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FOREWORD


Coloured powder, bound to form a stick? What possibilities for aspiring or established artists to engage in creative image making!


Robert Brindley opens up an intriguing and masterful range of opportunities in painting with pastels, the most instant of colour applications. His creative ability, developed through experienced observation and channelled through a highly perceptive analysis of his chosen subject, displays a remarkable authority across the full compass of pastel technique.
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Autumn/The Hermitage Near Whitby, 28 × 33cm (11in × 13in).





He presents for us, the viewer, an astonishing orchestration of pastel painting and mark making, creating a wonderment of light, shade and depth. His captivating passages of smoothed pastel glow in the warmth of soft focused sunlight, alternating with serene, cool atmospheric distances, evoking space and a sense of mystery.


The visual tension he creates across the picture plane is often a foreground overlaying of intense electric brilliance, dextrous dashes, telling darks – expressive exuberance with the courage of the moment, held together with draughtsmanship and understanding.


He offers us a colour symphony of moods, magic and mastery of the medium, the creative manipulation of coloured dust.


Byron Howard, Master Sculptor, Travis Studio




INTRODUCTION




The novice paints the leaves; the master suggests the tree.


Anonymous





Pastels are an exciting, versatile medium, ideal for painting, sketching and drawing. They provide the artist with a larger range of instant, vibrant colour than the other painting mediums. Their immediacy when drawing, combined with their richness of colour, make pastels perfect for experimentation and personal expression, either for rapid studies or finished pieces of work. In addition to all these factors, the amount of materials required is less than for oils or watercolours.
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Holly, 30 × 25cm (12 × 10in).





Soft pastels are made of pure, powdered pigment, bound together with a carefully measured amount of resin or gum (just sufficient to hold the pigment together), then moulded into stick form. Oil pastels are similar but bound together with an oil medium. Because pastel sticks are made in this way, they are the purest form of applying pigment to a surface. This purity of pigment produces paintings of distinctive strength of colour and luminosity.


In recent years the popularity of pastel painting has grown significantly. There are many reasons for this resurgence; however, I feel that the irresistible range of mouth-watering, pure colours available, coupled with the flexibility of the medium are the primary reasons. Pastels can be worked in a variety of ways, producing paintings depicting soft atmospheric conditions through to bold statements of full colour and imaginative design, where the characteristics of the medium can be fully exploited.


The selection, motivation and interpretation of any subject are of paramount importance to the success of any piece of work, and the use of pastel as your selected medium will allow you unlimited freedom when considering these factors.
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Hay Bales, 38 × 30cm (15 × 12in).





Versatility


Being such a versatile medium they are an ideal choice for painting a wide variety of subject matter, such as landscape, still life and portrait painting, to name a few.


Landscape


Artists have always drawn and painted the landscape; perhaps it’s natural to want to capture the beautiful scenery that surrounds us. Landscapes are nearly always at their most appealing during the hour after sunrise and the hour before sunset, but these are also the times when the light is changing the fastest. With their wide range of ready made, vibrant colours, to represent brilliant skies, glowing suns and vegetation bathed in early morning or late afternoon light, pastels offer the artist the ability to capture a scene before the light completely changes.




Bright colours or dark ones, sparkling clarity or misty atmosphere, landscape, still life, portrait – I haven’t met a subject, style or mood yet that can’t be portrayed beautifully in pastel.


Dave Beckett





Still Life


Typically, a still life painting will feature objects such as flowers, fruit, china or other items, arranged to form an interesting group. Successful paintings in this genre are achieved by careful consideration of the way the light falls and illuminates each object within the group. Your ability to observe and reproduce light convincingly is paramount when painting any subject matter; however, this is especially important for reproducing the subtlety of reflected light found in many still life subjects.


Portrait


Before the invention of photography, the only way to get a permanent representation of yourself was to commission an artist. Since the advent of the camera things have changed dramatically and most people have dozens of photographs of themselves. Despite this, portraits remain a firm favourite among sitters and artists alike. As in landscape painting, the immediacy of pastel is also beneficial for portraits. They allow you to capture a likeness quickly, before the sitter gets bored. Layering and blending techniques are perfect for representing soft, translucent skin tones. Having all your colour and tonal options at hand, rather than having to mix them, makes selecting the right ones far easier.


A Brief History of Pastel Painting


Dry pigments made from natural materials were used by early cave-dwellers well before records were kept. Chalk had long been used as a drawing medium. However pastels or chalk, compressed into stick form in many colours, only became available to artists in the late fifteenth century.


Pastels gradually became an established painting medium in the sixteenth to eighteenth centuries as more artists used this form of pastel crayon to produce colour sketches or studies for larger oil paintings. During this time, some artists began to experiment with pastels as a new standalone medium; their subtlety and speed of application developed virtuosity previously unseen.


From that time the medium has grown in popularity and developed far beyond the earlier methods employed. Many of the Impressionists were inspired by the works of Degas, Manet and Toulouse-Lautrec, who popularized the medium by experimenting with the use of different techniques such as linear strokes on top of blended pastel and many more, producing impressionistic works of brilliance and intensity. Degas, in particular, was probably the most influential pastel painter of his time, using an extensive range of techniques and effects; in an attempt to create luminosity, he experimented with cross-hatching, and combined pastel convincingly with virtually every other medium.


As pastels have no oil binder, they do not yellow or crack as oil paintings do. Consequently they have very little need of restoration. The purity of pigment and freshness of soft pastel paintings held in collections worldwide confirms the longevity of the medium.


This book is based on my personal observations and experience, covering materials, subject selection, techniques, the characteristics of pastel and their importance when plein air painting.


The book is organized according to subject matter with chapters dedicated to landscape, coastal scenery, interiors, still life, the figure and more.


To supplement these chapters I have included in-depth step-by-step demonstrations, each with a particular theme, to illustrate the process of producing a painting using pastels.


At the end of most chapters there is a section ‘In the Spotlight’ where I offer the assessment of a completed painting, discussing my reasons for selecting the subject, the motivation, interpretation and finally an evaluation of the completed work, giving particular attention to any weaknesses and possible subsequent corrections if required, and an analysis of the benefits to be gained from this process.


Paintings are, most importantly, a means of communicating your ideas to others without the use of words. I hope that some of the information given in the following pages will help you to succeed in this vital process.
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Reflections/Derwentwater, 36 × 36cm (14 × 14in).







CHAPTER 1


MATERIALS AND EQUIPMENT


The painting Scuola Tintoretto/Venice was undertaken as a demonstration painting for an art society and painted on black Hermes sandpaper. The subject was selected to illustrate how a dark ground could be used to enhance the drama of vibrant colour. The painting was developed from the photograph Colours of Venice.
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Scuola Tintoretto/Venice, 25 × 36cm (10 × 14in).
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Photograph Colours of Venice.





Materials for Starters


The choice of materials and equipment available for the pastel artist is enormous and could easily be daunting to the beginner. The following basic list of materials is intended for those who would like to try painting with pastels on a reasonable budget. It is important, however that you always buy the best quality that you can afford.




Pastels are so forgiving.


Gaye Adams





A Limited Range of Pastels


The first consideration should be given to the selection of a limited range of colours. There are many manufacturers of pastels, often offering slightly different colour palettes and varying degrees of hardness/softness. Most manufacturers make starter sets of 24, 36 or 72 pastels tailored for general work, landscape and portrait. These sets should prove to be quite adequate for beginners, and further colours can be purchased separately as needs demand. The following manufacturers make well-matched starter sets of excellent quality at a reasonable price.


Rembrandt


Rembrandt pastels are a little harder than other manufacturers’, but are an ideal choice for most beginners. Half sticks are available, offering good value for money.


Unison


Unison pastels are superb and can be purchased in several combinations of grouped sets.


Daler-Rowney


Daler-Rowney soft pastels are available in several sets and offer excellent value for money.


Conte, Rexel Derwent, Carbothello and Faber Castell Pitt


A small selection of pastel pencils would be useful for drawing out and accurate detailing. No more than ten or twelve should be needed unless you intend to produce entire paintings with them.
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General selection: 60 half stick soft pastels by Rembrandt.
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Landscape set: 72 soft pastels by Unison.
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Landscape set: 72 soft pastels by Rowney.





Pastel Paper or Board


The following papers and boards should prove suitable for the beginner:


Hermes fine sandpaper: an excellent paper for bold, expressive mark making.


Art Spectrum Colourfix: textured boards and papers available in sixteen colours.




The direct, colourful nature of pastel is ideal for capturing the qualities of immediacy, spontaneity and sparkle


Patricia Greenwell





Other Essentials




	A soft, easy to clean eraser: either a kneaded putty eraser or a plastic eraser by Staedtler are recommended.


	A roll of artist’s masking tape.


	A copious supply of kitchen towels.


	A box of Wet Wipes or similar, for keeping your hands clean.





Materials for the more Experienced Pastellist


Further materials and equipment will eventually be needed by the beginner and the more advanced painter. Consideration can now be given to a broader selection of materials which will enable the more experienced pastellist to experiment further with the medium.


A Wider Range of Pastels


As a pastel painter you will have your own preferred brands of pastel; however, whether you are relatively new to the medium or more experienced, the following suggestions may prove useful.


Unison


John Hersey’s handmade pastels are considered by many pastellists to be one of the finest brands available. Unison offer a range of almost four hundred different colours and shades in sets of eighteen sticks. They are sold either individually or in colour coordinated sets giving you the opportunity to add colours as and when you need them (see Unison colour chart).


The pastels are available in two sizes: 50mm × 15mm, and the larger Jumbo sticks which are 75mm × 20mm. When making a selection from this range, it is worth noting that generally, as the number increases, the pastel gets lighter.


Sennelier


These very fine pastels are also categorized in harmonious groups and sets, usually of five to eight sticks. The sticks are smaller than the Unison pastels; however being smaller makes it sometimes easier to find edges for detail work.


Schminke


Once again these high quality pastels come in a range of around four hundred shades. They contain the very finest colours combined with a minimum of binders. Schminke use a colour code for denoting their pastels: D denotes that the pastel is a pure colour; B that the colour is mixed with black; and H, M and O mixed with white. For example, Ultramarine Deep comes in the following sequences: 63D, 63B, 63H, 63M and 63O.


Rembrandt


This range of pastels has been developed over the course of a century and in collaboration with practising artists. Their softness ensures that the pigment transfers effectively to the paper and at the same time the pastel stick maintains its integrity without crumbling or turning to dust. Each colour has its own number, for example Yellow Ochre 227. In the case of the pure colour the number is followed by the figure 5. The darker colour (mixed with black) is indicated by 227.3 and the lighter graduations by 227.7, 227.9 and 227.10.
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Unison colour chart.





Art Spectrum


In recent years this Australian manufacturer has produced a range of very fine papers and soft pastels. The pastels produce a rich, velvety bloom much valued by pastellists. The range is once again extensive, being produced in half and full sticks and available in many carefully selected boxed sets. Each colour is given a number, preceded by a coded letter: D=darkest, N=dark, P=pure pigment, T=tint, V=very tinted and X=extra tinted.


Daler-Rowney


This range of pastels, both hard and soft, has provided artists with a quality product for many years, and today they are widely used and considered by many pastellists as one of the finest brands on the market. Each soft pastel is given a unique name and reference number and is available in four shades: for example Autumn Brown 1=TD2011, Autumn Brown 2=TD2012, Autumn Brown 3=TD2013, Autumn Brown 4=TD2014. The sticks are approximately 12mm × 65mm in size.


Hard pastels are often used for drawing out and also for positive mark making at any stage of the painting process (these techniques will be fully discussed later). The hard pastels made by Daler-Rowney are available in a relatively small range of colours; however they do produce a sketching set of twelve pastels and a very useful set of twelve greys. Both these sets are worthy of consideration should you prefer your initial drawing to be retained, either partially or entirely, in the completed painting.


Pastel Supports


To enable you to fully express yourself and to produce a successful pastel painting it is vital to have a thorough knowledge of the supports (papers and boards) available to you. These days the variety and choice is extensive. Only fifteen or twenty years ago your options would have been limited to three or four papers: a flour paper (resembling very fine sandpaper) and one or two coloured boards (some of which were not even lightfast). Any variations to these commercially available products were created by pastel artists looking for additional texture and colour to exploit the full character of pastels.


Artists today are extremely fortunate having ready-made surfaces available to them which allow full expression and personal interpretation. In addition to these ready-made supports, textured primers are available in a large range of colours. Dry additives can also be purchased and added to an acrylic primer giving a variety of textural surfaces.


The following suggestions should give you a basis for experimentation, which is necessary to any artist’s development.


Art Spectrum Colourfix Papers


This Australian paper is wonderful to work on and is available in fifteen colours plus white. The sheets are Canaletto watercolour paper, ready primed with Colorfix Fine Tooth pastel primer and are acid free, lightfast and fully permanent. This primed surface provides positive tooth to hold extra colour and extra layers, allowing more pastel, charcoal or pencil on your work and less on the floor. Up to ten layers of pastel can be put down. No need for fixative. Weight: 300gsm/140lb; Size: 50 × 70cm/20 × 27in.


The manufacturer also produces two further versions of this paper, with primed surfaces which are waterproof, allowing further scope for experimentation:


Colourfix Supertooth: a heavyweight 500gsm hot pressed watercolour paper ready primed with Colorfix Supertooth pastel primer, having approximately 50% more tooth than the regular version.


Colourfix Plein Air Board: an archive quality 2mm white board ready primed with Colorfix Fine Tooth pastel primer, 45 × 35cm, with an image area 40 × 30cm, allowing a 25mm white margin; available in nine colours, plus white.


Art Spectrum Colourfix Primers


These primers are available in fourteen shades, plus clear, and are the same as used on the Colourfix papers. This quick drying, fine tooth, acid free, acrylic primer bonds solidly to practically any clean surface: paper, canvas, card, ply, plastic, glass and metal. The colours can be mixed/blended and are lightfast, permanent and non-toxic. They come in 259ml pots.
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Snowy Evening/Egton, 30 × 25cm (12 × 10in).





Hermes Fine Sandpaper


Available in black or grey, unmounted or mounted on stiff board. This paper is available in two grades, P400 and P500, and the uncut sheet size is 30 × 20cm. The paper is available mounted on boards from 30 × 20cm down to 7.5 × 11cm. This excellent paper is waterproof, lightfast and is ideal for the artist who loves to use bold, expressive mark making.


Hermes black P500 sandpaper was used for the painting Snowy Evening/Egton. The dark ground worked perfectly to accentuate the drama in this scene. Very little pastel was used in the shadowy areas of the painting, just enough to suggest texture and subtle colour change.
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The Red Boat/Whitby Harbour, 20 × 15cm (8 × 6in).





The Red Boat/Whitby Harbour was painted on grey Hermes P400 sandpaper which had been painted over its entire surface with a bright red acrylic paint. This coloured ground and abrasive surface proved to be extremely useful when painting this subject. Quite a substantial area of the finished piece of work is the coloured ground. When treating a board or paper with a different coloured ground, be sure to apply the colour very thinly (as in a watercolour wash); this will ensure that you do not clog the tooth of the paper, allowing you to use full pressure on your positive marks without loss of adhesion.


Sennelier Pastel Card


This very popular 350gsm card is ideal for pastel, soft lead pencil and charcoal work. The card is manufactured using fine, pH neutral vegetable flakes and cork; the flakes are hand applied, resulting in an abrasive board which produces a velvety, smooth uniform effect. This card can be purchased in three sizes and five different colours plus Antique White. Sennelier also manufacture papers and pads of various sizes in a wider range of thirteen colours plus Antique White.


Canson Mi-Teintes Paper


This range of pastel paper has a natural textured surface for the artist preferring to work on a fairly traditional paper ground. The paper is 160gsm and with a 45% cotton content and is produced in thirty-five colours plus a Soft White.


Further Recommended Supports


The following manufacturers also offer a comprehensive range of coloured papers and cards in many textured finishes. Over a period of time you may decide to try as many of them as possible to determine which surface suits your method of working:


Fisher 400 Art Paper: 360gsm, buff coloured, water resistant, paper with a good tooth supplied in 70 × 51cm sized sheets.


Fabriano Ingres: a popular, wood free, 160gsm paper with two deckle edges and a fine linen texture, available in a varied range of colours.


Fabriano Tiziano: a 40% cotton rag, acid-free, 160gsm paper with an excellent range of colours.


Others: Daler-Rowney Murano, Hahnemuhle and Schmincke Sansfix are further excellent papers and cards.


Easels


Whether you decide to work inside or outdoors, consideration should be given to purchasing a good sturdy easel. It is possible to work without an easel in the studio providing that you can raise the painting into a vertical position to allow the pastel dust to fall freely away from the surface. A French easel similar to the one illustrated is ideal for indoor or outdoor work. These easels have a wonderful flexibility and can be set up in numerous positions, enough to suit any artist’s needs. They are rigid, robust and have plenty of storage space for all the necessary materials.


Should you require a more robust studio easel for painting larger works you should have no problems selecting a suitable one from the variety available from many manufacturers.
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French easel.





Useful Equipment




	A blending stump, tortillon (a paper stump made of rolled-up blotting-paper or soft thick paper), hog oil painting brush or plasticized colour blender.


	A razor blade or craft knife for the removal of small mistakes.


	Thin rubber gloves: an increasing number of pastellists wear gloves to protect their skin from becoming dry.


	Fixative: the use of fixative is a contentious matter and will be discussed in depth later.





Surface Preparation


If you decide to prepare your own surfaces or use pastels in conjunction with another medium the following materials should be considered:


Papers: a variety of NOT (cold-pressed) or Rough (hot-pressed, HP) watercolour papers.


Primer: large tub of inexpensive white acrylic paint for priming boards; a household acrylic primer is quite adequate for this purpose.


Brushes: several medium–large acrylic or oil painting brushes for treating boards. For large surfaces a No.1 or 2 decorator’s brush is adequate. Remember not to use expensive brushes on heavily textured, abrasive grounds. Using them only once for this purpose will ruin them for painting purposes.


Straight edge: a metal straight edge and self-healing mat for cutting boards.


Inks: a small selection of Indian or acrylic inks for drawing or underpainting your surface.


Acrylics: a limited range of acrylic paints, once again for tinting or underpainting; unless you decide to be quite adventurous with colour, three primary colours will suffice as expensive colours will only be wasted.


Texture paste: often useful for providing various textures to your boards; there are many available, including texture paste by Daler-Rowney, and fine-tooth pastel ground or a coarser pumice gel, both by Golden.


The preparation of boards and using pastel in conjunction with other mediums will be discussed in depth in Chapter 3.


Selecting a Range of Colours


Along with the techniques and skills required to produce a successful pastel painting, you will need to develop a feeling for how the pastel will behave on the paper, how the different tints work with each other and most importantly an understanding of basic colour theory.


You may find that the starter sets discussed earlier cope adequately for all you want to paint. However, other artists may feel restricted and decide to expand their colour range. Many artists have an extensive selection of different shades numbering in the hundreds, especially those who paint a variety of subject matter such as portraits, interiors and landscapes.


Colour is personal to each and every artist, and the following suggestions are intended for those having limited experience, who may find the selection of a range of colours from the hundreds available a daunting task.


The most common mistake made when starting to paint with pastels is to buy too many different colours, some of which you will never use. Starter sets are fine for the beginner and those wanting to paint a limited variety of subject matter. However, if you wish to develop your paintings and tackle a wider range of subject matter, the selection of your own palette of colours will prove advantageous and far better than buying a ready-made set. By doing this you only buy what you need.


The pastels selected should be limited to a range of warm and cool colours from each of the primaries and secondaries, a few earth colours, a few greys, and finally a black and a white (see colour chart). A good starting point is to look at what is available and select one mid tone example from each of the primaries and secondaries. At the outset try making your selection from the following: a warm red, cold red, orange, warm yellow, cold yellow, warm green, cold green, warm blue, cold blue, warm violet and cold violet. By selecting the second or third darkest of any tint from the colours listed above you will have ten basic, mid-tone pastels.


Consideration can now be given to expanding this set to include dark and light versions of these colours, providing you with a wider tonal range. Generally speaking, most manufacturers produce a colour and then a range of lighter and darker tints from this colour. They create the lighter tones by adding kaolin (China clay) or chalk to the pigment; darker shades are created by the addition of a black pigment such as carbon black. At this time it is worth mentioning that some colours, in particular yellow, only really come in light and mid tones. Select a light and dark tone to complement your original colours, bearing in mind that you will not need a dark version of the cool yellow and orange. Pick the darkest pastel from the range, and for the light value take the lightest or second lightest. You should now have a set of twenty-eight pastels.
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Proprietary purpose-made box with 72 landscape pastels.





The earth colours can now be selected. The following are all you should need initially: a warm and cool earth brown, together with their lighter and darker tints: Yellow Ochre or Gold Ochre and a Burnt Sienna would be ideal. The greys can be selected in the same way as the earth colours by choosing a warm and cool grey, together with their light and dark tints. This range of earth and grey pastels can be expanded as needs demand.


With regard to the black and white pastels: you probably won’t use a black pastel very often, but a good black is always useful for achieving a good, strong dark accent when used in conjunction with your other darker pastels. White will be of more use, especially for accents where you may have chosen the second lightest light in your colour set. A good soft white is essential for all highlights; Unison, Sennelier and Schminke make good soft whites, ideal for accents and highlights.


Storing Pastels in the Studio


Most artists will have their own favoured method of storing their pastels. Many will retain the flat boxes they were supplied in, thus maintaining some sort of order. It’s a good idea to break the pastel sticks in half before starting to use them. Although many artists may not like to destroy the look of their precious new pastels, there are benefits to be gained from doing this: your original stick, with its label can be left untouched, enabling you to re-order easily when the used section runs low; and you will be able to use the pastel easily, using either the tip, for a fine mark, or the full width of the stick for covering large areas, without being hampered by the paper sleeve. The pieces of pastel being used can be kept alongside the unused sections in the box, or a new box can be used for the working pastels.


Boxes containing the working pastels can be any suitable shallow tin available; the pastels can be kept clean and separate by sitting them on a bed of ground rice. Boxes such as this can be used for each colour grouping (yellows, reds, blues) or all the pastels can be kept together in one box. This decision will depend on how well organized you want to be with your storage.


Should you prefer to store the working pastels in a more organized way, many art shops will let you buy – or in some cases give you – used boxes complete with their foam divisions. The rigid card boxes used by Unison are ideal for this purpose.


Another alternative is to purchase purpose-built boxes, of which there are many available, such as the one shown here.




IN THE SPOTLIGHT
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The Rape Field/Aislaby, 30 × 13cm (12 × 5in).
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The Rape Field/Aislaby 1, 16 × 13cm (6½ × 5in).





The painting The Rape Field/Aislaby was a rapid sketch undertaken whilst running a workshop in the village of Aislaby in North Yorkshire. The immediate attraction to the subject was the wonderful, bright yellow colour of the rape field in conjunction with the prominent and perfectly composed trees and buildings on the horizon line.


Evaluation


Bearing in mind that this was a quick sketch, executed in around half an hour, the majority of the painting is fairly successful. The main fault however, lies with the composition. In the heat of the moment, with time ticking away, not enough consideration was given to deciding which group of trees and buildings to paint. Instead of allowing more time for reflection, the scene was painted far too literally. The resultant painting therefore has no focal point. To make matters worse there is no lead in, which leaves the viewer wondering whether to settle on the trees to the left or right hand side of the painting.


This is a common error and is often referred to as the mantelpiece. The two groups of trees in this painting are positioned similarly to candlesticks on a mantelpiece. Be wary of this situation; it is usually obvious, as in this case, however, on many other occasions it may be less noticeable.
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The Rape Field/Aislaby 2, 13 × 13cm (5 × 5in).





Possible Remedies


Fortunately, in this case, the remedy was quite straightforward. By cropping the painting in the correct place, two smaller paintings were created, both having far better design resulting in successful focal points (see The Rape Field/Aislaby 1 and The Rape Field/Aislaby 2). This fortunate outcome is extremely rare; two for the price of one can’t be bad.


Comments


In this particular instance there was a positive outcome; however, complacency must never be allowed to set in. You will probably continue to make errors throughout your time as a painter, sometimes repeating the same error. Remember, however, that you are involved in a constant learning process, and not everything sinks in first time, especially if you are hampered by lack of time or other issues. Never despair; we all suffer from human failings and must accept that we are not always as finely tuned in from one day to the next.







CHAPTER 2


GETTING STARTED


The painting View from the Campanile Tower/Venice shows the gondola moorings alongside the Piazzetta San Marco, on the Grand Canal. This breathtaking view, depicted in bright, early morning light, makes a wonderful subject for a pastel painting.
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View from the Campanile Tower/Venice,30 × 40cm (12 × 16in).





The Characteristics of Pastels


Pastel is a special medium to work with. Its characteristics offer the artist immense scope when tackling any kind of subject matter. They work equally well for the beginner as they do for the more experienced painter. If you are trying pastel for the first time you will be rewarded with the progress to be made within a relatively short space of time and will also appreciate the scope offered by this wonderfully expressive medium.


There is a widely held belief that pastel is best suited to subject matter where strong, vibrant colours are encountered in conjunction with quite heavily textured surfaces. There may be some justification for this view; however, this book will cover a diverse range of subject matter, some requiring bold use of colour and texture and others requiring subtlety, gentle colour and little or no texture at all, thus illustrating the responsive, flexible characteristics of the medium.


It is time to dispel the misconception that pastel is a fragile, impermanent medium. This is certainly not true; in fact, pastels are the easiest paintings to preserve and protect. Oils over the years crack and have a tendency to darken, and watercolours fade and suffer from foxing due to inferior papers.


The painting Towards Rum and Eigg from Arisaig was painted with a limited palette of colours on a sheet of grey Hermes fine sandpaper and illustrates perfectly how a more subtle approach can be adopted using pastels.
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Towards Rum and Eigg from Arisaig, 25 × 28cm (10 × 11in).





Inspiration and Motivation


All artists will have different motives and objectives, which gives their work the necessary individuality and energy. Many artists are motivated and influenced by the commercial aspect of the subject matter and may have developed a style and colour palette which has proved successful for them in the market place. Others respond quite differently, producing paintings of great variety with regard to subject matter, colour selection and mood and atmosphere. Although both the above approaches are valid and very much of personal choice, the second option demands much more from artists who strive to express themselves freely in the desire to communicate their ideas and feelings to the viewer. There is no doubt that an exhibition of work displaying variety, expression and emotion will be rewarded with a positive response from all who attend. Painting has always been a shared experience; for the artist there should be a satisfaction from a painting which not only fulfils its aims on a personal level but at the same time captures the interest, emotions and imagination of others.
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Canal Reflections, 40 × 33cm (16 × 13in).





The inspiration for any painting originates with the excitement or emotion created when a subject is observed for the first time. This reaction, which is nearly always immediate, may be triggered by a number of factors, such as a particular mood, atmosphere, colour or light effect. Subject matter may often be quite ordinary; however, all that is needed to generate excitement or emotion is the presence of one of the aforementioned factors. The painting Canal Reflections deals with the wonderful reflections in the still waters of the canal. In essence this is a very ordinary subject; however, a limited palette of colours was used, and a high horizon line employed, to capture the reflections on the placid water surface. This pastel was painted on black Hermes fine grade sandpaper which had been underpainted with a Burnt Sienna wash of acrylic paint.
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