lower lip. mouth indica-

Three-quarter Lighting: Step 8. Towrap this up, indi-
hort, full

Ieft side of the face, opposite the first eye shadow.
iple short stroke, not tat
e , etc. Inthis ilustration, 've added the

mon but it should be a bt wider

ears, to make the head more complete. You can block
inthe ear on the left side of the face with one stroke of
your first light wash. As the finishing touch, you can
make one or two shadow indications for the darker right
ear form, and we're done!

HEAD IN THREE-QUARTER LIGHTING

2




2

Head
Side
Lighting
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Our first demonsiration was concerned with the
5 M -

Step 1. Youmightalso find it helpful to mark very

tost
portrait artisls use three-quarter lighting. This

lightly, ,
e'yes nose tip, and mouth. Remember that youl

doesn't mean, however, that three-quarter s the
best and most desirable lighting situation. Each
lighting situation has its own particular merits, and
we'll explore these as we get deeper into the sub-
ject of painting portraits.

Inthis demonstration we'll deal with side light-
ing, the easiest of all the various lighting situations
to represent. Side lighting creates fewer shadow
shapes than three-quarter lighting and doesn't re-
quire the rather subtle value changes that are nec-
essary in front, back, and rim lighting

guide
forthebrush. Since you are not painting shadows
onaparticular head, it doesn't matter if you make
the nose toolong or the chin 0o short. You'll cer-

exercises, but here, with very simple ovals, they
aren't really necessary.

To begin, prepare a light wash from the ivory
black and water. If you have a pile of dried paint on
your palette, let the palette sit in water for a few
minutes, with the paint a least partially sub-

For , you'llneed I
that you used in the first demonstration, including
|he Iavrly smooth, good quality watercolor paper.

merged. This st it up nicely and make it
workable. Otherwise, squeeze out a fresh pile of
paint. Remember, you can't judge the value of the

paperto your board.
dermonsiration, | suggested culting a full sheet of
paper into eight parts, o this piece should be
roughly 6" x 8"

If you feel more confident with a pencil guide,
fough in an oval about 5" high before beginning

1)
enced, soi's agood deato have a separate piece
of paper handy to test your washes. Keepin mind
alsothat your wash will dry lighter—so don't make
your puddie too light.



Side Lighting: Step 1. After mixing the paint and water
intoa fairly light value, load your brush fromthe puddie
andgive ita good shake. Brushin an oval, using broad,
freestrokes. Don'tworry ifthe wash isn't even—some
areasmay be darker than others, butit doesn't matter.
(Atthis point, you can also indicate both ears, with two
simple strokes.) Let the wash dry.

Side Lighting: Step 2. Now, prepare a shadow wash
that's much darker than the light wash; use a bit more
pigment and a bit less water. Next, take a well-loaded
brush, give it a good shake, and start blocking in the
forehead area on the right with a downward, diagonal
stroke that goes about a third of the way down the
length of the face and covers about one-third of its
widih. Then, make a very short jog o the left to describe
the general construction of the nose bridge where it
mees the eyebrow,

Side Lighting: Step 3. Now comes the nose. Reload
yourbrush, and, from the nose bridge, make a diagonal
stroke to the right about one-third the length of the

head. At the tip, make another very short diagonal jog in

the nose, use this darker value to indicate the ear in
shadow on the right side of the face.

HEAD IN SIDE LIGHTING 21



Side Lighting: Step 4. Now for the area above the
mouth. Starting at the bottom plane of the nose, make a
diagonal stroke to the right, just as you did for the nose
and the forehead; but, this time, make it very short—
say, about half a nose length. You're now at the mouth,
anda very short jogtoward your left willindicate the un-

derside of the upper lip. Notice that I've used my

shadowwash tolenghthen the shadow along the right
side of the face.
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Side Lighting: Step 5. The lower lip comes next. It
might well be catching some light, 5o cut back your
brushto the right from the underside of the upper lipto
leavealight area. Then make a shadow under the lower
lip with a short diagonal siroke to your left. Finally,
make a simple stroke hat curves outward to the right
and back down around the bulge of the chin.

Side Lighting: Step 6. For your finishing touches,
show the shadow areas in the left ear and eye. the left
portion of the nose, and the left comer of the mouth
Note that these small shadow areas arelittle more than
Iarge dots. Make no attempt 1o be acourate with these
shapes. All you want at this point is a generalization, to
give an idea of a simple, solid-looking head.



Side Lighting. 8”x10", Fabriano paper. This started
outas asketch of my daughter, but the likeness is way
olf. Although it was a failure interms of ikeness, | was
interested in the light coming from eitner side of the
subject, and | was intrigued by the very sculptural
quality that a head inthis kind of lighting can have. It's
possible to develop the greatest amount of form with
thiskind of lighting. We see the darkest sections in the
front planes of the face. while the side planes catch the
light in varying degrees.



3
Head in
Front
Lighting
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Front lighting is difficult to represent, because it
does not create simple shadow shapes to clearly
show the construction of head. Instead of relying
on simple shadow shapes, we must describe the
i halftones, or
i light

Halftones require much more sublie treatment
than the simple statements of light and shadow
which you made in the first two demonstrations.

However, since we're still dealing with very
basic head forms, we'll rely as much as possible
onthe small shadow shapes and keep our use of
halftones to a minimurn. Later, when we're in-
volved with more *'finished” heads, halftones will
play a much larger part; but, for now, we'll stay
with basics and develop a simple, solid head with
small shadow shapes.

For this exercise, stick with the the materials
you've been using. You'll also need a box of tis-
sues. Pinanew piece of paper to your board. We'll
assume that the light is coming from the front and
slightly above the head, so there'll be shadows on
boththe right and feft side planes, as well as under
the features.

Front Lighting: Step 1. By now you should be more
adept at painting simple ovals, 5o a pencil guide
shouldn't really be necessary. Squeeze out a small
amountof the black pigment, mix a puddle of fairly light
‘wash, and make a simple oval shape about 5” high. Al-
low it to dry.



Front Lighting: Step 2. Mix your shadow wash—with
more pigment, less water this time—and blockin the left
side plane. Notice how the contours of the shadow fol-
fowthe shape of the forehead. Work broadly, but keep
in mind the placement and shapes of the forehead,
eyes, cheeks, and chin as you work in those areas.

Front Lighting: Step 3. Now, repeat the same proce-
dure onthe right side of the head. For now, stick wilh
the same shadow shapes on both sides of the head.
Later, you'll see that the side planes of the face usually

differ
the same shadow shapes,

Front Lighting: Step 4. Now come the bottom planes
of the eyebrows, nose, and mouth. These are not as
prominentin front lighting as they are in overhead light-
ing, but theyrestill quite definite. Starting one-third of
the way down either side shadow (I've started on the
left), make a horizontal stroke directly across the face,
stop just short of the hallway point, and make a short
jog downward

HEAD IN FRONT LIGHTING 25



FrontLig Rinse out your|

FrontLighting: Step 6. Repeal Steps 4 and 5, starting
the other side of the face. Ob-

through
the

eye.
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viously, the eyes are much more complicated than this;
butyou've made a good start in indicating the structure
of the eyeball and sockel.

Front Lighting: Step 7. With one stroke, make a
simple, dark, triangular shape about two-thirds of the
way down the center of the face. This indicates the bot-
tom plane of the nose.



Front Lighting: Step 8. The upper lip has a definite
shape and can'l really be shown with a simple line
across the face. To indicate the mouth, start a fairly
broadstroke in the middie of it. As you move to one side
andthen tothe other, make the stroke narrower imme-
diately, and putless pressure on the brush, Atthe cor-
ners of the mouth, press the brush down and lift it
directly off the paper

FrontL 10. Tofinish, make a short stroke

Front Lighting: Step 9. Quickly blot
section of the mouth with a tissue o lighten it

under the mouth.
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Joe. (Left) 10410, Fabriano paper. This isa painting

fend. | y th
verystrong ovsvheadhght A reallywenl overboard
in allowing my shadows to become blurred and lost,
relying on the few light-struck areas to carry the
picture. | left the initial wash, which | usually use to
describe my light areas, very highinkey. Iwanted the
slightly washed-out, cold effect that the strong
fluorescent lights produced.

Standing Figure. (Right) 8”x10", Fabriano paper. In
this case, the head didn't interest me as much as the
pattern that the light created when it struck the girl's
shoulder blade and the front of her shoulder. Most of
thefigure and background are in shadow, and you can
seejust thebarest indication of light as it skims around
thehead and describes the boundary of forehead, nose
andmouth. Althoughthe values in this background are
much darker than the values in the figure, | often use
the same value in both areas, and | occasionally use
some of the same colors. | enjoy experimenting with
values. I'm never sure just how I'll paint a subject until
experiment. When | work in oil | constantly change my
values. When | work in watercolor, | sometimes make
three or four studies such as this, experimenting with
dark values in one and light values in another. [acn

|had mada the backaround darker in s paining. me
feeling would be totally different




4
Head in
Back
Lighting

When the light source is somewhere behind the
head, the situation is called back lighting. With the
light atthe right side, and only slightly behind the
head, the shadow pattern is similar to that in
Sketch A. If the light is almost directly behind the
head but slightly off to the right, the head looks
something like Sketch B. When the light is directly
behind the head, there is a simple, dark silhouette,
with little or no rim light showing, as in Sketch C.
(We'll discuss rim lighting in the next exercise.)
For this exercise, we'll assume that the head is
lighted as in Sketch A, with the light on the right
side and only slightly behind the head. In this back
lighting situation, most of the face remains in
shadow; the dow sh: ite descri

As you mix a light wash, and then a much darker
shadow wash for this exercise, remember to check
your values on another piece of paper. This way,
you won't overwork the washes on your painting
by restating values. Also, remember to dip your
brush in your water supply and give it a shake be-
fore you load it with a new value—in this case, your
shadow value, Make your strokes decisive and
broad and block in your shadows fairly quickly, so
that you'll be able to soften and “‘grade” certain
areas. You'll see what | mean as we go along.

Again, you'll use your ivory black, a Number 8
brush, a jar of clean water, your sheets of good
quality, fairly smooth watercolor paper, a palette,

tive of the head as well as rather simple to paint.

pushpi board, and a Number 2 of-
fice pencil.

 d

A, This shadow pattern occurs when the light s at
the right side and only slightly behind the head

B. When the light is almost directly behind the
head, but slightly off 1o the right, the shadows
ook like this.

C. Here, thelight s directly behind the head, ar
a simple, dark silhouette is created.
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Back Lighting: Step 1. Painta fairly light oval, about 6"
high, including one stroke for each ear. Allow itto dry.
Then, with your pencil, make a line across the face
about one-third of the way down, This s the line of the
eyes. Directly under it, draw a triangular shape for the
nose. Note thatthe sides of this triangle are made up of
two curving lines, and that the bottom is about two-
thirds of the way down the face. Indicate the mouth with
aline halfway between the bottom of the triangle and
the bottom of the head form

Back Lighting: Step 2. Witha dark shadow wash, start
blocking n the shadow shapes. (| usually start blocking
about two-thirds of the way across the forehead, on the
ight, o lighter, side of the face.) After you block inthe
shadow on the forehead, continue the stroke down on
theright, makinga dark shape beside the nose to indi
cate that part of the eye socket on this side is in
shadow. The top plane of the cheek s probably catch-
ing some light, s narrow your stroke in toward the
nose and leave this area untouched by shadow wash.
Broaden again for the bottom plane of the cheek. Then
narrow your Stroke and curveit to the right for the area
abovethe upper lip—around the rounded thrust of the
teeth—which is probably also catching light. Curve
your stroke inward and downward toward the chin in a
single, broad line.

Back Lighting: Step 3. Block in the shadows in the left-
center section, leaving a ight strip about %" wide along
theleft boundary of the face. dmass i

9 topof
thenose. Fillin the left side of the nose, working down
towardthe tip, and make a small jog to the right when
you get there. Then, roughly indicate the contours of
the upper and lower lips and the curve of the chin. Don't
worry if these contours aren't correct. This should be
just a facsimile of a face.
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Back Lighting: Step 4. Now draw the shadow wash
outfurther toward the left side of the head. You should
have enough paint and water in your brush to do this
without going back to the paint supply on your palette.
Drawthis shadow right out o the edge of the head and
indicate the contour of the ear.
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Back Lighting: Step 5. Now to suggest reflected light
within the shadow. The shadow should still be wet for
this step. Rinse your brush in your water supply and
giveit several good shakes to make it just damp. Then
start a downward zigzag stroke at the top of the light
stripon the outer left side of the head. (See the sketch
at the right on this page.) Allow the shadow wash to
flow out in a slightly lighter value along this strip. This
lighter area suggests reflected light and gives the head
afeeling of bulk and three-dimensional form. You might
have to repeat this process several times, and the area
of reflected light will become lighter and lighter with
each of your strokes. Remember that you're using your
brush as a sponge: you're no longer puting paint on,
you're taking paint off.

To suggest reflected light within the shadow, place a
damp brush at the top of the light strip at the left, and
draw the brush downward in a zigzag stroke.

Back Lighting. (Right) 8"x10", Fabriano paper. This
model was sittingin front of a window and most of the
light was coming from behind. However, the light was
sostrong that there was a great deal of reflected lightin
the room, and | showed this with very high-keyed
shadows. Only the cheekbone and the side of the eye
wereaffected by the light, but | cheated a bit and added
some light-struck sections on the nose and above the
mouth to make the form more interesting. There’s also
avery finy spot of light on the lower lip. Although |
indicated the very sublle darkeningin the mouth area,
it's these light-struck sections of the mouth that
actually show that it's there.






5

Head in
Rim
Lighting
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The differences between back lighting and rim
lighting are very suble, and the effects of both
lighting situations are quite similar. When there s
atleast one light behind the head and a secondary
light coming from one o both sides of the head,
we see a definite rim of light around the border of
the dark shadow. This secondary light brings out
subllevalue changes in the front of the face, and
b '

cated. In the sketch below, notice how much form
we see when there are two lights behind and one
on either side of the head.

Inthis case—and whenever you're trying to de-
termine the overall, or "big” shadow value—squint
asyou look atthe subject. When you use this trick,
the complicated small forms disappear and you
seethebig, simple shape of a dark silhouette with
alightrimaround it. One of the greatest problems
students have is seeing too much, rather than too
litle. Perhaps | could say that a student sees too
many of the “wrong” things—too many of the
unimportant details.

For ise, we'll use the rim
ation in the sketch—with two lights behind, and
oneon either side of the head. Don't worry about
all the small forms you might see in the shadow
that covers the front of the face. You'll need the
same materials you've been using: ivory black, a
Number 8 watercolor brush, pieces of good qual-
ity, fairly smooth watercolor paper, water jar and
water, pushpins and drawing board.

When there s at least one light behind the head,
and a secondary light coming from one or both
sides of the head, we see a rim lighting pattern
similar to this.




Rim Lighting: Step 1. You should be able to paint the
first, light-valued oval without an outline, so pencil work
isn't necessary before you start painting. Mix a fairly

lightwash on your palette and painta simple oval abou(

Rim Lighting: Step 2. Mix up a darker wash on your
palette, using more of the black pigment, this time with
less water. Give your brush a good shake after cleaning
itin the water supply, and shake it again after loading it

5" high. Now, make twoshort,

puddie. Asr'veau ady di 3, most
b

third of the way down the head to AL
low this wash to dry.

ofth

i rom the 10p of the ligh oval, eion b\ockmg in me
shadows. Work broadly, making bold strokes, first
downward in the center, then branching off 1o the sides.

RimLighting: Step 3. Tryto visualize and roughly indi-
cate the construction of the eye sockets and cheek
bonesas you block in this area. As you work out toward
the side boundaries of the shadow, remember that they
are the boundaries of the front plane of the face and
roughly indicate those contours. Next, block in the
shadow sections of both ears, leaving a rim of light. You
shouldnow have a rim of light completely surrounding
the face.

HEAD IN RIM LIGHTING 35



Rim Lighting: Step 4. While this front plane shadow is
sill wet, rinse out your brush, give it a good shake, and
start softening some of the boundaries between the
shadow and the light rim with zigzag strokes. Where
you soften an edge really depends on the particular
head and the exact postion of the lights behind and be-
sideit. Inthis demonstration, I've softened all the bot-
tomand side planes but this is only an arbitrary deci-
sion. When you're painting an actual head, observe
t d

where they appear harder.
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Rim Lighting: Step 5. To finish your head, soften the
lower boundary of the chin. The neck stops the light
fromreaching this area, Ieavmgllm shadow Rememr

Blue Head. (Right) 12x12”, Fabriano paper. This
subject had very delicate and lovely skintones, and |
spent most of my time just mixing up the right

palette. | did paint the entire

berthat the areas you soften betw
the light rimshould acmauyzppear /,gmennan the ugm
Tim itself. You can make them lighter by blotting them
with a tissue, or by mopping them with a clean, damp
brush. Asafinal touch, blot the side planes of the nose
witha brush that's just damp, not really wet. Make this
just a subtle indication—we don't want to complicate
the face!

eadwith alight wash first and allowed tto dry before |
added my shadows. In this dim lighting situation,
however, | could have used the white paper alone to
indicate the light-struck areas. Notice that | hardly
statedthe eye. There's justa subtle indication to show
that it's there.






Basic
Head
Form
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Sofar, you've been painting basic head forms with
two major values: light and shadow, But, when you
softened an edge between light and shadow, you
created athird, or middle, value. Because it's sup-
posed tobe a value somewhere betweenlight and
shadow, this middle value is sometimes called
“halftone.”

In this demonstration, we're going to give more
emphasis to the middle value or halftone. 'd like to
stress, however, that the two original values, light
and shadow, are still of prime importance. If you
confuse your shadows by making them too light or
100 busy (with lots of small value changes within
these shadows) or if you clutter your lights up with
valuesthat are too dark, you'll destroy the simple
form of the head. Keep this in mind, and as you
work on your middle tones, don't let them destroy
your simple lights and darks.

Naturally, when you're working with a specific
model, the shadows created will vary in width and
length, depending on the contours of the head, as
well as on your lighting situation. You won't always
findthe same pattern of hard and soft edges. Here,
we'lljust do avery generalized head, but the prin-
ciples of halftone we deal with in this exercise
should be adapted for, and applied to, any head
you choose to paint

This time, we'll assume that the light is coming
from above and to the right of the head. You'll
need your Number 8 watercolor brush, a palette, a
tube of ivory black, water jar and clean water,
pieces of watercolor paper, pushpins, and drawing
board. Always keep tissues handy, to lighten,
soften, or lift out wet washes.

Basic Head: Step 1. For the sake of variety, we'll doa
three-quarter-view head. This is really the same basic
oval.It's justa bit flatter on one side, a lttle more curved
on the other. Mix your usual light wash and block in an
oval 5" high, similar in shape 1o the one illustrated.
Don't worry 100 much about making an exact copy of
my oval



Basic Head: Step 2. Now for the neck. While the first
washis still good and wet, startabout 1% in from the
chin, and make a rectangular shape about 2 wide and
2" long.

Basic Head: Step 3. Mix up your shadow value on your
palette. After getting rid of excess moisture with a
shake of the brush, start blocking in a dark shadow strip
about 1 wide along the left side of the face. At what will
bethe eyearea, makea slight jog to the right and stop,
toindicate the eye socket. Then, with a much thinner
stroke (about %" wide), continue to follow the left
boundary of the oval around to the neck. Notice that

ry narrow below the eye and then
widens again at the neck.

Basic Head: Step 4. While this shadow strip is still wet,
draw it out to make the bottom plane of the nose. This is.
asimple triangle shape, and one corner of the triangle
blends with the shadow strip.
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Basic Head: Step 5. Now, reload your brush from the
shadow puddie, give it a shake, and move on to the
mouth. Once again, start at the shadow, which should
stilbe wet, and brush the shadow shapes out into the
lightarea. Indicate the upper lip with a general shadow
shape about 1% long. The top plane of the lower lip
catches light and creales ashadow under it; so don't

sell, by ke un-
der it about %" long. e shadow undor e o lipis
quite wide where it joins the main shadow, but it nar-
fows as it proceeds out into the light area,
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Baslc Head: Step 6. Your shadow should siill be wet
when you do this step. Don't put in any new shadows
now, but “connect™ the ones you have with your light

Basic Head: Step 7. At the moulh, you want to show
thatthe lips curve around the dental arch of the teeth
Oneway todo thisis tolighten and soften the edge of

areas, o makea third, or middle, value. For
diagram, leave about 1 at the top of the shadow strip
“hard.” Rinse your brush, give it a good, hard shake,
andplaceitin the shadow above the eye. Now, soften
the forehead by drawing your brush oulward-and
slightly upward about 1" into the light area. Prepare
your brush again, and soften the edge of the strcke you
just made. Repeat this procedure until you have a
smoofh gradalion from light 1o shadow. A issue is

theend of th ke itlight
enough and o get rid of excess water. Now, use the
'same procedure on the shadow of the cheek and the
top section of the nose.

thelipsas | Rinse your brush,
shake it, and draw it right up through the mouth in a
Again, this
tissue. (You'll have to experiment. All this takes prac-
tice. The first few times you lry, you probably won't get
the effect you want, so be patient.) Finally, soften the
shadow under the mouth, using the same procedure.
Youshould now see a very definite combination of hard
and soft edges.




Basic Head: Step 8. Now for the right eye. In the light
area, use your shadow value 1o paint an oval about 142"
long and 1 high. Rinse and shake your brush and
lightenthe middle section of the eye to show the round
formof the eyeball and give the eye afeeling of bulk. If
necessary, blot this mid-section carefully with a tissue
tolighten it. Note that there are hard edges on either
sideof the eye and soft edgesin the middle. Now, con-
tinue the middle, light area of the right eye down
throughthe top plane of the cheek. This areais about
4" wide directly under the eye, butit widens as you ap-
proach the bottom plane of the cheek.

Basic Head: Step 9. Toend your project, reload your
brush, shake it out and, starting at the right corner of
the mouth, make a very short stroke upward toward the
cheek. Now, rinse your brush, give it a very good
shake, and allow this dark area to flow upward, to show
the bottom plane of the cheek. Workthis middie value
down into the lower cheek, toward the upper lip, and
intothe shadow below the lower lip. Then, indicate the
Tight ear very simply, with an oblong shape. Note that
the ear in this illustration is quite light, because I've
blottedit withmy tissue to keep it fairly light and unim-
portant. We'll worry more about the ears later.
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Seated Model. 10"x10", Fabriano
paper. The very simple lighting on
this head created a very nice feeling
of bulk andform. The model had very
fair complexion, and the tones were
extremely cool. The shadows were
mostly cerulean blue, except for the
nose, which was quite warm. |
actually exaggerated the coolness of
the shadows inthe eyes and around
themouth, just as | exaggerated the
‘warmth of the nose, to make the
color in the head a bit more
interesting.

The Features



7
Eyes

> O>
Q)N

Thetop twosketches of eyes are incorrect. The
upper and lower lids should never be drawn as
identical shapes. The three lower sketches will
give you an idea of the variations in shape found
between the upper and lower lids.
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Inthe previous demonstrations, as you studied the
overall construction of the head, | stressed the im-
portance of showing that the head has bulk and
form—a lesson that you should always keep in
mind. Unfortunately, however, it's much easier to
think form when you're working on a generalized
head than when you're painting a specific head
When it comes to painting the head of a particular
person, you'll have astrong tendency to forget all
about overall bulk and mass and to concentrate in-
stead onthe particular features that you think will
give you a likeness.

However, a good likeness actually depends
more on the construction of the particular head
than it does on the small shape changes found in
an eye or mouth. Thisis avital point, and I wish |
could somehow cement it solidly into your mind:
butit's avery difficult conceptto practice, and only
through experience, with its tears and frustration,
will you finally understand!

As you start painting particular features in this
exercise, Iry to stick with the feeling of bulk and
mass that you've been practicing. Although you'll
be putting in eyelids and eyebrows this time, con-
tinue tostrive for a general impression of form and
three-dimensional bulk.

In this demonstration, you'll be working on the
right eye (the eye on the right, from your point of
view), on athree-quarter view of the head, llumi-

nated by a single light source from slightly above
and to the right.

Asyou begin Step 1, note the shape of the eye
I've drawn. Notice the rather angular shape of the
leftside of the upper lid. Remember that the shape
of the eye s never general. Its curves always have
a specific shape, depending on the particular
model you're using and on the position of the eye
inrelation to you. An eye viewed from the front nat-
urally appears to have a different shape than does
aneyein three-quarter or side view. And, most im-
portant, remember that the upper and lower lids
never have identical shapes. They are never identi-
cal almonds or ovals; the upper lid normally over-
Iaps the iris, which usually seems to be sitting™
onthelower lid. Inthe sketch at the left, 've drawn
some “good"” and "'bad” eye shapes.

You'llbe using the same materials: ivory black,
Number 8 watercolor brush, 6" x 8" watercolor pa-
per, water jar and clean water, pushpins and draw-
ing board. This time, you'll be making some light
pencilindications again, so have your 2B graphit
pencil handy.

One final point before starting. For demonstra-
tion purposes, you'll be doing features by them-
selves in the following projects. However, when
you're actually painting a complete head, always
consider the featuresin relation to each other and
1o the head as a whole—never by themselves.




Eyes:Step 1. Lightly sketchinaneye about1%"long  Eyes: Step 2. Mix up a light wash, pass it over the i " ipper id, in

and %" highat its highest point, using theshapeinmy ~ whole area of your drawing, and allow it to dry. Then,  a line parallel to the left boundary of the iris, make a

ilustration as an example. mix up your shadow wash. diagonal shadow stroke downward. Notice that I've
painted right over the left boundary of the eye.
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Eyes: Step 4. While your dark strip s still wet, begin to
softenthe edges. Allow the wash to flow out at the nose
bridge to indicatea front plane between the top plane of
the nose andhe top plane of the forehead. Also, allow

Eyes: Step 5. Continue to draw your shadow “‘out." In-
dicate the shadow on the upper lid simply, with a long
stroke that runs the entire length of the upperIid. Blot
this stroke lightly just above the iris to lighten this area
the eyeball and upper Iid 'come outat

some darker wash o flow out i under
thelower lid. It's important that you don't worry about
the actual boundaries of the eye, but, instead, try to
show the big planes of the eyeball and the adjacent
nose area.
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us" at this point.

Eyes: Step 6. While the wash is still wet, blot and
lighten the lower left, or inside corner of the eye. After
youblot, youmight have to draw more shadow out into
thelight and restate the specific boundary of the corner
of the eye. Now comes the important large oval plane
onthe rightside of the eye (your right). Again, make a
simple, diagonal dark stroke, beginning above the up-
per lid and stopping just below the right corner of the
eye. Finally, softenthe upper boundary of this diagonal
stroke with adamp brush and blot t if necessary. You
should now have the feeling of the contour of the eye-
ball,



Eyes: Step 7. Now for the eyebrow. Hopefully, the
darker wash is still damp, since you want to put some
soft edges on the eyebrow. Use almost pure pigment
here. and start at the left, lhlcker end of the eyebrow,
soft.
around the side plane of e forehead, your stroke
should become lighter and thinner. Here, you might try
drybrushto suggestthe lightening and thinning. as well
astosuggest the texture of the eyebrow. Finally, block
inasimple oval for the iris, with the value you used in
theupper lid. (In many cases, you might wantto use the
‘same value in all three areas—iris, upper lid, and eye-
brow.) I've left a small dot untouched in the iris, as a
highlight. Remember—never make highlights too large
orimportant. Leave them out rather than overdo them.
Note
adjacent areas and softened. Never fill in a hard oval
here: let the iris “'bleed" out into the eye in places,
keeping the tissue handy to control the “'bleed.”

Eyes: Step 8. The iris should still be damp. Using a
touch of pure pigment—almost nowater—"drop"” inthe
dark pupil, stillleaving the highlight untouched. Next,
block in a darker strip on the upper Iid. As a rule, the
upper lid is always darker than the lower Iid, since it
forms a bottom plane and casts a shadow on\he eye-

ball. (Eye make-ups use should not
concern you here. They are exceptions to a Tule that
) I've also made a g line as

ageneralindication of the fold directy above the eye.
When you painta particular eye, however, give special
this fold. Finally,
ofthe darksaroundthe eye. For this final step, allow the
previous washes to dry, 50 you can see exactly what
needs more definition and restatement. Never try to
worka new wash over one that is still damp. In my final
sketch, there are many “lost" and “found"” edges, and
the eye has definition without looking hard
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Vicky. (Left) s”xwo” Fabrlano paper. This is one of

eventhough I'mnot o'vevly concerned witha likeness. |
did it in a sketch class, and a very strong light was
shining on the model. This girl has very definite
features—lovely eyes and a very strong, aquiline nose. |
painted the head in two values, washing in the light
value first and-—after this dried—blockingin the darker
value very simply. Finally, | added the dark accents
around the eyes, which are quite prominent. When a
subject has prominent eyes, it's very important to stress
them and to let other areas, such as the mouth in this
case, become secondary. Here, | let the eyes and the
hair dominate the painting

Doris. (R\ghl) 12"x12", Fabriano paper. This model
and|foundit

capture the likeness, She was sitting still, which also

helped a great deal. The strength of the particular

features—the very characteristic mouth and the definite

shapes created by the strong lighting situation made
the head quite simple 1o do.
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Nose
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its own set of
and the nose is no exception. As portrait painter
Sargent A defini-

Again, we'll use a good, strong, single light
source that makes shadow shapes obvious. We'll

tion of a portrait is that there is something wrong
with the nose.” Although describing shape accu-
rately with light, dark, and middle values is a prob-
Jem common to painting all the features, one as-
pect of this problem is somewhat unique to
painting the nose: sublle value changes are also
necessary toindicate shape n the part of the nose
that is in light.

Like the head, the nose is made up of specific
planes: those facing the light are naturally the
lightest; those turned partially away from the light
areabit darker; and those planes turned corn-
pletely away from the light are in shadow. As you'll
see, the shadow area of the nose is easy enough to
block in. However, this dark area does-'t com-
pletely explain the nose, and we must go outinto
the light area with middle light values to develop
the full construction.

As you do this, guard against making these
“light" indications 100 dark, or you'll destroy the
form of the nose, as well as the form of the entire
head. In this demonstration, put in only the most
necessary middle values. No stroke should be
made that isn't vital. 'm not sure who said i, but
the statement, “It's what you leave out, not what
you put in, that counts,” certainly applies here!

Asyou goalong, you'll also see casesin which

thelightis coming from abx dto
the left. Hopefully, you've done enough drawing to
know what shapes to look for. Each nose is differ-
ent, of course, and you'll have to study specific
subjects carefully to observe the particular shapes
oftheir noses. Here, we have a three-quarter view
ofthe nose, above eye level, so we see some of the
major bottom planes.

Before you begin Step 1, notice that I've
sketched in the lower section of the nose as a
simple ovalin my ilustration. Using this basic oval
as a foundation, | then describe the specific
shapes of the particular nose I'm painting. Always
startthis way, with a general shape, such as a cyl-
inder or an oval; then you'll have a point of depar-
ture for your specific shapes.

Try the following experiment and 1 think you'll
seewhat | mean. Pretend you're looking down at
an umbrella, and try to draw the series of points
around the fim, just as you would see them. | think
you'll find it difficult to do this very accurately.
Now, drawa circle first, and using this circle as a
foundation, draw the series of points. Do you see
that this technique makes it much easier to draw a
respectable-looking umbrella?

Back to the nose. Note the variety of shapes in
theillustration for Step 1. There are angles, curves,
and straight lines. Always look for—and draw—a

ariety of shapes. No form is made of curves alone;

highlight used. Th top-
posite ends of the value range: highlights are the
lightest lights, accents are the darkest darks. How-
ever, they have one thing in common: they should
both be used sparingly and with great discretion
It's like using saltin cooking: just the right amount
can be marvelous; 100 much, and you've ruined
the dish

there are almost always some angles and straight
lines, too!

You'll need your Number 8 watercolor brush,
your tube of ivory black paint, a palette, water jar
and clean water, pieces of 6 x 8" watercolor pa-
per,.a i
2 pencil.




~.

Nose: Step 1. Sketch in the nose, using the method |

Now, the Now, your pes. In this case,
y 1 the I'veleft white paper the d un-
butdon' tthesesur- - unfouched on the front plane of the nose. This wil be. e the nose are the most important dark areas. Afer
usanideaof Remermber that puddle on your palette, load your
the posion of the nose on the face. Note that I've bevery small and thatone or two highlights on a head brush and give it a good shake. (The first light wash
sketched in the boundaries of the botiom plane of the  are plenty. shouldbe dry by now). First, block n the left eye, which
nase. This will give youa guide when you block in this

silhouettes the light-struck nose. Watch your pencil
area with your darker values.

guidesand make your shadow shape carefully, noting
the outer boundaries of the left eyebrow and cheek
and, more important, making sure the boundary of the
ight. It th
Yyou catch the subtle angles and curves of any shape
You're drawing or painting, and this s certainly true in

the case of the nose! Stop the stroke just short of the
nose tip,
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Nose: Step 4. Now for the bottom plane of the nose.

a simple, oblong shadow stroke. Then with the same
wash, paint the cast shadows under the nose. These
cast shadows continue right down and connect with
the mouth. (Always tie in as many of your shadow
shapes as you can: avoid leaving bits and pieces of
shadows spread aimlessly about.) Finally, give the
briefestindication of the right eye socket, to make the
nose "project” out from the face.
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the nose a bit further, articulating the definite small
shapes on either side of the nose tip. Normally, I'd do
this when | first put in the bottom plane (Step 4), but
here, | want to stress the importance of starting with
big, simple shapes before getting involved with small
forms. I've also carried the mouth a bit further, just to
show how much mileage we can get out of the cast
shadow under the nose. You can also use the same
shadow wash to describe the mouth and the shadow
under the left cheek.

. Now, the right nostril, Indicate this with a
bitof pigment that's almost pure black. (Remember that
shadows almost always have some reflected light in
them; so never make them black. The nostril, on the
olher hand, is an accent: almost no reflected light
reachesinto areas like the nostril.) Notice that the origi-
nal shadow seems lighter by comparison. Notice also
that some of the edges around the nostril are softened
andlost where they blend with the adjacent shadows.
This makes the nostril seem to be part of its surround-
ings, whereas a hard-edged, dark area would appear
isolated and unconnected.



):

r

Nose: Step 7.To complete this exercise, add the very The middle values are 100 dark here. The nose has
sublle middle values on the light side of the nose. Re- “flattened out,” and the result looks overworked.
member not tomake them 100 dark, o theyll ook like

shadows, and the nose willflatten out.” (Compare the

sketch on the right o the illustration for this step, and

you'llsee that the middle values inthe sketch are really

toodark) Middle values describe the specific construc-

tionof the nose areas that arein the light, and they are

very important and necessary in painting a finished

head. However, thereis a danger that if youtry tomake

% bean

overworked and tired area. So, for now, concentrate on

simple lights and simple darks and putin onlya min-

imum of necessary midde lights.
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Anne. (Left) 8"x10", Fabriano paper. The subject here
wasa very pretty girl, but I'm alraid that doesn 't show
upinthis sketch. Rather than trying to do a nice picture
of my subject, | was more interested in painting what
happens when a strong light shines down and brings
the planes into very harsh relief. The lightness of the
shadows helps create the feeling of luminosity that |
like. On the other hand, the high key in both the light
and shadow areas is more typical of sunlight than of
artificial nighttime lighting. Shadows in sunlight are
always much higher in key than shadows in an indoor
situation, simply because outside reflected light is
much more obvious than inside reflected light

Model in Profile. (Right) 12"x12", Fabriano paper. In
paintinga profile—which is certainly the easiest way to
painta head—it's very important to articulate the major
shapes, and very careful drawing is necessary. Of
course, it's also important o capture the character of
themodel, and | triedto describe the rather hard quality
in this particular face. Compare the blurred edges
around the eyes and under the nose with the very
definite hard edge n the forehead and along the nose.
Always try to create a contrast of hard and soft edges,
andnever letall of your edges be equal in hardness or
softness. If allof your edges are 0o hard, the head will
look ‘cut out and pasted down' and. if they 're too soft,
you'll lose the definition of the head.






Mouth
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Now, tothe mouth. The painting problems here are
the same as those of painting the other features:
shape s still one of the first considerations, and the
planes are important in showing the structure of
themouth. Also, be sure you have a good variety
of hard and soft, or “lost and found,” edges. One
way toachievea “lost" edge is to put two areas of
similar value next o each other. The boundary be-
tween two similar values will obviously be much
less noficeable than an edge between alight and a
dark value.

Take a look at the illustration for Step 6, and |
think you'll see what | mean. In the upper lip, we
have a fairly dark value, and above it we have
much lighter skin tones, Compare this fairly large
value contrast or “found” edge, with the contrast
between the lower lip and the skin tone below it.
The lighter lower lip is very close in value to the
skintones nexttoit, and a “lost”* edge or bound-
ary is created between the two areas.

InStep6, as you describe the area of the mouth
around the dental arch of the teeth, try to give the
lips and the entire mouth a feeling of roundness
and form. Always remember that the line of the
teeth produce a rounded form and that the lips
must indicate this by appearing to go around it
The sketch at the right illustrates this point.

When you mix your washes for this exercise, re-
member that there is no harm in making your
shadow values fairly dark. As you've seen, washes
dry lighter, and, when you draw shadow areas out
into light areas to make middle values, you auto-
matically lighten the shadow.

This time, the light source is somewhere above
the model. This means that you'll have shadows

planes, and light areas on your top planes.
Your materials remain the same: your Number 8
watercolor brush, atube of ivory black (or Payne's
gray), a waler jar and clean water, pushpins and
drawing board, palette, and watercolor paper.

The dental arch, or line of the teeth, is a rounded
form, and the structure of the entire mouth
should indicate this roundness.

onyour ights on your front




Mouth: Step 1. Sketch inthe mouth. We
orless afront view here, and I've tried to draw an “aver-
age mouth.” (Naturally, there is no such thing!) Pay
particular attention to shape. Never assume you know
theshape of the mouth or of any other feature. Come to
the drawing board with a clear mind and an observant
eye. Always ask yourseli: how does the upper lip com-
pare to fhe lower lip? Is it thinner or fatter? See how
fmuch curvature there 1s 1o the upper lip. As a general
rule, the upper lip is a much more involved shape than
the lower lip.

2. firstlight wash. Mix a
washiust as you've done before, and cover he entire
mouth area and some of the surrounding areas, 100,
I'velelt a small section of untouched paper on the lower
lip to indicate a possible highlight. You won't always
have highlights, but, when you do, make sure they're
nol 100 big! This one seems too big, so I'll make it
smaller as we go along

Mouth: Step 3. Now for your shadow shapes. On your
palette, mix upa fairly dark wash—better too dark at this
stage than 100 light. After loading your brush, start at
either comer of the mouth. Usually, there is & crease in
the skin at the mouth corner, 5o starl your stroke off
wider here and fhen narrow it immediately at the begin-
ningof the lips (this depends, of course, on the shape of
the parlicular mouth you're painting). Make the stroke
wider again as you approach the middle of the mouth.
Asyoucansee, |'ve stopped my stroke short of the cen-
terof the upper lipand repeated the procedure on the
other side, leaving an untouched middle section fo indi-
cale roundness around the dental arch.
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Mouth: Step 4. Rinse your brush and give it a good
shake. Working quickly (you don't want the shadow
washyou did in Step 3 to dryl), connectthe two sides of
the mouth at the middle, allowing the shadow to flow
intothe area you leftuntouched in Step 3. Notice that
the middle areais stilllighter than the twosides. Notice
also thal the wo sides have become lighter because
their washes have been drawn out intothe light. Next,
draw your shadow down info the lower lip from either
corner of the mouth, leaving the middle section un-
touched,
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Mouth: Step 5. Now, draw the values on either side of
thelower lipinto the middle area, repeating Ihe process
you used for the upper lip. Notice that I've allowed
someof the darker areas o( thelips toflow out into sur-

Mouth: Step 6. Now, the final touches. The main thing
10.do here is restale areas that need emphasis and

darkening. To darkenthe upper lip, repeal more o less.
the procedures you used in Steps 3 and 4. On the right

side, I the dark upper lip shadow to

ppear
isolated and Uncomnected fofts surtoundings.) Oneol
these soft edges occurs under the lower lip, and is the
beginningindication of a bottom plane under the lower
lip

travel down into the lower lip, 1o avoid leaving a hard.
continuous division between the upper and lower lips.
Remember to keep the feeling of connection and inter-
relationship between areas by using “lost’” and
“lound" edges. The hard division between the lgs in

il Yo
can make the Ieﬂ slde even more indistinct than the
rightside. If you make an area oo vague, always wait
forit todry, or almost dry, and then add a final touch of
darker value to the edge.

Cast Shadow. (Right) 10"x10", Fabriano paper. Inthis
overhead lighting situation, | generalized the cast
shadow created by the head. As a general rule, you
should be sure that cast shadows express the
particular form on which they lie. Here, however, there
is such specific form in the face that the generalized
cast shadow seems to work. Notice that I carefully
articulatedthe planes of the face, although | used only
one value inthe shadows. You cansee that | was very
carefulto caplure the quality of this particular model's
face.






10
Ears
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The ears are very important features and should
never be carelessly drawn or painted. A poorly
drawn ear is often the mark of an amateur. You
should take just as many pains with the ear’s
shape and construction as you take with any other
feature. Always observe carefully, and try to cap-
ture, the particular construction of this rather com-
plicated form

One common mistake is to make the inner fold at
thetop of the ear the same shape as the top of the
outer boundary. I've drawn the sketch below toiil-
|ustrate this error. In the correctly drawn ear on the
right, notice that the top of the inner fold is quite
straight, while the outer boundary is curved. This is
a general rule, although you might sometimes be
hard-pressed to see a difference between these
two shapes. Even if the two shapes look exactly
the same, I'd vary them, since | don't feel there
ever should be two parallel lines, equal curves, or
similar angles, on the human form.

It's probably safe to say that nothing in nature is
exactly symmetrical. This is a very important point
1o remember. When you draw a curve, look for an
angle to contrast with it; when you have a straight
line, Iook for & curve or an angle for contrast

For this demonstration, we'll do the ear in side
view, s0we can see as much of its form as pos-
sible. We'll assume that the light is coming from
the front and also from slightly behind the head.
When you're painting a particular ear, study the
outer contours and the inner areas until you see
their exact structure.

In this exercise, hard and soft edges will be vital
in showing the construction of the ear, and Il keep
mentioning them, because | want you to see all
they do for the ear you paint! Remember, too, that
your wash has to be damp when you soften an

edge, so always soften edges as you go along,
rather than completing the whole area and then
softening.

InStep, 'l use two techniques: wet-in-wet and
diy-brush. Wet-in-wet s extremely useful in mak-
ingsoft, lost edges. It consists of adding a second,
wet wash (o the wash that is already on your paper,
before the first wash is dry. When you use wet-in-
wet, be sure that neither wash is too wet, or you'll
destroy the effect. When drybrush is indicated,
simply load your brush straight from the paint tube,
mixing it with litle o no water, and apply your dry
strokes to plain paper or dried washes.

Theear onthe leftis drawn incorrectly. The outer

boundary at the top of the ear should never be
h fold. In

drawn ear at the right. the inner fold is straight,

while the outer boundary is curve




Ears: Step 1. Look first at the outer shape of the ear.
Notice that the top is a simple curve that becomes.
straighter as it starls down at the back. Some ears can
bedescribed bya simple curve along the back edges,
athers by almost straight lines. and sfill others by a
much more complicated system of curves and angles
(like the one we're drawing here). Sketch in the inner
shapes very lightly. You want only alight “blueprint"' as
aguide when you block in Ihe inner shadow shapes.

Ears: Step 2. Lay alight wash over your drawing and
allow it to dry

Ears: Step 3. Begin blocking in the inner shadow shape
underthe fold that runs along the top of the ear. There
i usually more distance between the top fold and the
inside of the ear near the skull, 5o start wilh a fat
shadow shape onthe lefl, and narrow it as your stroke
reaches this large inner space. (This large inner form
doesn'talways go directly up to the top of the ear fiap
as I've indicated here, but there is always some form
which makes up the inner ear area.) Back to your
shadow shape. Notice that it widens then gracually
thins again as it starts down the right side of the ear
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Ears: Step 4. Now for some edge-softening. Rinse out
your brush, give it a good shake, and soften the lower,
inside edge of the large shadow shape before it nar-

Ears: Step 5. More softening takes place as you use
your damp brush to lighten and soften the inner edge of
the dark teardrop shape. Darken the area above the ear

rows. theinner
ar form. I've also softened the outer edge of the
shadowstrip on the right. after painting this strip almost
three-fourths of the way down the ear. Now back to the
front of the ear. With your shadow wash. indicate a very
narrow spot on the left, under the original shadow
shape, then the very large indentation thatis typical of
almostall ears. In this case, I've shown the indentation
asa “teardrop” shape.
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andtocreate that will
offset the lighter sections of the ear. It doesn't matter if
thesofienedarea on the right side of the ear is still wet
and you get a soft, “lost.” edge between this shadow
section and the background. See how the hard and soft
edges, both within the ear and around the outside, help
toshow the particular construction on the right side of
the ear

. Below the lobe, whichis quite light, add
the surrounding dark tones, Don't work into light or
fairly light areas, and don't add too much detail, or
you'lldestroy the feeling of your light area. After you've
established your surrounding darks, let some of the
darker values flow out into the light bottom lobe as

Blot they
don'tbecome oo dark or too large. Now use your dark-
estdark toindicate the center section of the ear, using
wet-in-wet to keep Ihe edges sofl. Finally, add some
drybrush for hair, and amiddle value along the head, 1o
contrast with the light “flap’’ below and along the front
edge of the ear.




Bert. 10"x10”, Fabriano paper. This is one of

the artists | work with. He was very involved with his
own drawing when | painted this, and he was moving
around a great deal. In such a situation, the trick is fo
establish the position the head will be painted in. Don't
expect your subject to stay in the same position as you
progress with the painting—it's very unlikely. |
establishedthe relationship of the ear to the eyes and
nose, making sure that the ear was higher than the eye
because the head was tipped back and away from me.
It's very important to be accurate about this
relationship. so be sure that you notice it when the head
is tipped this way. The very sketchy quality of this head
creates the feeling of motion, and we do have the
impression that the subject isn't standing still
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Bob. (Ieft) 8"x14", Fabriano paper. This s a painting of
afriend of mine who was working at his easel at the
time. He's quite proud of his build, which is really
excellent, so it was fun 10 calch him in ihis rather
unheroic pose. Notice how | pained the stripes in the
trousers. | used different values and made some stripes
darker than others. | also blotled some of the stripes 1o

1 used the stripes
the form of the legs. Notice the darker value o the back
of the upper leg

Light and Shadow. (right) 10”x14”", Fabriano paper
This model was sitting against a white wall. After |
Istarted blocking in
o ace and men wenon tothe hai 1articuiated e
form in the face quite carefully, and | really tried 1o
caplure & good feeling of the model’s characteristic
features. As | biocked in the shadows on the figure. |
allowed them 10 bleed out into he background 1o
create the same colors and values in both arcas. After
allowingthese areas to setfor a tew moments. | addeda
very small dark area wet-n-wet 10 separate the neck
fromthe background. A dark separation Ike this should
bevery softand unimportant, so don' wail too long 1o
add . Be sure you get a good biur in this kind of
shacowarea. Remember tha details in shadow should
always be much less definite and much less distinct
than details in hight
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Old Man. (left)8"x10", Fabriano paper. This head had
averyinteresting pattern, with the light working across
the nose and catching the right eye. The right eye is
actually the lightest section in the head. | usually keep
the light areas that are surrounded by shadow darker
than light areas that are in the main light section of a
head: but I'm always willing 1o break a rule to help a
painting. This time, by makingthe light area within the
shadow the lightestsection of this painting, | made this
area the center of interest.

Martini. (right) 8”x10", Fabriano paper. | did this
painting from a pencil drawing that I'd made on the
spot. | didn’t worry about my colors here. | was more
interested in capturing the feeling of this rather stark
andlonel froma

Although some artists do very involved paintings from
sketches, | don't often work from them because | don't
feel sketches give me enough information to do a
satistactory painting. But 5o much of this picture was
understated and unsaidthat the sketch certainly made
an adequate reference.







Blonde Model. (left) 8x14", Fabriano paper. Here,
the front of the face is in light and, beyond the light-
struck areas of the face, there is a much darker
background. | usually paint the background very dark,
but here | used very sublle values adjacent to the light-
struck sections of the face to bring out those light
areas. | thinkit's avery goodidea to paint what you see,

bewilling ges that
might strengthen your picture.

testing. (right) 12/x14", Bristol paper. This painting
doesn'tseem particularly successful tome. | think the
problemwas that t's difficult to painta head that's not
upright. As with a reclining figure, the proportions and
forms of the head seem to change when it's held at
such an angle. Some areas flatten out while others
lengthen.
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Eddie. (left) 10"x10", Fabriano paper. This is a picture
of one of the artists who works in our sketch group.
Here, to caplure the feeling of strong ight shining down
on the subject, | used definite shadows and left the
background high in key—actually higher in key than
seemed right at the time. Adding dark values to a
background can destroy the feeling of light and
atmosphere in apainting. Try to find a value that's just
darkenough tooffset your light values, but not so dark
that it wil destroy the feeling of light and atmosphere
that's so important in any painting :

Karen. (1ight), 1214, Fabriano paper. This model

headwas held back, and he tendons n her neck came
into sharp relief. | ike to find the particular aspect of
each painting that makes it worthwhile. | always look for
theoffbeat gesture, feature, color, etc., that separates
one painting from another and adds some particular
interest o it This girl had very blonde hair, and | used a
‘combination of cadmium yellow pale and a tiny bit of
yellow ochre towash in the light sections. Then | blotted
the area with my tissue. Blonde hair s difficult to paint
because it's often darker than it appears. Even in ms

also important not to overwork fhe light areas in a
painting such s this. Try to keep the very high-keyed
sections—in this case, the very blonde hair—
uncluttered by small value changes. Too many small
value changes inalight area will destroy the feeling of
light.




Sarah. (left) 10"x10". Bristol paper. Painting children
isextremely difficult for the obvious reason—they won't
stay siill. Because of this, | think watercolor is an
excellent medium to use in painting children. It allows
youto make statements much more directly and quickly
than oil does. Of course, this is a generalization, and
some artists who are very adept at sketching in oil will
probably disagree with me. It's also important—and
helpful—to make a good drawing first, as well as to
accept the fact that your model probably won't return to
y whenyou getto
stage. If your drawing is good enough, and you study
your subject well, you can certainly do an acceptable
painting even when the subject isn't absolutely
stationary. For this painting, | used the television set to
keepmy daughter as stil as possible. Although a child's
expression may be rather vacant when you use this
trick, it's a good way to keep your subjectin one place.

Gabrielle. (right), 10"'x14", Fabriano paper. This
model was in a more difficult lighting situation than
most of those in this book. Notice the very light strip
alongthe far side of the face. This is the main light area
and white paper—or a very light preliminary wash—can
beused to describe such a light section. The reflected
light that we see in the side of the head facing us
created a problem. You should always show the
difference between reflected light and your main light.
the reflected light should never be as light as your main
light. In this painting, | first covered the whole head with
avery light wash and allowed it to dry. Next, leaving the
strip down the far side of the head untouched, | blocked
inthe rest of the head with a fairly light shadow value.
Again, | allowed the washto dry and finally. | added my
darkest darks. As a rule, | try to avoid this "‘shadow
withinshadow"* situation. Shadows should be simple in
value—that s, there should be as few value changes as
possible in shadow areas. In this case, however, Ihad
no choice, and the shadow side of the head is fairly
involved.






Model in Red Background. (left), 810", Fabriano
paper. I've always had trouble painting red
backgrounds, probably because | prefer the cooler
colors. The shadow on the face bled more than it
should have because | used too much water in the
shadow wash. You can see this in the area where the
nose meets the background. The balloon was created
hwaler in
under the nose, and the water spread out into the
background. Usually I'd restate the background, but |
liked the glossed edge here. Notice, however, that I did
restate the darker hair near the mouth and that | left
Gefinite boundaries in some areas while | softened
other boundaries. ll's not necessary 1o state an entire
boundary—you can merely articulate certain sections
ofit. I'svery important not to separate each area of a
painting from the adjacent areas. Of course, some
separalion is important but, when areas are similar in
value, it's a good idea o soften the division between
them.

Violinist. (right) 10”x12", Fabriano paper. This was
done from aphotograph of a boy intent on playing his
violin. | was mainly interested in the pattern that the
light made on his white shirt, | also lried to catch the
the ear. There was also a suggestion of light on the
nose. To me, such a painting is an interesting study of
the effect of light on a subject, and the business of
oneof intr

painting.









Tuesday Night. (left) 10”14, Fabriano paper. The
model had very sharp features, enhanced by the strong
single light source. Note the carefully developed
shapes in the nose, for example. The nose is actually
the mostimportant feature in this particular sketch, and
Igave the shapes within it particular attention. |left the
lights very highin key, but suggested a slightly darker
value on the light side of the nose. This value change
was necessary fo show the construction, but | was very
careful not 1o let it become too dark, or | would have
destroyed the feeiing of light and form in the head,

Eye Shadow. (right) 10x14", Fabriano paper. This.
girl had a very sensitive and delicate face. | tried to
enhance it by surrounding her with dark values, framing

face with the dark d hair
There are really no value changes in the face, but the
definite shadows and cast shadows around the eyes,
nose, and mouth create all the form necessary.




the nose. beard and forehead. Notice @ g
struck sections in the 1op of the head and around the
irt. | did this painting without my usual
initallight wash, using white paper for my light-struck
areas. | started right off with my shadows in the face
and, while they were still wet, | added the ha\r and
beard areas -wet. Notice that | didn't paint th
it ans st s one soid dark 1 taried of with
slightly lighter darks in the hair and beard and then
added more dark pigment in certain sections. allo
that dark pigment to blend n with the surrounding wet
areas. The subject was wearing steel-rimmed glasses.
which picked up n certain areas with my razor blade
atertho face was iy

Relaxed (right), 610", Fabriano paper. Most of this
s and, as you can see, |

y broadly. | used wet-in-

e they recede into shad
keepthe edges very soft and indistinct. Notice how the
beardand the hair enter the
shadow. Eyes in shadow should also be very indistinct

ithoutany hard edges or definite de i
the extreme and left one eye out altogether










Debbie. 147x14", Fabriano paper.
This painting was dore from a slide
and | must admit it's overworked. |
don't like to use slides or
photographs because | find myself
working too hard. | have too much
fimetotrytofixup badareas. Here, |
added indications and value
changes in areas that really should
have been left alone. The subject
was sitting in very strong sunlight,
whichwas coming through a window
behind her, The slide was filled with
luminosity and | would have loved to
have captured it in the painting.

The Hair
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Light Hair
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Thetwo tricks to painting hair successfully are un-
derstatement and soft edges. In painting hair, the
desire o keep working—trying to capture thellu-
sivetexture—is always there. And there is also the
difficult business of making some soft, lost edges.
However, it's much better to make a broad state-
ment, indicating only the major planes you see in
the hair, and then to go on to the rest of the face
without any further work on the hair. When the
head s aimost finished, you'll have a better idea of
what finishing touches the hair needs. When your
hair washes are dry, you can add a few judicious
drybrush strokes, as well as any necessary re-
statement of shadows.

Remember that hair has a soft texture and that
softening edges is one way to describe this texture
accurately. Be particularly careful not to make a
hard, precise line where the hair meets the face. A
hard edge makes the hair look like a wig. You
should have a subtie, irregular transition between
hair and skin. This transition is easiest to make

when you're painting blonde hair. It's more difficult
with dark hair and light skin, but the transition must
still be made as soft and subtle as possible.

Inth , we'll deal ith
painting short, light hair, but the principles we dis-
cuss will apply to any areas of hair you paint. The
only technique that will change is the particular
one you use to describe different hair textures:
short, coarse hair needs more drybrush, while
long, fine-textured hair should be handled with
more overwashes and a bit less drybrush. Dry-
brush, however, isimportant in light-struck areas,
as you'll see in the next demonstration.

Formaterials, use ivory black, aNumber 8 wa-
tercolor brush, water jar and clean water, water-
color paper cut into 6 x 8" pieces, a drawing
board, pushpins, and a Number 2 office pencil.
We'll assume that the light is coming from the right
and above, sowe'll have a shadow on the left side
of the face and hair




Lighl H

Step 1. Concemvate on good outside

Light Hair: Step 2. While this wash s til wet, draw it

the top part
of the head. Draw hgwy Fant b rdars o sesiale 8
shape without erasingif you can make it

orlight, side of the hair and face. No-
hce that 've elt some aréas of the hair untouched and

tive of the hair and head. Mi —notas

paper isvisible. Note also the hard edge

lightas your usual first value—and start washing in the
hairand the left side of the face. Naturally, some light
areas must be left untouched, but asa general rule, re-
member not to separate shadow areas according to
lighter and darker values in the beginning.

ofthe hair, with soft, lost edges on
cither sd. Where you leave white paper and hard
edges naturally depends on the particular hair you're
painting

LightHair: Step 3. Before this wash dries, scratch out
somelight strands with your fingernail. (Inmy illustra-
tion, notice that the darker, hard edge | mentioned has
softened. This was unintentional, and I'l have to restate
thisarea when the wash dries.) Don't do anything more
untilthe whole area is dry. (If you were doing a portrait,
youwould now go on to work on the rest of the face and
‘come back tothe hair later.) The only thing you might
some areas that
but remember that all of your washes will dry lighter, so
don't blot 1o much
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LightHair: Step4. When everything is dry. putin your
darker darks. The blonde hair we're painting here has
some areas in shadow nextto the skin on the left side,
50 state that darker side plane of the face,
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Light Hair: Step 5. Now, working quickly, allow the
shadow on the side plane to merge into the hair. Noth-
ingis precious here; if you lose the light section of the
hair on the shadow side, don't worry: you can always
litit out with a tissue. Reload your brush and, working
toward the right. add more darks. Leave as much white
paper as possible, but, again, don't worry if you cover
some of it Up with your strokes. Use more and more dry-
brushas youwork here. Blot some of the darker areas
onthe right: don't et this section become darker than
the shadow side.

Light Hair: Step 6. Now, the final—and really the most
difficult—step. The difficulty arises with that desire to
“over-finish. " What you need is some judicious dry-
brush work! You don't want the drybrush 10 be black.
butit should be nice and dark. Leave the light areas al-
mostuntouched, with just the barest amount of dry-
brush work. Don't go into your shadows except 1o
restate the darks where necessary. For this restate-
ment, use overwash and, when this is dry, add one o
two strokes of drybrush. Now add some background
toneto offset the lighter hair values. While the back-
ground is stil wet, scratch into it to suggest the short
hair strands. You can use a razor blade, brush tip or
your fingernail. Don't overdo this scratching into wet
areas; 100 much can ruin your picture. Notice the soft
inner and the outer the

hair.



3 SmilingModel. 12"x16”, Fabriano paper. This

i particular o havea u

Ithink it wasn't actually a smile—it was just the way het

face was made. Her eyes were very heavily made up

and! couldn't really see ris or the whites of the eyes. To

show the eye, | merely made a dark indication and

i blotted it slightly 50 it wouldn't be 100 dark. She had
verybleached blonde hair tha was almost as white as
hervery high-keyed flesh tones. | used the same color
and values both in the shadows and in the hair, using
wet-in-wetfor some of the darker indications at the top

. andsides of the head. Notice that | scratched out with
my fingernail to indicate some of the light-struck
strands of the hair
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Dark Hair
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Now, for dark hair. As | mentioned in the previous
demonstration, the principles of painting hair are
the same, no matter what the color, value, or tex-
ture. This time, you'll be painting long, dark hair,
andyou should try to indicate a fine, smooth tex-
ture. In the illustration for Step 4, notice the soft
edges around the hairline, where the hair meets
the skin. I'd rather see you achieve this effect than
create a flashy texture in the hair.

You'll be using drybrush again in this exercise,
aswell as scratching outlight strands with your fin-
gernail, brush tip, or razor blade. Remember that
you can only “'scratch out” in areas that are stil
damp; be sure not to overdo the scratching, or
your result will be too “busy." You could also use
opaque white to suggest strands, but I'd rather that
you avoid opaque color until you've mastered
transparent color. Opaque white can become the

“answer" to every mistake, and when it's used as
acrutch, it seldom results in good pictures.

As you block in the hair mass, you might want to
simulate the ends with a technique called “feather-
ing." To do this, lift your brush gradually, as you
end each stroke

When you're waiting for a wash o dry, try to do
something besides fiddle with your picture. Get up,
stretch your legs, read a book. You'll come back
with a fresh perspective, and the stage you're at
might look fine to your fresh eye.

Since you're painting long hair, sketeh in the
whole head. Sketch inthe face generally, with just
the barestindication of the features. I want you to
concentrate on the hair, not the face. The light
here is coming from the right, slightly behind the
head.



Dark Hair: Step 1. There are several approaches fo
take, once you've sketched inyour subject. You could

‘washin justthe face and wait for itto dry; or you could

for
both to dry before going any further. It doesn't matter
‘which approach you choose: the results will be the
same In this case, I've laid a fairly light wash over both
the hair andface andallowed itto diry. For the lightest
areas, you canleave some white paper untouched, and
youcan also blol them wilh a tissue 1o1ift outthe lights.

DARK HAIR 87



Dark Hair: Step 2. Since the hair s black, start right off
withblack paint. Have just enough water in your mix-

This dark not
be drybrush, and there should be no build-up of pig-
ment. The wash should be dark, but always trans-
parent—not opaque. It's important that you try to arrive
attne rightvalue as early as possible. You can correct
mistakes in watercolor, but you shouldn't rely on over-
washes o correct your values
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Dark Halr: Step 3. Gontinue to wash in your darks as
youwork downthe leftside. Feather the ends of the ha
mass. (My first wash wasn'tabsolutely dry in the neck
area, so some softening took place on the feft when |
painted in the hair. This was accidental. but it works
well!) On the right, washin the same dark wash, but blot
itwith a fissue folighten the area, because it is effected
bylight. At the top of the head, use some drybrush, but
don't overdo l—just a few strokes. Now, wait for the
whole thing o dry.
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Dark Hair: Step 4. Now, restate your darks. If you
started with agood, rich, dark wash this will be just an
emphasis of your darkest accents. | liked the soft edge
ontheletside of the neck, so | didn'tlet this area get
toohard. Finally, scratch outa few light strands. Use a
little dark background to make lighter strands stand
out. Around the outside of the head, you can use dry-
brush1o suggest softness. Notice that | haven 't outlined
the face with my darkest darks: some hair areas right
nextto the face are slightly lighter. This allows the face
o “breathe.” Hard boundaries all the way around the
face would have isolated it
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Chris. 810", Fabriano paper This is a very quick
sketch. Compare the very soft edges in 1he hi on the
far side of the head 1o the much harder edges where the:
hair meets the light-struck sections of the cheek anc
forehead. This is a good example of using harder edges
tobring anarea forward and using softer, more blurred
edges o make another area appear to recede
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John. 10"x12", Fabriano paper.
Thiswas donein asketch class while
the subject was working on a
painting of his own. Most of the head
wasactually in shadow, and only the
nose and a litle bit of the forehead
were affected by the overhead light. |
wanted to creale the impression of
the head inshadow in contrast lothe
white shirt. Notice that | scratched
outthe rims of his glasses with a
razor blade and left some of the
‘white paper in the hair to show the
effect of the light

The Hands
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Basic Hands
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Drawing hands has always been difficult for me,
and | still get into trouble when | do it. Because of
my own difficulties, | feel that hands are the hard-
est part of the figure to draw. | strongly suggest
that you find a good book specifically on drawing
hands. |'ve included titles of several such books in
the Bibliography in the back of this book

Since the principles of drawing are beyond the
scope of this book, | won't go into detail as you
sketcha hand for this demonstration. However, I'd
like you to keep in mind that the top boundary of
the arm, the wrist, and the first finger can usually
be described by one long, curving line (see Step
4). Obviously, this principle won't always work, but
thereis usually some way toindicate the relation-
ship between the fingers and the arm—so walch
forit

For Step 1, I suggest that you use a 2B graphite
pencil. Try not to use an eraser: erasing tends to
disturb the surface of soft papers, and you can
never completely "lose™ a line when you correct
with an eraser. Try drawing lightly at first, and
don't worry about restating boundaries.



BasicHands: Step 1. Begin with a single line to de-
scribethe arm, the wrist, and the outer boundary of the
firstfinger. Retrace and extend this line to indicate the

tips of the second and third fingers, showing only the
indentation between these two fingers. Now, go back to
thefirst finger and continue your line around the tip and

y
the second finger. Make a small dot to indicate the out-
side boundary of the fourth finger. Then go back and
extendthe lower boundary of the lower wrist upto meet
this dot and continue the line around to complete the
fourth finger. Finally, sketch a simple oval to indicate
the back of the hand., and draw another lightoval along
the line where the knuckles will be.

Basic Hands: Step 2. Washn your sketch of the hand
with your light wash. Notice that I've tried to improve
the shapes a bil with this wash. The drawing we |us( d\a
. lacking

are normally important in drawing the hand. But | don 1
wantyou toworry too much about these small shapes,
since this exercise s really just a beginning stage in
learning to paint hands.
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Basic Hands: Step 3. In this case, the wrist is bent
downward and the light is coming from the right side:
the area below the wristis bentaway from the light and
s actually in shadow. Mix up a dark gray on your
palette, load your brush with the dark wash, and give it
a good shake. Then block in a simple. rectangular
‘shape on the lower wristarea. Notice that the boundary
of your shadow next to the hand should have an out-
ward-curving, not an angular, shape

Basic Hands: Step 4. While this wash s still wet, go on
tothe back of the hand, which is turned only slightly
away from the light. Use a middle value here. Starting
along the curving line your drew earlier to show the
knuckles at the top of the hand, wash ina value that's
lighter than your shadow wash—but not too much
ighter! You want definite, obvious planes on this basic
hand. It would be better for this wash 1o be too dark
thantoolight. I've made a rather wavy boundary along
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Basic Hands: Step 5. The back of the hand s a wedge-
like form, and the fingers are attachedto the wider end.
Sincethe lightis coming from the right, this wider area,
where the fingers meet the mainpart of the handis the
lightest area. Don'ttouch this section with your middle
wash; instead, goon tothe fingers. The fingers are al-
most parallel 1o the back of the hand, so they don't
catchmuch light. Starting with the first finger, blockina
middlie wash between the first, lower, jointand the base
of the knuckle on each finger. Then draw some of the
of the hand, almost
to the shadow shape there. (Be careful not to destroy
the light front plane of the knuckles.) The whole wash
seems a bit dark in my illustration, so I'l blot it with a
tissue.

Basic Hands: Step 6. Now you have a very basic hand
that has form and mass. Add a few thin shadow indica-
tionsat the botiom planes of the fingers and at the ﬂps
of third fingers.
dications very casual, leaving them broken here e
there and varying their thickness. Finally, make a
simple thumb silhouette, first with your light wash and
thenwith some shadow wash. This isn'treally neces-
sary, but it helps make the hand Iook a bit better.
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Hands in
Detall
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In this demonstration, we'll continue to paint
simple light and dark shapes; but we'll also go a bit
further and concentrate not only on the large
planes that give the hand form but also upon the
smaller shapes that give the hand character. How-
ever, as you've seen in earlier demonstrations, the
student usually has to decide whether to concen-
trate on the big, simple shapes that indicate mass
and volume or on the small planes and wrinkles
that give the subject personality and character. My
advice is stifl to make your development of big,

But | think you'll manage if you recognize these
relationships and continue to think of the fingers
as an extension of the wrist. As you sketch, re-
member that hands are very graceful, and use
graceful, flowing lines. It's important not o start
out with a tightly clutched pencil and a tortuous,
stiited line.

InStep 4, I've added more accents than we used
inthe previous exercise, but 've continued to un-
derstate the small forms. As you complete this
step, see how much detail you can add without

simple forms first on your list. A head
orhand that has overall dimension will always be a
valid form whereas a head or hand that lacks gen-
eral form and is merely a confused jumble of de-
tails will almost always be a failure.

The hand I've drawn for this demonstration is a
bit more complicated than the sketch we did for
the previous exercise: |'ve indicated more relation-
ship between the fingers, the wrist, and the arm.

losing that's soimportant. If you're a
“detail person,* add wrinkles to your heart's con-
tent—but be sure they don't overcome the simple
form and graceful action of the hand.

We'll assume that the light is coming from
above, so the major shadow shape will be on the
underside of the hand. Continue with the same
materials you've been using all along



Hands in Detall: Step 1. Draw the hand, using the
same method outlined in Demonstration 13. I've left this
stepincomplete to show you that the wrist lines extend
toform the outer boundaries of the first and fourth fin-
gers, Begin witha flowing line that will give you a foun-
dation for the specific forms you'll developater. Don't
start out with the specific shapes

Hands in Detail: Step 2. Now complete the drawing.
I've developed more definite shapes, but the flowing
lines are siill very important, In your usual light value,
washinthe hand and try to develop some of the impor-
tant small forms of this particular hand, Nolice that |
haven't stayed religiously within my boundary lines.
Notice too how formless the hand looks at this stage.
without shadow shapes.
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Hands in Detail: Step 3. Mix up your dark wash, and
simply block in the shadow on the underside of the
hand. Try to get as much mileage as you can out of this
shadow shape. Let i go into areas which are not quite
inshadow but are stilldarker than middle lights. In other
words, generalize as much as you can with the many
areasin the vicinity of the shadow that are close tothe
shadow in value. Before your wash dries, soften some
areas where the boundary betweenlight and shadow is
subtle, at the forward edge of the shadow. Notice how
his soft edge describes the "fleshy’" areas in the
thumb, leaving the more “‘bony"* areas to be described
by a harder edge.

Hands in Detail: Step 4. Now for the shadow under the
firstfinger and the fleshy area at the base of that finger.
Avery hard edge separates the top plane of the thumb
fromthe underside of the first finger area. The first joint
of the thumb is bent, so the top knuckle is in shadow.
Once again, generalize with your shadow shape, allow-
ing some shadow to flow onto the top knuckle of the
thumb, This value difference between the two sections
of mbis bent—an ob

statement, but a good example of how planes of light
and shade can show the refative positions of forms
Leavea smalllight area at the end of the thumbto indi-
catethat partof the fingernail is n light. Don't try to be

- Now,
‘small shadow shapes, but remember—keep it simple!
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Peter. 8"x10", Fabriano paper. My son fishing from
ourboat, Although there are no distinct features in this
head, it still looks a great deal like Peter. | carefully
deliested he profe and trid o make he shape ol he
1 was quite
(hechance todevelop formin avery simple way, using
the light-struck sections of the back. Notice the
suggestion of lightjust above the trousers on the right
sideand the very subtle refiected light on the left side. |
blockedin the entire shadow using several colors, then
blotted the front of the torso with tissue 1o lighten the
reflected light. The
Gark blue but 1 | made them a5 dark as they actually
were, they would have completely dominated the
picture, and the head and upper torso would have
become secondary. Be sure—and be willing—to
understate colors and values in areas which you don't
want to be particularly important







Shirt with Pattern. 8"x8", Fabriano
paper. This pictureis very stark, with
light hitting only certain areas in the
head and shirt. The rest of the
areas—the hair and the shadows of
the face and shirl—are completely
lost. To relieve the monotony of this
rather stark picture, | quickly
developed some of the patterns in
the shirt. Although this was a very
quick sketch and | really didn't get
veryinvolved withthe pattern, | think
something like this could be carried
much further, with large, simple
areasused inconjunction with much
more invalved pattern areas
Remember not to paint all of a
picture the same way. When you use
detail n a pattern, iry to relieve that
defail and pattern with broad, simple
sections,

Portraits
in Black
and White



Preliminary Sketch,
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In this exercise, we'll start using the ideas we've
explored in earlier demonstrations. Much of the
material will be repetitious, but | feel that repetition
is one of the keys to learning, so bear with me if I've
covered some of this before.

My daughter posed for this demonstration and
she worked hard at it. If you have children, you'll
probably find them reluctant subjects. The novelty
of posing will soon wear thin for them, especially if
you paint alot—so don't feel guilty if you use pho-
tographs for reference. | used some Polaroid shots
myself for this project

One point about using photographs: at least for
me, they don't give life to the subject, and I tend to
Iabor over my painting when | work from a photo.
You can avoid these problems if you use photos as
a reference but try to work from fife as much as
possible. (You might also try painting children
whenthey're watching television. They might look
abitvacant, butthey usually stay stil as statues it

stand. As you getinto the habit of recording poses,
a sketchbook will come in handy. Even if your
drawings don't mean anything to anyone else,
they can be agood source of ideas for poses and
gestures for you. If you leam to paint people as
they really are—and not as they look when they're
posing—you'll be in good shape.

I've decidedto paint the arms and hands, as well
as the head, this time. This makes the problem a
litie more difficult but also more interesting. The
lightis coming from the right, so the left side of the
figure will be in shadow. The materials for this
demonstration will be the same as those we've
been using right along

In my preliminary sketch, notice that, although
my drawing seems spontaneous and sketchy, I've
considered two important elements: shape and
form. I've drawn elipses, or ovals, around the head
1o help create the feeling of three-dimensional
form. Remember that the head is a rounded form
and that the features should describe this round-

they'reinvolvediin a program.) Using
as your only reference is very difficult, soif you do
paint agood porirait completely from a photo, be
proud of itt

Thistime, as always, I've tried to use a natural,
“‘unposed" pose. | think the most commonplace
poses are usually the most interesting. Try to make
your subject ook just as he or she would if he were
just sitting and thinking. As you getinto the busi-
ness of painting people, you!l start to think about
gestures and to watch the way people sit and

ness. When you draw features, never place them
onastraightline opposite each other without first
establishing the form and mass of the head with
your elipses. As I've said, drawing is very impor-
tant, and this will be especially true in the following
demonstrations; so please borrow or buy a good
book on drawing. (Check the Bibliography in the
back of this book.) The time you spend on drawing
will pay offt



Child: Step 1. After you've completed your basic
over the skir the b

groundwith alight wash, and allow it to dry. Now, mix
upa dark wash—and make sure it's dark enough! You'll
usethis wash for many of your shadow areas, and you
should avoid restating it; 50 i’s better to make it {00
dark than toolight. Although the hair is blond, i
darkin manyareas; o cover most of it with this wash
andleave onlya few light areas untouched. Godirectly.
tothe shadow side ofthe hair, the shirt, and the arms.
Be careful of contours here, and try 10 make the
shadow descriptive of the shapes on whichit lies. Don't
get too involved with folds, but block in some of the.
folds of the shit that are in shadow. More important,
notice that all the shadows, regardiess of how light or
dark the area, are blocked in with the same wash for
now.
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Child: Step 2. Before this wash has a chance o dry,
soften some edges and make some middle values.
Starting with the har, lighten the top section with a
damp, clean brush. (Remember to give your brush a
goodshake after you rinse ittInthis case, there was a
bittoo muchwater in my brush, and the shadow on the
forehead was disturbed.) Without going back tothe wa-
ter supply, use the paint you picked up on your last
stroke o add some middle tones to the light side of the
hair, State the middle tones on the front planes of the
left cheek and soften the front of the nose. Even with all
this softening, many hard edges will remain and some.
new ones will be created. Don't worry about this. Soft-
ening every edge will just make your watercolor look la-
bored-over and "flabby. " Notice how dark the left arm
seems. I've used the same value in this arm that | used
inmy shadow area. Before it dries, I'll blot it with a tis-
sue o bring it up to a lighter value.
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Chil

: Step 3. A lot has happened! | think the picture
ith light,

lightshirt. Solet's throw caution to the winds and make
adark shirtand add some darker background. Now the
skin tones will be a light silnouetle against fairly dark

side of the head to make the left side of the face lighter
by comparison and create a feeling of reflected light in
the shadows. The eyes are looking down; the right eye
is hardly noticeable, since it's completely in shadow.
From experience, | know it's harder to paint an eye in
shadow, 50 let's merely state a darker socket area and
putolf the problem of paintingit untillater. Any feature
dl than

afeature hat isinthe light. | feel t's often better to leave
autor barely indicate features that are in shadow, but
often this isn't possible—it depends on the lighting
situation and how detaled and "finished” the picture
is going to be. Notice how fluid the painting is at this
stage.
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Child: Step 4. With the finishing touches, we'll be
done. Add the barest indication for the eye in shadow—
justenough toshowit's there. (1hadto blot this eye out
several times, wait o the paper 1o dry each time, an
try again, unti | got it right!) Now, harden some areas
and!ry (o make some features more definite. Lift outa
few areas of the hair in shadow 10 suggest reflected
light. Some dry brushstrokes and some folds added to
the shirt—and we're finished! I'm always afraid I've
gone too far, over-hardening and over-defining. It's
better to leave a picture understated than to work at it
toolong, or the result might be a haggard, lired paint-

ing!
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16
Young
Woman

In this demonstration, we'll have two important
lights shining on the subject. As you know, 've
been stressing the importance of using a single
light source to create one simple shadow and one
simple light area. This lighting situation is always
valid and is always the easiest way to show form
Onthe other hand, it's not always the most inter-
esting way to illuminate the subject. By now, you
should be ready to try something a bit more adven-
turous.

Inthis case, we'l sill have some definite shadow
shapes to work with, because one light will come
from either side of the head to create a shadow
shape almostin the middle of the face. This light-

is similar o the h

tion on Rim Lighting, p. 34, except that the shadow
won't cover the entire front of the face this time.
The main light will come from the left side; the sec-
ondary light will come from the right and slightly
behind the head. This secondary light creates a
smaller area of light on the right side of the face
than the main light does on the left. The left side
will be almost completely out in the light, while the
right side will be partially in light and partially in
shadow.

We'll concentrate on structure here, and I'll try
1o show you how light and shade can create the
three-dimensional form of the head, We'll try to
createthe feeling of the skull beneath the surface
details—such as the eyes and mouth—that we nor-
mally see. Of course, in some lighting situations
it'simpossible to see this structure. This is true, for
example, when we have a diffused light coming
fromthe front. In this case, we see practically none
of the bone structure but only the features. There's
nothing wrong with this situation, P

ers handle it very well; but unless you know the
structure, the features you paint will often appear
tobe floating in a void. Inthis demonstration, we'll
almost forget about the featuresin an attempt o in-
terest you in structure.

As you make your preliminary sketch, keep it
loose and spontaneous; the features are going to
be vague. Concentrate only on their positions in
relation to each other and to the head as a whole

Preliminary Sketch.

YOUNG WOMAN 109



Young Woman: Step 1. Wash in the entire head, in-
cluding the neck, with a light wash. Allow this to dry.
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Young Woman: Step 2.Now mix up a much darker
tone. You'll be drawing parts of this dark wash out into
the light, so start with a darker wash than you think is
necessary. (Remember that your wash will dry lighter
thanit seems when you first apply it.) Load your brush,
giveit agood shake, and startwashing in the hair. Con-
tinue the shadow on to the rightside of the face without
interruption, and don't make a distinction between the

his darker wash sh dth

o
areaabove the lip, stopping about three-quarters of the
left

i the light
onthe left. If your wash is 100 dark, be ready 10 go back
foyour waler jar and rinse out some of the darker color
Blot or shake the brush 1o get rid of excess moisture,
then go back (o the paper.
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Young Woman: Step 3. Allow this second wash to dry.
's pos: g
a pause, but | think it would be easier 10 take a break
and allow everything to dry. Now, the left eye is quite
dark, somixup an even darker wash than you mixed for
itin. Thenr the
right side of the face, sing one connected stroke. Your
brush shouldn't leave the paper as it follows the front
plane of the cheek down around the contour of the lip
andback tothe undersection of the mouth. This wash
should be your final large, dark wash, although you'll
need a few smaller, darker accents. Try to make this
large shadow area dark enough and as accurate in
contour as possible.
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Young Woman: Step 4. Now brush the dark shadow
places, working it down

and the neck with a damp brush. Notice that I've re-
stated the hair and allowed it to blend with the middie
valuein the ight side of the forehead. 've also drawnin
a shadow shape under the nose to indicate the cast
P fromthe
face. | think you can see that the main shadow onthe
right side of the face has become lighter as | worked it
outintothese areas. lf you didn't start out with a dark

ightening
any feeling of shadow, and you'll have to restate it. If
youdid start with a dark enough wash, there's no prob-
lem; just be sure the face is dry before you make your
restatement.
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Young Woman: Step 5. Now, for the final step. The
Tight eye s quite dark, so give this another wash. Be
carefulto show the form of the eyeball here. The dark-
near! the
becomes sligntly lighter across the eyeball, then quite.
darkagain just before you reach the small light-struck
area on the far right side of the face. Now harden up
some edges and soften others, You can see agood ex-
ample of edge variety on the left side of the face i this
illustration. Restate the dark accenton the cheekbone:
ontheright side of the face to show the bony structure
of the face. Notice that, except for the eye area, this
small accent is the darkest shadow area. The edge of
this accent should be quite hard before it meets the
‘smalllight-struck section of the cheek. Restate more of
the background and add a few minor details. Now we
have a face that’s quite featureless: but try 1o think of
this demonstration as an exercise, rather than as a
guide to a finished painting.
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Preliminary Sketch.

4and 5 that we still have the overall

Inthi we'll different
approach: this time, lighting will be a major factor
aswe begin painting the head. | feel that painting
light is as important as painting a likeness or a
characterization, and | always strive for a feeling of
light in my paintings. The effect of sunlight on a
head or figure never fails to “grab” me. The large
and small patterns that result from sunlight striking
acheek or an ear can be the whole point of a paint-
ing for me. Inthis exercise, we'll ry o capture the
feeling of sunlight using only light and dark values.
Color is also very important, but here, let's see
what we can do with black and white!

Our subject will be a young man, looking to the
fight (the painter's right), with the sun behind him.
Most of his face will be in shadow, but there'll be
some light striking his ear, cheek, and hair, and
we'll leave the white paper untouched in these
light sections. In Step 3, notice where I've placed
my darkest shadow areas. Asa rule, you'll find the
shadow is darkest along the line where it meets the
light area, because this strip is usually on a plane
that does not catch either reflected or directlight

In this case, for example, the shadow on the
front plane of the face is catching reflected light,
theside plane s in direct light, and the strip be-
tween is darkest. This strip does not face the
source of the reflected light, nor is it turned to
cateh the direct light,

Inthis view, with so much of the head in shadow,
it's very important that you don't allow your darker
darks and your lighter areas of reflected light to
confuse the overall value of the shadow area. No-

feeling of shadow on the front of the face, and that
no shadow area s as light as the main fight area.
(We'll make this very important distinction be-
tweenlight and shadow by covering all the shadow
areas with amedium wash in Step 1; we'll leave the
white paper under the main light areas un-
touched.)

Notice alsothe features that I've added in Step
5. They're subtle: they must not be too dark, or
they'll look more like holes in the head than like
eyes, nostrils, or mouth. The features must be just
dark enough and no darker. I'd strongly advise
that you make the features hardly noticeable,
rather thantake a chance that they Il be oo dark. If
youstudy many heads in shadow, as | have for this
book, you'll see what | mean.

When you paint teeth in shadow, remember to
paint right over them with your shadow wash. In
some cases, you might blot them a bit to make
them slightly lighter than their surroundings, but
never use opaque white or leave the white paper
under them untouched. The same goes for the
whites of the eyes. In both cases, you can offset
these features by adding a few darker accents. In
Step 5, for example, I've added some subtle darks
on each end of the mouth

Your materials will be the same as usual. Be sure
your brushis stillin good shape, after all the dem-
onstrations (I hope) you've been doing! It should
still point nicely. You cantest it by giving it a shake
and running italong the palm of your hand.
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Young Man: Step 1. On your palette, mix up a fairly
dark value—darker than the first washes you normally
mix, but notas dark as your usual shadow value. Load
your brush, shake out the excess moisture, and blockin
the big dark areas. | often establish my final shadow
value in this first wash; this involves some very sublle
work, using both wet-in-wet and lifting out lighter areas
‘while they're still wet. For this demonstration, we'll es-
tablishthe lighter values now and add the darker areas
i . The hairis also quite i
volved, 0 for now, don't do much to it. Remember to

light-struck section of the neck.

touched, as well as th
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Young Man: Step 2. Now soften the edge that sepa-
rates light and shadow on the cheek to show the
rounded form of the cheek. Notice that the edges on
thecast i hen, on

o i
brush, so don't get too involved—just make a start and
save the finishing touches for later.
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Young Man: Step 3. Putin some darker hair values
near the ear and forehead and, while they're still wet,
scratch out some lighter strands. With a darker strip of
wash, restate the edge plane that runs up the cheek.
Trytomake this stripquite dark, since it will be diluted
and lightened as you soften edges and make the neces-
sary gradalions on either side of the edge plane. I've
started adding some background to offset the light-
struck sections in the hair and back of the neck. The
subject is smiling, so the dental arch is turned back
slightly to form a partial side plane. Add a little darker
wash here and along the nose—another plane that's
turned slightly away from the reflected light. Establish
t

e mouth P
inthe lips, and developthe planes of ighter and darker
values around the eyes before you put in the lids
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ik

.10 dual
i final step.
ic work in Step 3, but the finishing touchesn these fi-
nal steps will bring the picture together and give it real-
ity. Up to this point, we've been interested only in
establishing the structure and simple planes of the
head. In this step, don't let anything destroy these
simple planes as you add more detailto the eyes, nose,
andmouth. As!'ve said before, the greatest danger is
thatyou'lallow your interest in detail and character-
ization o destroy the simple planes and the form of the:
head.

YOUNG MAN 1



Young Man: Step 5. Create a feeling of teeth by adding
some sublle arks on each end of the mouth. The.
whites of the eyes don't really show up in this particular
head, so don'tworry about them. Scratch out some hair
strands and add more drybrush, both in the hair and
skin. After your basic values and edges are established,
youcan add very careful drybrush work o suggest tex-
ture andto darken a few areas that need help. Drybrush
is also helpfulto soften edges, but don't overdoit. I've
usedalittle drybrush on the edge of the cheek, where it
emergesintothelight. This step has more of an impres-
sionof detail, since I've used more drybrush, butit's stil
quite broad and simple. It's not the detail that makes
this head effective; it's the simple planes of light and
shadow that make it work

[

3
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Older Man
with Beard

Preliminary Sketch.

Inthis demonstration, our subject will be an older
man with light hair and a beard, with a simple direct
light shining on the front of his face. This light will
bring outthe many small planes that describe and
give character to the features of older people. In
the proper lighting situation, these planes make
painting older people both fun and easier than
painting most younger people. (One exception to
this is men from their twenties on: their strong,
salient features make them relatively easy to
paint.) Children are more difficult to paint because
they have smoother faces, and their features are
not as developed or apparent as those of older
people. And problems also arise in painting
women of all ages! Obvious planes of light and
shadow can make their features appear "'craggy,
ess obviou:

proach is desirable—with more subtie light and
dark planes indicating the smaller features.

Older men, however, provide the painter with an
excellent opportunity to develop the small planes
that givethe head "character,” and their obvious
features are really quite easy to paint. Because of
this, | think this demonstration will be fun—and a
bit simpler than some of the preceding exercises!

For this demonstration, you'll be softening many
of your shadow edges before they dry, to show the
rounded shapes of the cheeks, forehead, etc. Re-

member never to soften all of your hard edges sys-
tematically. Try to retain some of the prominent,
definite structure in this subject's face. Some
“blurs” will be:an asset to the painting, of course,
butdon'tlet too many areas of your shadow wash
blend with the wet background. If you over-soften,
the structure will be lost and the face will look like @
marshmallow. Remember also to make your
shadow shapes dark enough. Try very hard notto
be timid about your shadow washes, or your shad-
ows will be too light!

I've heard paints thatth a
painting is more difficult to paint than—and cer-
tainly as important as—the head itself, and I think
these are two good points for you to keep in mind.
Painting the background in the right value is as im-
portant as painting the face in the right value: a
background that's too uniform or too dark kills
the atmosphere—the feeling of "air"’—in the pic-
ture; and a background that's too light won't offset
the subject properly. So, as you complete the head
inthis exercise, try to work in on both areas—head
and background—at the same time, with equal
thought and effort

Gontinue to use the same materials you've been
using right along. Sketch in the head, using your
2B pencil. We have a profile here, and the features
are quite easy to “catch hold" of.
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OlderMan: Step 1. Mixupa normal light to fairly light
wash. Load your brush, give it a good shake, and wash
inthe face and background. Don't work on the areas of
the hair and beard that are effected by the direct light.

ice that
of the hair are included in this light wash.
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Older Man: Step 2. Now for some darks. Mixup a dark
wash on your palette, load your brush, and give i ne
. Start ol

ite, “blocky” shadow shapes on the forehead. Don't
paint over wl

the darker background. State some very definite arks
aroundthe eyes and nose, keeping the painting fluid as
You control the areas where the wet background and
the wet shadow wash blend. I've left most of the @ark
statements on the forehead and around the eye and
cheek as | originally stated them, doing no softening
here, 50 you can see exactly how directly you should
work. On the nose, however, I've started softening the
mid-section, where the nose normally flares out a bit
toward the cheeks.
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Older Man: Step 3. Now, work back and forth between
backgroundand head, as you finish “washingin” both.
Inmy illustration, notice the areas in the hair, the eye-
brows, and the lower cheeks thal I've blotled with a tis-
sue. | did this to create the lighter values in the hair
areas and also to make soft transitions between ski
hair,

your shadow shapes, but remember to leave some of
them hard. You can see the contrast of hard and soft
edges quite clearly in this illustration.
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Older Man: Step 4. Darken the background and
“tighten"" up the head. Scratch out the rim of light that
runs down the front of the nose. I've added glasses, but
noticethat | haven't rendered the rims completely: I've
just suggested them. |'ve also scratched out some
highiights on the glasses with my razor blade, as well as
some strands of hair, which catch the light. Again, don't
overdo it with your razor blade! Consider shapes care-
fully here. For example, the nose isn'tjust any nose, it's
a specific nose. The hardening and softening of the
boundary between the Ilgm-slmck rim and the snde

nose. hope you're aware of the sublety inan area like
this. It really makes a difference!
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In this demonstration, we'll paint a subject with a
dark complexion, under a fairly strong light
source. Our problems here won't differ greatly
from those we've had in previous exercises: the
only important difference will be in the contrasts
between light and midde values. In a light com-
plexion, the light values are quite close to the

. with the major i
between the light and the shadows. However, ina
dark complexion, the middle values tend to be
much darker than the light areas and are usually
closer to the shadow in value. In other words, the
greatest contrasts in a light complexion occur be-
tween the shadows and the lights, while, in a dark

between

skin 1o hair will make the hair look like a wig. In
Step 4, when you restate the areas of the hair in
light, don'tpaint right down to the point where the
hair meets the skin. Keep your darks in the central
hair areas, so that you develop a gradual transition
from skin to hair. In the illustration for Step 4, no-
fice thatI've worked my dark wash around from the
lightside of the hair to the shadow side of the face
andthen worked it infothe side plane of the head
that is in shadow.

As you restate your shadow areas, hardening
and softening edges, try to avoid any sense of
hardness or a metallic look—and be sure your
boundaries are as accurate as you can make
them. asyou “find" your boundaries,

the lights and the midde values.
Asyou blockin your light, middle, and shadow

values, be sure you understand the reason for giv-

ing a particular area a shadow, middle, or light

and take your time deciding where they'll be. In
Step 4, for example, notice that I've added a dark
value with amore definite edge under the chin to
give this area more definition. Near the right eye,

value: tt h depends on the posi-
tion and strength of the light source—or sources—
aswell as onthe structure of the head. Never drop
in lights or darks without a reason. I've included
the sketch on p. 127 to show you why certain
areas of this particular head should be light in
value. The very light areas on the head will indicate
where the ""corners” of the planes (the edges
the
light. In a light complexion, we might simply high-

v much le of find-
ing edges, where I've started to define the bound-
ary of the head in shadow.

In the same illustration, notice that I've picked
upthe beginning of the jawline under the right ear.
Thetrick here s to avoid working with one contin-
uous dark outline around the face. Instead, pick up
adark here andthere, and gradually work in dark
areas around the face. You'll eventually connect
these areas as you finish the head

light ;and, hould under-
play highlights, it's very likely that we’d make these
corners only slightly lighter than the adjacent
plane of light. However, in a dark complexion,

re much d
we'll make them significantly fighter than the adja-
cent light plane

Remember also that an abrupt transition from

I'vealready st importance of develop-
ing the structure of and area before adding the de-
tails. In'Step 4 again, notice that | haven 't worried
about the whites of the eyes: I've painted right over
theareathey'll be in and stressed the form of the
eyeballs and sockets. Use this principle as you
work on the mouth, too: keep the form of the curve
of the teeth in mind, and don't draw the lips with a



straight, dark line. This model has a prominent
tooth line, and the upper lip doesn't project very
much; sothere’s no dark shadow below the upper
lip (although this lighting situation could create
such a shadow, if the upper lip projected far
enough).

When you complete Step 4, the form of the head
should be well established, and your job in Step 5
willbeto complete the head without doing damage
to the three-dimensional form you've developed.
As you add more darks to the hair and continue to

try
of very dark hair without painting it as a flat, dark
mass. In my llustration for Step 5, take a look at the:
softedges and the value variations in the hair. The
lighter areas among the darks are subtle, butif you
look closely, | think you'll see them,

In this final step, you'll also add detail to the
eyes. Again, work slowly and remember that the
iris must always appear o be part of the eye as a
whole. Never indicate an iris with just a big, black
circle. (Notice that I've added soft edges around
the iris of each eye.) As a rule, you should try to
add a bit more detal to the eye that's out in the
light, or closer to you, whichever the case may be.
You'llalso see that I've scratched out some high-
lights on the nose and around the right eye in Step
5. Use thistechnique very carefully: try notto dig
into the paper, but gently remove the paint from
the surface.

“This will be our last demonstration using grays. |
hope you've leamed something about using val-

int. In the
strations, we'll add another dimension to our paint-
ing by using color; but the principles you've
learned so far will still be extremely important

TFrowt plaws

CorNers”  Indicataat |

Wi very  dARK lives-

QuR Lightest  lights  wril
foond oM Some of thae

Corners~

I've indicated the “‘corners™ of planes here with very dark lines. These will be the lightest
areasof the face. They're catching the light and, in a dark complexion, they're lighter than
the adjacent planes of light.
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tep 1. Make your preliminary
3 re

yourfi

ou'd mi

for Naturally, there'

we're generalizing here to find a light value that will
work in most situations,
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Dark Complexion: Step 2. The light is coming from the
fight, 0 mix up a dark shadow wash and block in the
shadowshapes on the leftside of the face, washing in

the darker hairat the same time. Be sure these shadow

thework as you develop the head. Sofar, this s just the
‘same procedure you've used right along.
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le your
and hair areas are still damp, allow your darks 1o flow
out into some of the areas that you left untouched in
Step2. Continueto leave untouched the areas that will
beyour lightest lights: the nose, the area above the up-
per lip, the top plane of the right cheek, a spot on the
forehead, and the lower lip. Form the bottom plane of
the lower lip by extending the shadow that runs down
the left side of the face. Allow these middle values to
dry.
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Dark Complexion: Step 4. In these final steps, you'll

oth your ights; but,
by now, they should be generally the way you'll want
them in the final stage. Back to your palette: mix up a
ich, dark value and restate the shadow shapes and the
darker values inthe hair. On the mouth, add a few dark
accentstoindicate the division between the lips. Begin
withthe darker accent at the right corner. Then, in the
center of the mouth, add an accent that's not quite as
darkas the one you used at the Gorner. Leave the lower
lip as a lighter value. Indicate the form of the eyeballs
and sockets with dark accents at the corners.
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Step 5. Now that you"

theform of the eyes, all you have to do is add the eye-

irises. Begin by filling in iris with
amiddie value. Then, while this wash is still wet, adda
verysmall black dot at the top, using wet-in-wet. Next,
indicate the lower lid with a lighter strip. (You might also
scratchthis out or dampen the paper and liftit out with
yourbrush to create alighter value.) Now, darken the

the righteye, g
the rounded form within the socket. Use the same
dd

Notice that I've softened the cast shadow under the
noseandaddeda dark accent for the nostril. I've also
useda darker wash onthe right side plane of the face,
leavingthe right ear and the front plane of the cheek as
alightvalue. Finally, darken the plane under the lower
lip to make the mouth appear to project.
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We've finished with grays, thank goodness! We'll
do the remaining demonstrations in color, and
they should be more fun

In addition to being fun to work with, color also
provides us with another ool to use in creating
three-dimensional form. As you may already
know, cool colors—blues, blue-greens, and pur-
ples—tend 10 "'go back'" or recede, making the
cooler areas of a painting appear distant. On the
other hand, warm colors—reds, oranges, and yel-
lows—tend to "come forward,"” making the
warmer areas of a painting appear closer to the
viewer. This means that we can use cool colors in
areas that we want to appear distant, and warm
colors in areas that we want to come forward.

Naturally, this is a simplified explanation of the
use of color. Sometimes, we'll find a warm areain a
distant spot and a cool area close to us. For ex-
ample, the ears tend to be warm, while the area
aroundthe mouth is usually rather cool. We'll get
into the specifics of where to use what color as we

tones. It will also be easier for you to follow the
color demonstrationsif you use the same colors 'l
be talking about to mix your washes

Cadrmium red light My “basic" red. It's really the
only red | use to mix flesh tones. I've used cad-
mium red medium and cadmium red dark a few
times without good results. In all honesty, | prob-
ably didn't give these darker reds a fair chance,
but, as far as 'm concerned, they just didn't result
in good flesh tones.

Alizarin crimson. This coloris very strong. Ithas a
very great tinting power and tends to dominate a
mixture if the other colors aren't also very strong.
Alizarin is a must for mixing rich darks in darker
complexions, clothing, hair, and backgrounds
Have it on your palette, but be careful when you
use it in lighter complexions.

Gadmium orange. | don't use this color very often
and | rarely use it as an important part of a flesh

go through the following color
For now, I'l list a variety of tube watercolor

Butatouch of orange can be useful
in pepping up a light area that's too cool and
hed-out, and it breathe life into

paints | think you should try. T y per-
sonal preferences: if you've developed a palette
you like, you should certainly stick with it. Golor
selection is personal, and we all have different
ideas of what makes good color.

However, the colors | list here may appeal to
you, sodotry them! I've suggested them with ease
of handiing in mind: you'll find that many colors
are hard to work with when you're mixing flesh
tones, and that other colors may be simple enough
to handle, but don't result in very exciting flesh

a light flesh tone.

Cadmium yellow femon or cadmium yellow pale.
Both excellent yellows. They're the only cadmium
yellows you really need. I ind cadmium yeliow me-
diumtoo “'hot," but many artists like it very much.

Hooker's green. The most useful green. Some art-
ists prefer to mix up their own greens with blue and
yellow, and you can get by without a tube of green.
Personally, | like o have it ready-mixed, and | al-



ways have Hooker's green on my palette.

Sap green. This is weaker than Hooker's green
Again, you can get by easily without this color, but
1 use it quite often.

Viridlian green. This is a very basic green in oil
painting, but | find it too cool and metallic for wa-
tercolor.

Gerulean blue. Thisis a very useful color and one
that finds its way into all of my complexions. | like
its suble, delicate mixing qualities. It's very easy to
handle and it doesn't dominate a mixture,

Phthalo (phyhalocyanine) blue. Thisis the oppo-
site of cerulean blue. It's much darker, richer, and
stronger. Like alizarin crimson, it has greattinting
powers and will dominate any combination if it's
not used carefully. It's necessary for mixing rich
dark colors. | use it often with alizarin crimson;
these twostrong colors are an even match. As you
gain experience, you can use Phthalo blue in
place of cerulean blue in very subtle, lighter areas.
It's a beautiful blue when it's used well

Uttramarine blue. | always used this as my dark
blue until | discovered Phthalo blue. I's easier to
handle, since it's not as strong as Phthalo; but, on
the other hand, it has a certain harshness that |
don't care for.

Yellow ochre. | use this color a great deal to mix
fleshtones, and | interchange it with my light cad-
mium yellows. Yellow ochre is a weak and subtle

I'm concerned, these colors are necessary to any
watercolor palette.

Raw sienna. This is a darker version of yellow
ochre. I's very usefulin the shadow areas of flesh
tones.

Burnt sienna. | don't use this color in flesh tones,
butldo use it a great deal in other areas. It mixes
well with blues and greens and can make some
fine darks, as well as some handsome grays.

Raw umber. This s a darker version of raw sienna,
and you can get along without it.

Burntumber, This coloris amust. It's the darkest
earth color: it comes out of the tube just a bit lighter
than black. | use it a great deal in my darkest areas
when | paint a head. It mixes well with blues and
greens: burnt umber and any of the blues make a
very nice gray.

Black. |don'tuse black much, but l always have it
handy. | don't agree with the idea that one
shouldn't use black, but do feel that it can be over-
usedinadark. It seems that, when students want
to make something darker, they automatically
think of using black. Unfortunately, black doesn't
mix well with many colors and, unless you know
whatyou're doing, I'd suggest you use burnt um-
beras your basic dark. As you'll see, | usually sug-
gest mixing Phthalo blue with alizarin crimson,
burnt sienna, or burnt umber to make the darkest
darks. Experiment with black, and observe its
for yoursel

yellow that ly. This and
umbers listed below are the earth colors. As far as
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Now that I've suggested a palette of colors, Il dis-
cuss thevarious mixtures of those colors I'll be us-
ing for the following full color portraits. I'lldiscuss
mixing only flesh tones here, because | think that's
the area that troubles students most

Naturally, there's no single way to paint flesh
tones: complexions differ from one subject to an-
other. But it's certainly possible to generalize to
some extent, so 'l outline some general combina-
tions you can use to paint light and dark com-
plexions. | don't say these are the only mixtures to
use—the colors you use will be your mark as an
artist—but start by using these colors and then ex-
periment with your own mixtures.

| generally use these basic colors for mixing
flesh tones: cadmium yellow pale, cadmium yellow
light, cadmium yellow lemon, yellow ochre, raw
sienna, Hooker's green, sap green, Phthalo blue,

Forthe ligh 1

Nhether
or yellow ochre depends on your own feeling
about the complexion. | think the cadmium yellow
creates a fresher complexion tone, but yellow
ochre is easier to handle.

Justremember that a lttle bit of any yellow goes
along way when you're mixing it with red: start
with avery small amount of yellow, and see what
happens. Remermber also that the combination on
your palette will look different when it's applied to
white paper, 5o be sure o test each new mixture.
Thefirst result probably won't be satisfactory and
you'll have to continue mixing. It's impossible for
me to give you any more specific instructions on
mixing: | can'ttell you exactly how much red you
should mix with exactly how much yellow. Mixing
takes a great deal of experience, so just experi-
ment with various ratios of red to yellow. (When

oufinish besure o rinse your

use cadmium red light mixed with cadmium yellow
pale or cadmium yellow light. | occasionally mix
yellow ochre with my cadmium red light for light

brush before you add another color.)
Now, let’s try some of the various combinations
you can mix for light and dark complexions.



Cadmium Yellow Lemon and Cadmium Red Light.
Here. | mix cadmium yellow lemon with cadmium red
light. Notice mdx ! place these colors about an inch
apart, Then | g (© the water supply. rinse my
b, and, w8 damp brush, come back and draw
the 1o colors together 1o create a fairly light com-
plexiontone. Actually. I've used a bit too much water in
this particular swatch and the result is a bit 100 light.

Cadmium Yellow Light, Cadmium Red Light, ana
SapGreen. Instead of

Yellow Ochre and Cadmium Red Light. In this case. |

subslitute yellow ochre for the cadmium yellow. The re-
sultis very similar tothe firstswatch, and I'm sure it's
impossible to tell the difference betwoen the two
blended areas. It's quite safe 10 say that you can use a
cadmium yellow or yellow ochre interchangeably.

Light, an
Now we're getting into dark complexions. Here, | use

tim
substilute sap green. The result is quite iterem: m.

terina compiexion that's on the yellow side, while biue
ismuch better in a fair complexion.

stead

colorstogether. The resultis much darker than the
vious swatches.

cadmium yellow, and less water o m these

Yellow Ochre, Cadmium Red Light, and Cerulean
Blue. Now | mu athird color—cemlcz\n blue—to my

ofthe yellow- rod combinaton and a3 you 'llsee inthe
following demonstrations, many areas of the face are
very cool. Notice what happens here when the blue s
mixed with the yellow-red combination. We cansee the
warm color slowly changing and becoming much
cooler.

Raw Sienna, Cadmium Red Light, and Hooker's
Green. Finally, | substitule Hooker's green for the

for

y we twomix-
tures for Gark-complected people and for shadows in
light complexions.
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Now I'll combine the principles and techniques of
using and mixing color to show you how to paint a
full color portrait. My subject will be a girl, mostly in
shadow, with the light coming from behind and to
the right
This is a good lighting situation to work with
when you're using color. As a rule in this back
lighting situation, the shadow areas have many
color changes but few value changes. while the
light areas have fewer color and more value
changes. Keep this rule in mind. Although you'll
find many exceptions to it, | think it's safe to say
that shadows in this lighting situation are simple in
terms of value, without a jumble of value changes.
Of course, other lighting situations do create ex-
citing color changes in the areas in light. Butin this
exercise, there aren't many color changes in the
light areas, and most of the action—as far as color
d—willtake place in ar
Whenever you painta color portrait, ry to cap-
ture the particular complexion of your subject. Re-
member that colors vary from one face to another:
some complexions are very cool and seem quite
gray, with very litle red or yellow in them, while
other complexions are warm and appear very red
or very yellow. Generally, I've also found that the
middle section of the head—the ears, cheeks, and
nose—tend to be warmer than the forehead and
the chin,
The procedure Pll use here is the one | generally
use n painting color portraits, with minor vari-
ations that depend on the lighting situation, the

subject, and my desire to experiment. I'll take
some time to make my sketch fairly accurate. I'l
use abasic oval as my foundation and Il use el-
lipses to indicate form and the placement of the
features. Il use the same materials we've used all
along, and the palette of colors | suggested in
Demonstration 20.

Preliminary Sketch.



red light,

Girl: Step 1. | mix my initial wash with
) f cerulean blue (or sap green).

Theresult of adding this 1hird. cool alor tothe wash will be.a father subtle ransition
between the warm and cool areas on the face. | blockin the left side of the nose, the
left cheek, and both eye areas.

Girl: Step 2. | extend my firstwash to cover the left side of the face and neck, paying
attentionto the contours of the riose, the upper and lower lips, the chin, andthe neck.
(Notice that a “balloon"" has developed inthe neck and that an area of the left cheek
is too dark. I'llignore these bothersome mistakes for now. They'll probably be hardly

)Now| of cerulean blue on my palette,
loadmy brush and shake it, and start washing in shadows wel-in-wet. | work upward
fromthe warm wash, drawingthe cooler color tothe left temple, across the forehead,
and around to the right eye socket. | leave a small finger of light jutting into this
shadow, as the beginning of a light rim on the top plane of the nose,
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Girl: Step 3. Without pausing, 1 work the cool wash down into the lower cheeks, the
moutharea, the chin, and the neck. Then I mix some Gool color into my basic warm
washand blockir the shadow onthe right side of the face. This areas not as close to
Usas theleft side of the face, 5ot should be cooler than the closer areas. When the
washes on the face are just damp, | start blocking inthe hair, sing burnt umber and
burntsienna mixed with cerulean blue. Then | use undiluted cadmium red to begin
biockingin the headband. (Notice that, even with pure pigment, some of the red has
bled into the hair. I'll fix it later.)
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Girl: Step 4. | complete the headband, hair, and shirt, occasionally blotling those
areas with atissue tolighten them, (0 suggest texture, and 1o soften edges. Now | try
tosuggest the eyes while | keep them soft and indistinct. | begin with light brown
washes and slowly work toward the area where I'l place my darkest dark. For this
very dark accent, | use pure burnt umber with a touch of cerulean blue, and | make
only a very small dot. | darken the complexion by restating the dark rim along the
nose and suggesting shadow on the front plane of the face. Then | add a dark accent
atthe light cormer of the mouth. While the headband is stll wet, | scratch out some
highiights. When the washes on the face are dry, | darken them to make the planes
more definite.
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Oriental
Child

Preliminary Sketch.

My subject this time is a Japanese boy, under a
ratherstrong side light. The right half of his face is
in shadow, while the left half is in the light.

1l use the same colors here that I've used all

than in the shadows, which are painted with just

one value. The shadows here aren't really more

colorful than the light areas, although I've added
strong

along: the only real myp
be that Il use the colors in different proportions.
My first wash will be darker than one I'd mix fora
light complexion, because I'll need a lower range
of valuesin the shadow areas. However, the areas
of the face that are in the light won't really be much
darkerthan those of a light complexion. To me, the
complexion of Oriental people doesn’t seem much
darker than that of white people: | think the more
obvious difference between the two races is in the
construction of the features.

There are some interesting shapes in this head
For example, the right ear s quite prominent, and
I'e tried to develop the interesting shape in my

der the right ear. | think it's a good
practice to goalittle overboard in some areas and
make a good, strong statement of color. Even it
you dothisin avery small area, it might help youto
get out of the habit of using bland color.

When you work wet-in-wet, as | will for this paint-
ing, remember o use enough pigment. Even if you

ts show up,

it'sall right. The contrasts may look too obvious at
first, but they'll probably blend with the rest of the
‘wash as it dries—and color contrasts will add ex-
citement to your paintings! it's much better to use
strong color in your first steps than to have a weak,
washed-out look

preliminary sketch. N
tween the shapes of the right and left sides of the
head. The lower right cheek is definitely angular,
while the left side is described by a gentle curve

The nose, which s rather lat, also needs a ot of
attention. Take a look at the sketch below and
you'll see what | mean. The “‘wings™ above the
nostrils are important and should be carefully de-
lieated. When | paint n the noso, i istcover it

i K hto
the ip ofthe nose on the shadew side. Then, Il

plane of the wing on

sideandadd the darker nostris o bring the whole
nosearea into focus. The nostrils shouldn't be as
darkas the eyes, or they'lllook like two holes inthe
face, o I'll use burnt sienna and burnt umber for
the nostils—not black or Payne’s gray.

Inmy finished painting, I'd like you to notice that
there are more value changes in the light areas

S10€ AL

The "“wings” above each nostril are catching
lightand should be lighter in value than the side
planes of the fip of the nose.
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Oriental Child: Step 1. | mix up a rich wash of cadmium red light, raw sienna, a very
lttle bit of cerulean blue, and sap green (1 could also have used Hooker's green).
‘want only a very small amount.of cool color in this first wash, since | want it to have an
overall feeling of warmth. You can see that redis the dominant color. As | work out
toward the boundaries, | add more cerulean biue on the right side of the head, and
more sap green on theleft. (Again, | could have used Hooker's green.) | work quickly,
wet-in-wet, using more pigment as | add cool colorsto my puddie. The light is coming
fromthe upperleft, 50, before my first wash dries, | blot the upper left side of the face.
lightly with a tissue.

142 PORTRAIT PAINTING IN WATERCOLOR

Oriental Child: Step 2. | mass in the hair, using almost pure burnt sienna and
Payne's gray, witha lttle phthalo blue. The face has already dried, and a hard edge is
developingas |add the hair. This s fine on the left side, but | want a soft edge in the
shadow; 50 | clean and shake my brush and workit up into the hairto soften and lift

Iuse almost . but | substi-
tute Hooker's green for sap green tomake an even ethor waeh Working down the
middle of the head, | wash in my shadows broadly. developing the shapes of the
eyes, nose, mouth, and chin. Now | add more cool color—primarily cerulean blue—to
my puddle andwash in the right side of the face. Reflected light makes this area a bit
light~r than the center of the face, but not as light as the main light areas. While my
shadow wash is stil very wet, I run a clean, damp brush down the right side plane to
soften the division between the shadow and the areas of reflected light




Oriental Child: Step 3. Starting at the left eye, | soften the edge of the shadow
across the eye form, leaving the hard edge at the nose bridge. Then. | draw the wash
downinto the cheek and continue althe way down fo the chin fo show the front piane
of the cheek and to describe the high cheek bones. Quickly, 1 go back o the nose and
soften the border between light and shadow. work down lothe p o the nose, eav-

Oriental Child: Step 4. Now | try to give more definition to some areas and some.
features, while I retain the soft. “Iost"” quality in other areas. (First, | finish the back-
ground, 1o keepthe whole picture going at the same pace.) | paint the boy's white
T-shirt, which gives the picture a patier and design by contrasting strongly with the
darker values of the \\eaddud background. | restate the hair, adding darker values in
me strands. Next, |work info the eyes with a wet

ingthe hard edge of the cast shadow under it 1 soften and lighten fhe insi
thelips, butl leave a hard edge on the fop border of the section of upper hpthm sout
inthe light. This subject has a pronounced “flap"” of skin at the corner of his mouth,
S0l draw the dark wash down and join it up wilh the middie values on the left 1o ind:
cate this. | add some background, using red to mellow my Hooker's green, and then
adding some fawsiena and burnt ienna 0 the greenish wash. Before the eye areas
they e just damy ofthe eyelids and rises, u
ing plenty of pigment

brush, lfting out a light strip wheratholowor o catching some light. | develop the
mouth, leaving the darkest area at the left comner and breaking the division between
the lips at several places. | work quite hard to detine the chin and the darker area
belowthe lower lip, pulling in darks and blofting them with a tissue until the values
areright. Finall,. | add some shadow areas 1o the T-shirt, using lighter shadows here
because the shirt tself is light
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Bearded
Lobsterman

Preliminary Sketch.
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In this. d I'll use washes
initially; when they dry, I'll go into drybrush, apply-
ing pure pigment over the dried washes.

Thefirst principle | hope you'll keep in mind here
is this: after you've established your large masses
of light and shadow, solved your drawing prob-
lems, and developed some good color, you can
carry a picture just as far as you wish in terms of
texture and detail. To many people, detail is the
most impressive part of a good representational
painting, but this has always seemed wrong o me.
Even amateur artists can develop marvelous detail!
Ithink the trick really lies in the preliminary consid-
erations: good drawing, good values and pattern,
and good color. When you've solved these basic

find ized “lost" areas, is
10 deail, The fnished areas work so beautifully
with the lost, generalized areas that we have the
impression thatthe whole picture is highly ren-
dered

My friend Henley, who's a lobsterman on Mon-
hegan Island, Maine, is the subject of this demon-
stration, and I'm using photographs s reference. |
tookthese pictures of Henley while he was pulling
traps on what /thought was a very cold day in Feb-
ruary. ('m sure he found it quite mild.) | wish |
couldsay that | did the painting from life, butit was
fartoo cold for me, and there's no room on alob-
ster boatfor painting. | was especially interested in
the rakinglight that's coming from the left. It's hard

problems, the sky's the limit on of “fin-
ish'* you can add. (Remember, of course, that de-
tail must always be developed with the whole pic-
ture in mind. Detail must never take over and
destroy the good pattern and value range you've
developed.)

The second point | hope you'll remember is that

to like agreatdeal
of experience, so this is a case where | think it's
perfectly legitimate to use a photograph. Besides,
if Winslow Homer worked from photographs, so
can it

Thelightis coming from the left, behind the sub-
ject, and most of the head is in shadow; so I'llstart

youmust ot finish a picture to
all areas. To make some detail work, other areas
must be generalized and only suggested. Andrew
Wyeth isamaster at handling highly finished paint-
Ityou have an ity to see
an original by Mr. Wyeth, | think you'll see what |
mean. Atist,the whole painting will appear de-

right out with my shadow wash in Step 1. Asa rule,
I1try to go overboard with color when | begin to
block in my shadow washes. When | block in my
light wash in Step 2, I'llbe ready to wipe it out with
atissueif itlooks too dark or too strong. Don't be
afraid to usea tissue liberally for blotting and wip-
ing out. | use one often in a painting like this. I'm

tailed, with ry blade of gr:
fully, butif you really examine the painting, you'll

notatter wet watercolor look here,
and | won't worry about overworking the painting.



Bearded Lobsterman: Step 1. 1use mostly red, witha much ol iy Sleri behind

Bearded L

e my brush and dip it into cerulean biue mixed wih i ust a bit of water
Sincel' later,

y . Sol paintin long thi
'm

sienna orush

in some warmer color on the cheek. ' working quickly, to make sure | gel good

blends, Now, 1add more cool color around the mouth area. Since I'm going to restate
Idon'tworry it the tat thi

y -
separated from the background. I'll wail for the eye area 1o dry before | put in the
background here. | work into the beard, using wet-in-wet. Some of the beard near the

light, so I'm carefu f this area untouched. | u
the beard, tooverdoil. Ibegin to washin xnengm
poinl. addit
tomy very light wash 1ov avery lightarea that sill needs strength. (You might also try
)l startthe hat

orange and burnt sienna. The red alone would be a little 100 raw.
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Bearded Lobsterman: Step 3. Now, | begin 1o bring things together. | allow my
washes1odry so | can see where | stand. | add more background and start fo define

Bearded Lobsterman: Step 4. | add my finishing touches now. As| said earlier, you

n-wet, biue, some
burnt umber, and burnt sienna. It's hard to be exact here. | add the yellow foul-
weather jacket, and | place some of the important shadow shapes on the jacket when
the first yellow wash is ry, using cadmium yellow light, mixed with a little orange
(C:

work well here.) For th
raw sienna, some raw umber, and a touch of cerulean blue.

.| use some
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can carry your final step just as far as you wish (but there is a stage at which—
your. an rea dstart

should be ready to wipe outl) Don'tet your picture harden as you approach the end.
Keepsome big blurs, like the areas I'm leaving in the hat andbeard. As you startto
scratch out in your final steps, don'tindiscriminately pick away with your razor blade.
Notice that the thl struck sections of this beard have a particular placement, which

your cast the form on
which they lie For examp\e, the cast shadow on the neck describes the round cylin-
der-like form of the neck. Notice the values in the shadows and in the cast shadows.
They e dark enough 1o show that they' e shadows, butlight enough to appear lu-
minous and airy.
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Child in
Sunlight

In this demonstration, I'll discuss sketching a child
with watercolor. The subject is my son Peter.
Again, Il use sunlightto help me create afeeling
of the structure of Peter's head. Without strong
light and shade to help indicate form, a sketch like
this wouldn't be possible.

Apicture like this can succeed o fail on several
different levels. It doesn't have to be a perfect like-
nessintheiteral sense: 'd consider a sketch suc-
cessfulifit caught even a fleeting impression of the
particular subject, whether that were accom-
plished in the overall shapes and construction or in
a particular stance or gesture.

Asyou can see in the illustration for Step 3, this
paintingis much broader than the one | did for the.
previous demonstration. I'm not the least con-
cerned with detail here. Instead, | wantto create a
feeling of light and atmosphere: | want an impres-
sion of this boy and the sunlight shining on him. In
thelast demonstration, we were concerned with a
completely different kind of watercolor, and fresh-
ness wasn'treally as important as the character of
the particular subject. | hope you can see the dif-
ference between these two approaches.

Don't feel locked into using the colors | use in
these demonstrations: experiment with these and
other colors on your own. You might find that the
colors I've suggested are fine, but | hope you'll try
some others, too.

Preliminary Sketch.
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Childin Sunlight: Step 1. | wash in the light values, covering the wholeﬁace Iwanta i When my first | startadding

s01mixqy e hair, Using burnt umber. Then | mix up a warm shadow wash
Ithough | don‘toften tryit a hgm fresh of cadmium red light and yellow ochre. | want this wash to be quite dark, so | use very
complexion such asthis, and 'll add a bit of u heve The main light s coming from the  litie water. (You could use raw sienna instead of the ochre.)  start blocking in the

right, solighter ightly with my tissue. Al- shadow: the cooler, wet-in-wet
though 'm puumg wet washss next (o one anofher, I ot 00 worried about he 1o make a good blend.
bleeding that will take place.
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Child in Sunlight: Step 3. As | work, | hold off on adding the background areas adja-

Child in Sunlight: Step 4. 'm concerned here that the head is not resolved. The

needto be darker butl've

centto the light sections of the face until dry. [want

the boundaries that face the light, but the boundaries in the shadow areas should
blendand blur. My boundaries on the left side aren't correct, 5o | wipe them out with a
tissue. As areas in the light become dry. | restate edges and forms. These are definite
shadows on the left side of the face, 50| adda darker wash. | think you can see how
fluidmy painting is atthis stage. This is really why | don't do a more careful prelimi-
nary drawing!Ilike the feeling that I'm not bound by exact outlines. This is my way of
working, however, and you might well prefer to work with more careful guidelines.

pic-
1might gain if1add one here,
but 1 sl might 1652 the Ireshness that's So impotiant. AlthoLgh some walercolor
paintings can be corrected and reworked without being damaged—in fact, correc-
tions and reworkings might occasionally be assets—some paintings demand that
“premier coup’” look that you can only get with just one or two fresh transparent
washes. In this sketch, I've managed toleave the head alane, but I've overworked the
jacket. Can you see that the jacket looks "fired"" in comparison o the face?
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Full Figure

Z T\

Preliminary Sketch.
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Forthis final demonstration, | had planned to do a
very finished, involved figure, but | must admit that
finished, involved figures aren't really my style.
And there's actually no point in doing something
very involved for ademonstration, because finish-
ing touches would make up most of the work, and
these are extremely difficult to demonstrate. So

in this book: in a sense “unfinished." But | hope
that by seeing paintings in this state, you'll observe
andleam more of what goes into painting portraits.

“This will be a painting of my wife Judy, sitting in
strong sunlight. I've always had a great deal of
trouble painting members of my family, because
I've always tried o get a particularly good likeness.
Ithink the more a painter worries about likenesses,
the harder they are to come by. When I'm painting
amodel or one of my friends, | relax and don't
worry about a likeness, and the likeness seems to
happen anyway! So | can certainly say that you
should never worry about likeness—just concen-
trate on doing a good painting!

In this case, however, the final painting does
look like Judy. Notice in Step 4 that I've tried to
create a feeling of strong sunlight and that I've
concentrated on the form of the head, rather than
onthe spy . 1think agood i
pends more upon the development of the overall

form of a particular head than on the small details.
Inthe final painting, there aren't really any details
inthe face, butthe painting looks like the subject
because the structure has been carefully observed
andblockedin. (Of course, it's much easier to de-
scribe structure when the subject is under a strong
light source. It's much harder to make these broad
decisions when the light is very subtle or when
several sources of light confuse the simple
planes.)

Inmy preliminary drawing, as in all of my draw-
ings, Il concentrate on gesture, rather than on the
specificfeatures, and try to describe the particular

‘way this model is sitting. I'l try to place the features

tances from the forehead to the eyes, the eyes to
the nose, and the nose to the chin, etc.—but, more
important, 'l ry to describe the relative sizes and
shapes of the features and the head as a whole,
without pinning down the specific details of a par-
tioular area.

I think some areas of the final painting are over-
worked. But| want you to see that mistakes don't
really ruin a painting, and some of the blurs and
poor create afeeling of i
that a beautifully done, flawless watercolor might
lack. Edgar Degas said that a painting looks like a
battle—but a battle that the artist has won!




Full Figure: Step 1. At this stage, Il massin the basic colors and establish the colors
that will dominate the painting. | begin with the face, whichis quite light because it's
instrong sunlight. Then | waish in the hair with burnt sienna and cerulean biue, using
agreat deal of pigment. (The face wash wasn't quite dry. and some of the hair color
raninto . Il blot this with a tissue.) While the neck is still damp. | wash in the sweater
with phthalo blue, alizarin crimson, and burnt sienna, allowing the colors o blend on
the'paper. It doesn't really matter which colors | use here, as long as they're dark.

Full Figure: Step 2. The sweater is stll wet as | add the background, and you can see
thatthe two areas blendtogetner. (This is a very good idea when you place two very
similar values next to each other. Just use plenty of pigment and keep shaking the

your brush richand dark ) | use a tissue o
right portion of the:
figure. Notice the number of Soft edges at this stage; the painting is very fluid and
loose.
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Full Figure: vmp\e\e the bac
throughout the pwua I are, 9 eey yes 1o ary role o the lights and
anarea onihe ground, because (hew eas of the picture. (| used o the d restate the clothing, leaving it
n become toolight whﬂvmqh?vmkeytham dnormally make o ndicate that the figure s batr
inlight. | scratch out some details on the cf jerail and a brush
the face, tryingto indicate the anes of light and shadows and not worrying handle and use a tissue to ghlights onthe light-s jons of the
about the details. knees and upper legs ras greens, mixed with blue and raw
nn: nail and a brush handle, and add
more texture by spatering
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