LAST IN A SERIES OF 6

Figurative fundamentals

LANDSCAPE PAINTING
In the last of their series on the language of drawing and painting,
Ann Witheridge and Holly Cawte show how the lessons learnt in previous
articles can be applied to your landscape painting
1'1e lessons we have learnt from
;,tudio painting are equally important
for landscape painting and must not
be disregarded. There are some
differences, and many more challenges,
but if we hold onto our studio practices,
these all become much reduced.

I

Working in situ
Do some compositional sketches. Decide
if the painting works horizontally or
vertically. Decide what the subject matter
is, what your focal point is, on a view that
you can take in at one glance. The
painting doesn't have to be clearly
subject-matter based. It can be a
pathway, or a tree; it doesn't have to be a
grand vista. If one tree is given definition,
the viewer will presume that the
neighbouring green mass is also trees. As

with the studio paintings, I would start
with a simple grisaille (below). You can
paint it all in burnt umber, or a mixture of
burnt umber and ultramarine blue, so
that you can choose to go warmer or
cooler.
We have spoK.en about colour intensity
and colour harmony in previous articles. I
think this is even more relevant in
landscape painting. This will describe the
mood of the day and the type of light, it
will describe if it was particularly sunny or
a cloudy day. A very sunny day gives
clearer shadow shapes and definition, but
a cloudy day can offer much softer
atmosphere and a calmer mood. The
colours can seem to sing more when they
are reduced and not battling each other
for attention.
It is important to choose the subject

carefully, as much for the view as for
comfort. Find a spot that is out of the
wind, and not on a thoroughfare. Make
sure all your equipment is organised
before you leave home, so that when you
arrive your only goal is painting.
Remember the light will change, the
temperature will change, but you are not
there to imitate nature or to copy it
exactly. Be selective about what you
incorporate in your composition. Not
every tree must be highly or even equally
rendered; you must let the viewer be part
of the image creating process. The less
said, the more room there is for the
viewer to be involved and therefore the
more sati sfaction gained.
As beginners, subject matter controls
our composition and decision making. As
we improve the more tenuous aspects of
image making engross US, such as light,
form, edges and colour. The subject
matter becomes less and less relevant.
That is why land scape painting is such an
allure; the light is forever changing and
with it the edges, the values, the
temperatures, the colours and the forms.
~
Ann Witheridge Landscape, oil on canvas,
4 X8in (10 X20.Scm).
For this sketch of a tree I used just burnt
umber. It was a very quick demonstration to
explain how important the grisaille is. With
just one tube of paint you can map out the
composition, the value pattern, and the
accents

._ Ann Witheridge Landscape, oil on canvas,
4 X8in (10 X20.Scm).
For the colour note study my start was exactly the
same as the grisaille, ie I worked out the
composition, values and accents before I
considered the colours. When starting with colour
I always key the sky first. It is the mood of your
painting and the colour intensity or saturation is
dependent on the sky. After the sky I added
colour to the foreground grass and the trees. I did
not paint the dry grass area; this is still the umber
base. It is a very simple painting, but effective.
You do not need a hugely complex vista, or many
elements fo r a painting to work
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PRACTICAL
'A very sunny day gives
clearer shadow shapes
and definition, but a
cloudy day can offer
much softer atmosphere
and a calmer mood'

Here are two black-andwhite photographs of the
paintings (below left). You
cannot really tell which is the
grisaille and which is the one
with colour. It is important
that you do not move into
colour with your grisailles
until the painting works as
an image, irrespective of the
addition of colour

EXERCISES
You'll need a pencil, paper or sketchbook
and a firm eraser. If usi ng oil paint, a
canvas/ board, a selection of brushes and
paint: for the beginner a limited palette of
black, ultramarine blue, raw umber,
cadmium red, yellow ochre and white is
usually recommended. For drawing, buffcoloured paper or pastel paper would
work well.
Landscaping not only takes you outside
but also opens up every door into nature
and a rich tapestry of riotous colour. To
figure out your composition, first try
walking around your scene, viewing it
from all angles and sketching as you go.
Your sketches need not be large, or take a
lot oftime. The key is to move relatively
quickly and accurately and let nature
inform your decisions. Observation is a
huge tool when landscaping. Take a
moment to really look at your scene first
and make some decisions-:- see my
watercolour tree (right).
Choice is a huge factor in your decisionma king process. A viewfinder can greatly
help in setting your scene (a small
rectangle piece of cardboard, with a
smaller rectangle cut out, held up at arm's
length to help in finding a composition).
Keep asking questions. Shall I include the
barn in the field? Does it add to the
composition? Have I got a strong value
range throughout the scene? Have I
placed th e horizon line in the centre for a
reason or could I move the line
lower/ higher to create a more interesting
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Holly Cawte Summer

Tree, Richmond Park,

watercolour, 6 X 4in
(16 X 10cm)

T

Holly Cawte Summer

Lane, pen and ink study,

linear view (top sketch);
ink wash, mass view
(bottom sketch), each
3 X 5in (7.S X 12.Scm)

view? My line and mass tone sketches
illustrate this point (right).
Keep your composition simple to start
with. Remember so many other factors
are going into the work, such as
draughtsmanship, values, edges,
composition, and colour. At this stage a
complicated set up will not result in a
strong piece of work. A simple country
lane, trees in a park, a small bridge and a
stream, are far simpler concepts than
difficult scenes of moving traffic and
complicated perspective.
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.A Ann Witheridge The River Thames, Sunrise, oil on canvas 5X 16in
(12.S X40.Scm).
I find painting at sunrise much more satisfying than painting at sunset.
At sunrise the light is stunning and you have to put down colours as fast as
possible before daylight takes over and softens the light. You are, of course,
working from your visual memory - you cannot be a slave to the image in
front of you or you will be chasing light effects and clouds all day.
Conversely, at sunset you think the light is amazing and then it fades, but by
then you have too much white in the sky and you can't make your colours
intense enough

HOLLY'S LANDSCAPE TIPS
These were a great help when I first started:
• When painting, the distance is always more blue than you think
it is. Hills, mountains, trees, are all far bluer and more 'distant' than
you think they are. By deliberately pushing the tonal, cooler
ranges of blue, you create a greater perspective of distance.
• Try painting large shapes to work into rather than focusing on
the leaves on a tree first, or the one sheep at the edge of the field .
• The morning scene of your landscape will not look the same in
the afternoon. Light conditions change constantly. It is definitely
a game of catch-up when landscaping. Unless it's pinpoint
accuracy that you want, try to find a freedom in your scene. You're
capturing the moment - your moment - enjoy it!
.A Ann Witheridge The River Thames, St Paul's, oil on canvas,
12X 10in (30.5 X 25.Scm).
This was painted on a very rainy day - the opposite of the light
conditions experienced when painting The River Thames, Sunrise
(above). The overcast light harmonised the buildings with the sky
and the water. The painting is very tonal; as with the sunrise
painting, the buildings are a near-silhouette, although the value
contrast is much reduced

Ann Witheridge
Ann Witheridge is a founder and director of Lavender Hill
Studios, London, an art school dedicated to teaching
traditional techniques of charcoal drawing and oil painting.
Holly Cawte, student teacher at the studios, is a recipient of
the De Laszlo scholarship and Leighton House Museum
artist in residence. www.lavenderhillstudios.com
The work of Ann Witheridge and Holly Cawte will feature
in an exhibition at Leighton House Museum throughout
September; Ann will be showing landscapes and Holly
figure studies, among other works. The exhibition, 'The
Craft of Drawing and Painting: Celebrating Tradition Today:
will run from September 1 to October 4. Leighton House
Museum is at 12 Holland Park Road, London Wl 2 8LZ and
open daily, except Tuesdays, from lOam to 5.30pm.
Telephone 020 7602 3316.
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• Once the large masses of your composition have been sorted,
turn your attention to the sky. The sky is the largest mass when
landscaping and is the chief informer for everything around it.
• Try to work as much from life as possible. Working from
photographs is of course a necessity when you simply don't have
the time to capture your scene. However, try to use several points
of reference to guide you through your painting once back at the
studio. Sketches, photographs, notes and colour studies can all
inform the work - see my sketch below.
• Back indoors it is very easy for the work to become
progressively tighter. Take regular breaks, keep looking at your
work from a distance and, if you feel one more brushstroke might
ruin it, STOP!

A

Holly Cawte Boat and Cove study, ink and wash, 3X4in (7.s·x 10cm)
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