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PREFACE

If “beauty is in the eye of the beholder,” then so is art. As a private studio instructor and owner for 35 years, I have seen, encouraged, and taught many hundreds of students. Each has the fingerprint of an artist in his own right. I love to nurture raw talent. I love to help those motivated to learn the techniques that make his or her ability shine. I love to show budding artists how to turn a flat face into a 3-dimensional sculpture by using grey scale or well-blended color, in purity and in shadows.

For this purpose, I’ve written four how-to books--acrylic, oil, watercolor, and pencil portraits, using as little technical jargon as possible, but introducing a few terms here and there to get you up and running within the media you prefer, all the while setting up markers of improvement by which you can judge your own progress.

At each new level, I can throw in more, as students who have studied with me twelve years and more can attest. Easy entry means enthusiastic crafters, and we have too many obstacles within ourselves to our progress to have to mess with any more thrown from the outside. Here you go: the gate is wide open, and not only do I welcome you in. I’m introducing you to tools that will begin to help you master the craft of your choice and accelerate your progress.

    Oil Painting Techniques: Easy(ier)
By
Joanna McKethan

So you want to learn good oil painting techniques. Perhaps you did a few oils already, all alone, but you have encountered bumps along the canvas road. Hold on, reinforcements have come with answers to your questions and oily problems. Ask someone with experience, training, and the time to guide you through to solutions. A standby professional relieves anxiety and moves you into your artist’s room where you have an easel or a table already set up and waiting for you to begin, or start over again. Cultivate the mystique of the ‘artiste’ and have a little fun.

You can learn oil painting techniques using an artist’s guidance to the right brushes, strokes, colors, subjects, and techniques. That artist helps you solve issues already encountered, as well as helps you increase your problem-solving abilities for making beautiful paintings in general. Let’s use a question and answer format.
SET UP AND MATERIALS FOR OILS
Question: Hi guys, I'm very new to oil painting, but it really interests me. What materials should I use for glazing and cleaning my brushes? 
Answer: Glazes in oils are fairly easy to define. A glaze is simply less paint and more medium. Medium is turpentine, mineral spirits, and similar dissolving mediums for the oil paint which replace the water used to thin color in acrylics or watercolor. Those mediums actually clean the brushes, as well as dilute color to make glazes. However, the fun part is discovering that there is a “thick, thin medium” which carries the color but is thick like the paint, and does not sink into the crevices of the canvas. Linseed oil is the traditional glaze medium, one called ‘fatty.’ You don’t want to use a fat glaze in the early painting stages in oil painting techniques, since the first and most important principle is FAT OVER LEAN.  You must paint lean layers first, followed by the buildup and slow addition of fatty layers. Otherwise, your surface will crack from slow-drying oils of the undersurface having been topped by a lean, fast-drying top surface, caused by the differing drying times.
Another wonderful glazing medium is Liquin™. It is not equivalent to linseed oil, is not a fatty medium, but it does serve the same purpose, and has been found to be restoration sound, and more pliant as it ages than linseed oil. However, you still don’t want to use it at the outset, because you need to cover your canvas with paint first, with the following exception.
For those who start their oil paintings out with an imprimatura (See Image 1, Self-Portrait, copyright the Artist), one “recipe” for covering the white canvas is paint and Liquin™ thinned by up to one-half mineral spirits, painted onto the canvas and then wiped into it. Some of the Old Masters paintings have provided nightmares for restorers over the centuries by painting too many thin layers on top of one another, which causes an adhering problem (to oversimplify), but an imprimatura is an accepted practice which provides a surface for further coats to adhere to.
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Question: How do I prepare a canvas for oil paint that I bought that says ‘for acrylic or oil paint’?

Answer: My answer would be: you don’t. What they mean is that an acrylic-based gesso has been applied, and that’s good enough for either acrylic or oil to build on. Many artists, including myself, have been coaxed into the easy solution, because frankly, the higher road in painting is quite arduous. Oil gesso should be used, but it is difficult to deal with, unwieldy, at best. With beginning students, I say simply, buy one like the above described. It isn’t going to implode or explode overnight, and as you learn and progress, you can add more professional practices and take the longer route. I delay teaching gesso application until later. Preliminary steps to oil painting techniques become deterrents to new students’ ever beginning.

Applying acrylic gesso is an art to be learned first, in any case. It also is not so easy. Using a throwaway paint brush from the hardware store, you dampen your brush and press out any extra water. You dip it into adequate-but-not-drippy gesso and spread in one movement left to right at the top of your canvas to the end, leaving no dry spots. You reverse directions, and move right to left, overlapping by only a fraction to avoid linear bumps. Any dry spots must be filled in immediately as you go, never left until the last. You cannot revisit earlier strokes later, and it dries faster than acrylic paint itself, if possible.
Smooth and steady is the goal.
Once that is dry, repeat the application going perpendicular to the strokes you just did, in short, recreating the linen effect. How many coats you do is up to you. You don’t want it so smooth the paint slides off, but neither do you want a nice linen nub to end up where the nose ends and look like a bit of snot for the rest of its natural life. Don’t laugh; it’s highly possible.

A MATTER OF TALENT

Question: This is beginning to sound hard. What if I have no talent?
Answer: In my whole painting life, I have only heard of one art teacher getting so frustrated with a student that he told her not to return, she had no talent, and who knows if he just didn’t have the patience required. There are all levels of talent, and if painting gives you pleasure, or could give you pleasure, who’s to say your talent is less than others? When you look at many holdings in museums, I’m sure you will see work you will feel is untalented. Talent matters a lot less than you think. Besides, there are different types of talent, and you must learn a bit before it begins to show in a startling way. 


The only way to measure talent is to look at something you have done next to something someone else has done, so you really don’t know at the outset. As a teacher who has helped thousands, what I’ve noticed is, those who really like what they are doing show the most talent. It may be simply that they stick with it long enough to produce really good results. Usually you don’t like doing what you aren’t good at. 

But let’s back up from there. You can’t really like doing something if you don’t know how to do it, so let’s just say for now, that if you have the inclination to try out oil painting, and you are able to give a reasonable effort to get your sea legs in art, or your likenesses on canvas, go for it. At least give yourself permission and the chance to finish one oil painting.
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On the other hand, if you have been struggling along by yourself with success sometimes and lacking it others, help is definitely available. Every improvement will encourage and move you further up the ladder. We will help you develop your own definition of success, as well, so all the competition out there won’t flatten you. No one likes to work forever without improving or making progress. (2, Apples, Copyright the artist)
Some teachers claim talent is unnecessary to paint well. I have had students do a phenomenal drawing for proceeding to paint and get cold feet (shall we say, cold hands?) for applying any paint to the surface afterwards.  If you can draw, you can paint. Fear, wanting approval, permission, and other human factors stop people from painting long before lack of talent does.

There is often a lot of emotional baggage that pops out of a well-crammed art suitcase when a person attempts to ‘do’ art. Maybe you hear accusatory voices, like, well, who are you to want to paint? Who do you think you are? Maybe you hear a brother say, our family hasn’t a lick of talent in art. Never have, never will. Maybe you hear a worried aunt say, you’re going to become weird if you stay indoors painting.

Maybe you hear a well-meaning parent say, do something useful, or do some real work. There are those who think only manual labor is real work. Maybe you wanted once upon a time to major in art, and a parent asked, again meaning well, but how will you make a living?

Maybe your mother, in trying to help each child find his way, said your brother was the artist, not you, and hid all the pictures you did in the closet while your brothers’ paintings hung on the wall.

Budding artists need to develop a working definition of what it means to them to experience painting. Just how valuable is the pursuit of painting to you?  If that artist answers to nobody but themselves, they will stick with it once discouragements begin, once praise has ended and critical statements poke through sleeve to thin skin. Most artists are sensitive; if they weren’t, they wouldn’t be painting. 

We will help you develop a turtle shell to retreat into once the slant remarks begin. Most of the value in and access to your well of talent is emotional in nature, founded on truths you reaffirm about yourself and your art. 

Back to different talents. Some flourish with color, some line. Some have innovative ideas. Some do low-key and understated; others prefer contrast. Your whole painting life will turn into a search for a look, skill enough to make your look ‘extremely talented.’
Go for it. Give yourself permission to finish an oil. If you are still having fun at the end, try another.
OILS ARE BOTH EASIER AND HARDER THAN ACRYLICS, WATERCOLORS 
Question: Why would I paint in oils over against watercolors or acrylics?
Answer: Oils are, in my opinion, one of the hardest mediums. On the one hand, what you paint is what you get, so the WYSIWYG component is high. On the other hand, you must do so much research about the medium, the solvents, the adhesion, the building of color, the varnishes, that there is decidedly more to learn. Even stroke work, or maybe I should say, especially stroke work has a learning curve to it. 

Even the language used to define the steps is technical. Also, due to its wet nature, while blending is easier than it is in, say acrylics, it is also easy to over blend and make it all into ‘smush.’ Easy blending makes it harder to be systematic in the modeling process. Oils require a good deal of discipline.

Oils can be as temperamental as transparent watercolors for surprise or as steady and reliable as acrylics. Some are even water-based (alkyds), so they have the ability to be mixed with oil or turpentine. Oil strokes done with thick oil paints yield a more exact one-for-one approximation of what you see, the standard of thick and velvety. 
The usual oil painting technique is to apply color thickly on a rigid or semi-rigid surface, board, stretched canvas, or canvas papers. Oils give a sense of pleasure in the feel which is soothing to the painter. They blend well, and you can return later and blend again, as it will not have dried in one session. 

With oils you have to learn how much of a drawing to do first, what to put in, and what to leave out to yield an artistic result instead of a paint-by-numbers look.

People who work meticulously turn to oil, the slowest drying of all paint methods. That means working deliberately. Oils are best for painting things like faces, where you can move smoothly from one shade of a color to the next. If you allow it time to dry, you can blend corrections into it without bothering the part beneath, You can cover the dried section you want to work on with medium and paint into it, giving the wet-into-wet look. As with acrylics, you can develop an oil technique which introduces several colors at a time, a technique akin to double and triple loading (multiple colors on a brush). If you are confident, proceed wet. If you have doubts, let it dry, and paint on top of it transparently, later.
THE GROUND OF OUR OIL PAINTINGS
Question: What do you recommend I paint oils on?
Answer: Here is your first technical word. The surface you paint on is called ‘ground.’ Your choices for oil surfaces to paint on are pretty simple, really. You can find an old piece of tin, a bit of wood, cloth, fabric, a window, or you can buy a canvas, board, or canvas paper made just for the purpose. There are three types of grounds: loose, semi-rigid, rigid. The one that lines up best with the oil medium is rigid. However, museums still use stretched Belgian linen, a semi-rigid ground, as the standard. Most archival artists use board or linen adhered to board.
My youngest students use student canvas boards, which are canvas stretched over a piece of cardboard. They are three times more economical, and usually come three to a pack. Do not leave them in the back of your car, however, to bake in the sun, and do not let water fall on them. The cardboard inside will buckle beyond repair. Also, the cardboard is not archival and will yellow over time, eventually yellowing the actual painting. Can this be fixed? Yes, so if it has happened to you, do not throw your painting away. There are solutions by freeing the canvas and reapplying it to another board. Once the painting has yellowed, unfortunately, there is no easy fix.

A step beyond the canvas board is the stretched canvas, which is cotton duck or linen or some substitute for these. The backs of stretched canvases show a wooden frame over which the material has been stretched and stapled, or stretched and hidden (wraparound). Now most of the time, these canvases are already covered with gesso, but sometimes you can buy raw canvases. If you don’t want to spend time learning how to apply gesso to begin with, buy a white-surfaced canvas. There will be many grades of canvases, which makes you think you will have lots of choices. Don’t count on it. These stores are craft stores, and you get what they order, and what’s left over after the last purchaser walked away. Still, whatever you buy, that’s what everybody else will be using, too.

Avoid canvases that come from so far away you might worry they were salvage from an oil spill. I actually bought one once that rejected paint’s adherence.

Price is an indicator of value.

Start small at 9 x 12. Skip anything smaller; it only makes painting harder and cramps up your fingers and your painting style. On the other hand, why spread your beginning efforts over a 20 x 24 when you really don’t want a lot of mistakes to show? 
Rub your hand over the surface to see how smooth it is and pick a fairly smooth one.

Save linen canvases and 100% cotton duck for later, when you’re good. A Masonite™ panel or a board, however, is also a good choice, and the market has been flooded with these alternatives lately under different trade names. There’s actually good reason to prefer them, but that’s the subject of a whole other book, as the complexities of buying surfaces that will last for your and others viewing pleasure do stretch the space between the temples, not to mention between the sides of your pocketbook.

We make time for discussing all that in the master courses.
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BRUSHES, BRUSHES, BRUSHES
Question: Please, I’m drowning in brushes. What sort of brushes should I buy?
Answer: Now we’re really about to have fun. If you survive your trip to the art store looking for brushes, you’re in solid. If you are a teacher, and you survive the questions of a really inquiring mind about brushes, you may go to the head of the class and stay at the lectern. Remember, folks, art supply manufacturers are in the business to make money. They want you so confused you will just buy everything, to be sure. (Image 3, Oil Brushes)
So for now, forget ‘filbert,’ ‘bright,’ ‘fan,’ and ‘shader’ and all the fancy technical names for brushes for every purpose under the sun. Basically for oils, the need for squared-off brushes in a flat ferrule (the metal part that holds the bristles) is the greatest. You need little squares to large squares. Do not buy stiff craft brushes. Do not buy overly long, floppy liners. Take the brush in your hand and try to make a stroke. If the bristles bend as you push down on the surface, the brush will work right.

The hairs should be pliant. Don’t worry what they’re called and don’t go buying expensive sables until you’re beyond your 10th painting, or maybe even your 100th. Buy a white synthetic or a gold-colored synthetic. Pig (hog) bristles work, too, but eventually they separate into individual hairs that leave streaks in the applied paint. If you’ve already acquired those, and have a collection of brushes with white hairs splayed and gapped like dental molding, don’t think you should throw them away. No, save them, they’re great for painting hair!

Get four or five brushes from small to large. Add one round brush to your set of squared-off brushes. Just try them out without getting too uptight about it, and make up your mind, you will make some mistakes, and you will return to the store for more and different brushes from time to time. Then relax. Good help and experience will make expertise out of mistakes. Also, the friendly helpers in art stores will love educating you on the different types of brushes. Let them! Memorize the names and uses. Then get plain, square brushes.
BRUSH-CLEANING SOAP
Question: Do I need a soap to clean my brushes with?
Answer: While you don’t need to use soap each time, yes, you do need brush-cleaning soap. There are all sorts available, again, and I swear by, not the liquids, but the paste version that comes in a round, screw-off cap lid that looks like an old leather product of yesteryear. I guarantee that it will make hardened brushes live again. You do have to lather it multiple times and put a little effort into reviving it!
drawing on the canvas first
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Question: Do I need a drawing first before I paint? (Image 4, A drawing turned into a fixed drawing or grisaille). 
Answer: not at all. You can rough your drawing in with your brush. Some teach you to use burnt umber, but I find this shows up too distinctly under transparent colors. Some use charcoal, but that is the same for me. Many say pencil or graphite is faulty whether because it bleeds through or something else, but I use either a light pencil with a fixative (you must be careful not to use too much spray fixative, or it will make the surface slick so paint won’t adhere. Or you can “melt” your pencil with gesso, at which point it becomes another chemical entity.
If it becomes your first drawing, keep the lines few and light.  You just want enough to judge whether or not your paint strokes will hit approximately where you want your subject or object painted…or for your next drawing when you narrow in more exactly on the subject.
I was just talking to one of my oil painting students. They were sharing about transferring a drawing, and how they had had to alter the final painting because the blue or dark transfer marks showed up so badly in their finished painting. I have transfer methods that avoid that, and know painting techniques that fight the problem, as well.

Transferring a drawing means you do the drawing first on a piece of paper the right size. For this purpose, pick paper that is not as heavy as your usual drawing paper, maybe like a good sheet of bond typing paper. Once you have made all the corrections you need to, it is then ready to transfer using a light table or a window.
Painting in perspective

Question: Do I have to learn 1-, 2-, or 3-point perspective first?
Answer: No. However, you need to overcome lack of knowledge with extremely good observation skills. Often my students draw trees for roads when just a little looking shows you the right solution. For that issue, I have a kick-wonderful mini-solution to most questions of normal perspective that is foolproof, and is very easy to use. It is deceptively simple so that one has the tendency to dismiss it, but those who use it can solve complex architectural problems with it. 
A STARTING SET OF colors
Question: How many colors make up a starting set of colors?
Answer: That list is the same for all three types of painting, except that acrylic paints, being the newest on the market, have made up their own names for classical colors. You can often find the basic starting oil colors in a kit, usually 6 colors plus black and white. However, more and more lately, I find the kits contain an entirely wrong selection of colors. The colors I am giving you allow you to mix pure colors without turning your mixes into piles of mud straight away. Instead of spelling them out in detail, I always share my list with my students when they register, but I will definitely give you a foretaste by letting you see that list. Then you can begin asking more questions, like why the teacher used this blue as opposed to another. 

ABOUT THE PAINTS
Question: Should I get a certain brand, or does the brand matter?
Answer: No and yes, it does entirely. Am I speaking out of both sides of my mouth? In a way, I am. However, getting the student grade of a well-known brand is probably your best decision. Use the top name brands, not cheap imports. That way, you will have the best paints because a major brand name has a reputation to live up to, but you will not feel like you will break your piggy bank or that you must use a mini-brush and squeeze out only a milliliter of paint each time. That only leads to results that have a lot to ask for, as in poor coverage of the canvas, and a beginner’s fault of leaving too many raw spots.
Picking a subject
Question: Does it matter what subject or picture I pick?
Answer: Yes. Picking a subject is important, but picking a picture that you can realistically manage as a beginner is necessary.

Realism is a viewpoint. All that really means is sitting down in your chair somewhere  in time or standing somewhere in a field and looking at your subject without straining up, down, and sideways to correct your view. What happens then is that you incorporate many viewpoints into one, and your result will be a warped viewpoint. That was what the modern painters did on purpose, which explains why their work that hangs in museums looks wrong. They cultivated the flat plane rather than a dimensional perspective.

Most people need to entertain themselves to stick to something, which means picking a subject that excites you in every regard–in shape, mood, layout, closeness to the eye or its distance away, and color. Your subject should be interesting, even if it is just a brown paper bag, the planes of light, the folds and creases, or something about it must excite you to want to paint it. Light-dark play in a picture can make it very interesting. Unusual combinations of colors alone can make for an exciting painting.
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Picking a subject deserves some attention (Image 5, Self-Portrait, copyright the artist, includes many objects).
I would suggest you not pick something too ornate, fussy, highly detailed, or complex architecturally. Relax, there’s time. A cat is fine. However, there is a lot to be said about this subject for those who want to explore it further in many directions. 

RULES ABOUT Color
Question: Do I have to learn all the rules about color mixing?
Answer: As to whether you need to learn all the rules about color before you begin painting, the answer is an absolute, of course not. That having been said, a good teacher will know just exactly how much to teach you so that it will guide your decisions and not crowd your frontal lobe, and I have a distinct order, limited and expandable, that is kick wonderful! Once you’ve started using it, you will wonder why academicians try to make it so hard.
One piece of major advice for free is to make life simple for yourself, and pick a picture with colors in it already that you like. Changing whole color schemes is a matter for the experts, or if not them, then at least someone who has painted several paintings and finished them successfully. You forget you are not changing just one color but multiple shades of the light version of the color and multiple shades of the shadow version.

As one of my former teachers explained to me and has been borne out in all my 30+ years painting and teaching, drawing is incremental learning; color addition and painting are geometric explosions of learning. It isn’t just what you mix or how you mix or when you apply, it’s also what you put it up against and next to that actually changes the color you thought was an absolute.
Color theory fills books and you don’t have to know it all to begin. However, knowing a little bit does give you confidence.

I think one of the worst paintings I ever saw was one that changed color schemes every few inches. This usually results from having too many colors to pick from. UNC State art students use three tubes of paint to create all their colors. Using a limited palette trains your eye the best and coordinates your colors, as well. 

However, I think it’s smart to begin mixing colors right away, instead of using colors straight out of tubes. Leave that to amateurs and do-it-yourselfers that don’t want to have to struggle or get help. 

How much color help IS NEEDED

Question: How much color help is enough?
Answer: Colors are a complex issue. Just naming the different color systems is enough to send you screaming into the night, but you shouldn’t let it get to that point. The system I help you set in place is easy to learn, and reproduce, so you can expand it yourself, with a little guidance. The list that you memorize is most helpful, and short. You will quickly learn to mix shadows, complex colors, and save yourself from the results of mud. 
You will learn how to reverse color directions, and go the opposite direction. You will learn how to make transparent colors opaque. How to make glazes that fill in the white dots left by shrinking paint or that antique a primary color or that lighten, but with depth.

 You will learn how to make your own color wheel, and in doing so, you will become skilled in expanding the in-between colors.
A STARTING SET OF OIL Paints
Question: How many colors make up a starting set of paints?
Answer: You can often find the basic starting colors in a kit, usually 6 colors plus black and white, so 8 or 9 tubes of paint. That list is the same for all three types of painting, except that acrylic paints, being the newest on the market, have made up their own names for classical colors. Oil color names are quite exotic and usually pronounced wrong.
You can often find the basic starting colors in a kit. However, more and more lately, I find the kits contain an entirely wrong selection of colors. The colors I am giving you allow you to mix pure colors without turning your mixes into piles of mud straight away. Instead of spelling them out in detail, I always share my list with my students when they register, but I will definitely give you a foretaste by seeing that list. Then you can begin asking why the teacher used this blue as opposed to another.

One of the most important colors for your beginning set is ultramarine blue. No other words, no “to the green side,” but 100% ultramarine blue. If it has any tendency towards green, it contains yellow, making it an impure mix.
LAYING OUT PAINTS IN ORDER

Question: Is there an order for laying out my colors on my palette?
Answer: Yes, when you squeeze your colors out onto your palette, you should go from light to dark. I always follow a color wheel progression in ordering the paint I lay out to use. 
So begin with the lemon yellow, go to a cadmium yellow, an Indian yellow, insert yellow ochre (it’s not on the color wheel progression, but fits general color strength), then put out bright yellow-orange, then cadmium orange, then, regular orange, then permanent red, then alizarin crimson or naphthol crimson, a reddish violet, purple, ultramarine blue, cobalt, phthalocyanine blue, aqua, phthalo green, viridian green, sap green, earth green, burnt sienna, burnt umber, and black, if that’s what they gave you. 
I haven’t listed all of these colors as ones you should buy, but you probably did, anyway, so that’s the order to display them in, for use. I name the colors’ names that conjure the right visual picture of the color to mind, not the actual names of the tube colors. That way, you can match your mind’s eye view of the color to one of several colors offered at the store. This setting up of color images in your mind starts the making of an expert, the opposite to being intimidated by all the odd and wonderful names on the tubes of paint you have and memorizing them with the left brain.

Avoid buying colors that look as if they have any white in them.
The colors I require my students to have are what I call ‘the mixing colors,’ or the ones which allow you to mix the purest colors in my system of colors. That list becomes available upon registration, but I have included it in this booklet. Since every teacher has his or her own way of teaching, using someone’s list that you will not take lessons under makes less sense. Different systems work, just like mixing different colors can sometimes yield the same color. It all depends on the approach you take, and the colors you use. That is, if you know what you are doing. But you can always develop your own experiences and learn from them.

Still, I find it is advisable to stick with a system.

SYSTEMATIC COLOR MIXING

Question: Is there an ‘a-b-c’ order to mixing colors?
Answer: You will proceed faster, keep your colors cleaner, and avoid major mistakes happening that you must then work your way back out of, if you use a coherent system or approach. You will actually understand better what is happening when you paint, as you go, and that will mean your experience will be building block and have an authority to it that a scattershot approach won’t yield. 

You will know what you know, and nothing can shake you. Confusion so often results when people bounce from one teacher to the other with no regard for the teaching method the expert uses. And confusion results in lost time, enthusiasm, and sometimes, even, in giving up.

A lot of students take lessons from painters who just paint willy-nilly and don’t know what they’re doing or why. Their teaching amounts to just accumulated tips which take you nowhere.

I was so fortunate to have been taught classical and realistic art from the get-go. The only detour was the correspondence art course which was commercial and not fine art in direction. However, it was realistic, and when it came to painting, the course tapped the fine arts painters. My Old Masters’ training was one system, for watercolor and for oil. When I returned to the states, I studied under Tom Buechner, who was German in background, and also a classical art painter, so it fit right into place. 

You could call it blind luck, divine orchestration, or whatever. However, I was conscious of using a strategy in picking the teachers I did, and I could not be happier for that. Even my drawing professor at Queens University (then College) who taught the Impressionistic method was a step along the way in the same system. My German Master teacher said, “No one knows the actual steps the Old Masters took, but you can approximate their results by learning to see impressionistically.” Click, another building block fitted right into place. Now when I am teaching, I am able to stop at any point along the way from totally impressionistic, to painterly realism, to sharper realism, to extremely detailed.

In color theory, everything I had was building block, as well. But in taking some of the mini-courses in the watercolor societies, I have come upon practices I was able to use part of, but not all. Parts jarred and were inconsistent threads. Just because I knew what their system produced, and where it differed from the results I wanted, I was able to incorporate the useful bits, and leave out the confusing portions that opposed the system I taught.

That led me to forming a very intricately based, cohesive, and sure-fire system that leads to expertly done results, and yet, which a student can learn, adapt to his own preferences, and take further in his chosen direction.

Here’s to good oil painting techniques, with sure, painterly results! Or loose, impressionistic results! Or highly detailed results! The product we want to have in oil painting, as with other mediums, is one we want to look artistic and wonderful, of a piece, just not the tedious results that happen from overdoing it on your own because you don’t know how to start, how to build it up, or when to stop.

PAINTING TECHNIQUES

Question: Do I paint a canvas the same way I would paint on a wall?

Answer: Not really. In fact, you should allow your strokes to be what some might call ‘messy.’ The worst thing you can do is stroke your paint over and over and come to the same shade of color overall, a process I would call over blending when used for a painting.

Let several colors show, like the Impressionists did. This will be one of the hardest and easiest things to learn in oils, not to mention the most important. People who don’t understand this say, “but I’m a perfectionist,” implying that their standards are higher than mine, but the question then becomes, perfection for what? A flat, monotone wall color? Or variegated horse hairs? 

Dry paint color differs from that exact same color when wet, but when you put a little Liquin™ on it, the color brightens and you can paint into it with no discernible differences.
In oil painting techniques, you do not try to paint large monotone areas of color, but multi-faceted, variegated tones lessen the number of passes needed to further define the area. 

Or go ahead and paint flat color underneath and paint the hairs on one by one, if you like, but it will take months and years if you do, and will probably never achieve a nuanced look.
To refer to our first painting question from the young man wanting to know how to mix glazes, he finds that “rough canvas texture still causes problems,” in that the rough texture causes brushstrokes to "break up" at the [image: image10.jpg]


edges, resulting in “a scruffy, amateurish look.” This he combats by keeping the paint as fluid as possible and painting multiple layers. I find that putting your first strokes at the edges while the paint is wettest helps, although you do not want cookie cutter edges everywhere, but want your lines to disappear and come forward in an alternating way. If the edge is clean in some places, a few rough edges won’t matter. In fact, they may be exactly what is called for. 
(Image 6, Dry and Wet Mounds of Paint. This palette represents a year and a half’s work on the painting, Daniel in the Lion’s Den, a 5’ x 8’ original copy of Peter Paul Reuben’s in the National Gallery of Art in Washington, D.C.)
You can paint background up to the edge as a corrective in a later coat. I don’t recommend sanding and feel that this can be mastered with the paint. However, at different points in the day, you need to wash all residual paint from the brush to loosen it up, and then refresh the paint on your brush by picking up new paint from the palette in the center of the wet mound of color. 

Here’s to good oil painting, with sure, painterly results! Or loose, impressionistic results! Or highly detailed results! The product we want to have in oil painting, as with other mediums, is a painting that is artistic, clean, well executed, and wonderful. Although there is a lot of work to it, you don’t want tedious results from overworking or from not knowing how to start, how to build it up, or when to stop. How to know when you’re through is the hardest question to answer, as you could tweak on a painting forever. As for a final glaze to your oil, that is a subject for later. Once it has dried for weeks, however, you can put a Liquin™ glaze over it which will bring back some shine.
We want you to know oil painting techniques that make you and your painting shine! We want you to have a fully covered canvas without thin or bald spots, good quality paint, colors which work together and accent or complement each other, well-blended edges that disappear in places, and finally, a composition that spreads the colors apart in a pleasing pattern over well-drawn objects.
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