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1. Introduction

| am an artist and an educator or specifically a painter and a studio instructor. |
teach in community art schools in Montreal. The students who come to my classes are
both young and mature adults. Their interests in the visual arts vary from the artist of
leisure, to the amateur artist, to the pre-professional. My responsibilities as an educator
involve designing the curriculum for the classes | teach, teaching in a studio setting,
evaluating the students understanding and artistic progress and evaluating my own
effectiveness as an educator. The courses | teach are 3 hour studio classes offered
weekly for a period of 8 to 12 weeks. | generally teach a different group of students in

each session.

TEACHING PHILOSOPHY

My main objective as a painting instructor is to teach students the different
elements of the painting process and enable them to develop their own voice as
painters. This means learning how to see and interpret subjects in their own way, use
the materials in their own way and understand colour, which, in my opinion is the

fundamental element of painting.

| believe that painting is a form of visual communication, expressive in nature
and in purpose. In my opinion, the expressive intentions of painting are the product of
the material process, and the unique manner in which each individual sees and

interprets their experience of the world through the chosen subjects.
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| teach painting as a series of problems that are determined and resolved
through the practice. Some of these problems can focus on composition, issues of form,
space, depth and colour, and how to see and translate them from observation of the

subject to the canvas.

An idea no matter how simple or profound must be realised through the
materials in order for it to become a painting. Regardless of the material or method
that an artist chooses to communicate with, learning should involve acquiring the tools
of thinking that are specific to the discipline. The thrust of this research is to examine
some of the important thinking tools that | use in painting and in teaching. The following

list of thinking tools is founded upon perception, reflection and action:

e Visual Thinking
e Material Thinking
e (Qualitative Thinking

e Applied Theory

The central aim of this research is to further develop and examine these differ-
ent thinking tools through painting, teaching and the theory of Tacit Knowledge. | first
developed these thinking tools during my pilot research project in which | studied the

relationship between my painting practice and my studio teaching practice.
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WHAT IS THE RELATIONSHIP BETWEEN THINKING AND
MAKING ART?

Why ask? As an artist, | may find the answer to such a question interesting, but |
have never considered it pertinent to my creative practice. The ability to answer this
guestion however, has been essential to my development and growth as a studio

instructor.

My artistic practice began many years ago, and over time it has evolved into an
implicit relationship between my thoughts, my emotions, my experiences and the
materials that | use to externalise and solidify them. Like other artists, | have developed
a practice which is personal, complex and idiosyncratic. When | began to teach studio to
adults, | realised that | had to find a way to unravel my artistic practice into a teaching
practice. How does one take a practice, which has required years to develop and
transform it into a clear and logical series of teaching units? Where does one begin?
Although | scoured much of the literature on art education, | did not find resources that
could help me devise a painting curriculum. | thought back to my experiences in art
school and used them as a starting point. | wanted to create courses that would cover
all of the issues of painting | felt were essential as well as those | felt were lacking in my

education as an artist.

TEACHING DILEMMA

Early on in my teaching experience, | realised there were important gaps in the
exercises that | prepared. Often students did not understand what | was trying to

communicate to them, and | did not understand why. This created a sense of mutual
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frustration for me and the students. During painting demonstrations students would
stop me and ask how | mixed my colours, why did | choose them, how was | able to

quickly compose subjects with my brush?

| was unable to answer these seemingly simple questions. The relationship
between what | was thinking and how it translated into painting, which | thought to be
self-evident, was not so easy to explain to others. This was a serious impediment to my
teaching and to my students’ ability to understand. | needed to learn how to effectively
communicate what | knew. | was faced with a paradox: the ability to make art does not
correspond to the ability to explain how to do so. Why? The answer to this question

begins with Berry (1987), who explains:

“As individuals master more and more knowledge in order to carry out a task,
they lose awareness of what they know, such that the very knowledge that they
wish to teach to others often becomes knowledge that they are least able to

communicate.” (p. 145)

The need to articulate my artistic process, rendering it more explicit, was
stimulated by the need to become a more effective art educator. | addressed this issue
by systematically using a problem-solving process that was the most familiar to me:
painting in my studio. | made many small paintings and drawings; each one was
intended to address or illustrate a particular concept or idea | wanted to teach in my
class. | examined concepts such as colour, light, space, form and composition. Each
time | made a painting | would take journal notes which would describe what | was

doing and why | made certain choices. The process of verbalisation was a necessary
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step to connect how | work to how | think and also to discover how concepts of painting
and theories of art were embedded in the painting process. | used these notes to

structure the teaching units of my various classes.

The paintings | made were used as visual examples of the ideas and concepts |
would teach in any given class. When students did not understand the concepts | was
trying to teach them, | would go back to my studio to find a way to reformulate

problems and solutions.

My teaching practice began to take form through the circular process of
painting, reflecting upon what | do, teaching, reflecting upon the outcomes of teaching
and then continuing to paint. A method of teaching began to emerge which was related
to how | think and learn as an artist: solutions to problems are visualised and then

solved through the materials of my practice.

THE RELATIONSHIP OF ARTIST AND TEACHER

The aim of my pilot research project was to use this procedure in order to study
the relationship between my creative practice and my teaching practice. | made
paintings and took careful notes on how to use them for a specific class. | also took
journal notes to record my teaching experiences and students answered questionnaires
regarding their learning experience. | did a comparative analysis of the data, focusing
upon how | think as an artist versus how | think as a teacher, and how this is manifested

in my actions.



TACIT KNOWLEDGE: PAINTING, THINKING & TEACHING. 6

By searching for similarities and differences between my teaching practice and
my artistic practice, | began to understand the nature of the difficulties that |

experienced in my teaching practice. Table 1 summarises my initial findings.

Table 1: Artist Teacher Comparison

Artist Teacher
Subjective: Objective:
e Non-verbal e Verbal
e Expression of personal ideas. e Expression of general ideas, theories,
concepts.

Process is oriented towards the
production of artwork. facilitation of art making in others.

e Process is oriented towards the

e Communication through materials. Communication through language and

material demonstrations.

The first and most obvious difference was in the form of communication. My
creative practice is non-verbal and subjective. My focus and aim in painting is to
express my personal ideas and experiences. Teaching, however, requires verbalisation
and objectivity. By objectivity, | refer to the need to communicate my knowledge in
terms broad enough to be relevant to different people and yet at the same time

maintain aspects that were specific to me as an artist.

| also examined the different ways that | communicate concepts to students. |
initially separated this information into categories that | described as theoretical, prac-
tical, technical, personal or subjective. | then further refined these categories into the

following list, which | refer to as Artistic thinking:
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1. Theories and concepts is knowledge generally accepted in the field of visual
arts and art education. For example, colour theory tells us there are three primary
colours: yellow, red and blue. A formal proposition in colour theory states that blue and

yellow make the secondary colour green.

2. Theories in practice refer to the manner in which theory is transformed and
developed through experience and practice. In painting practice the green that | mix can
vary depending upon which yellow and which blue are used. Furthermore, green can
refer to a whole range of colours. When teaching, | will always substantiate a theoretical
concept with how it is directly applied. The paintings that | make for my classes are

visual examples of how | use and interpret different theories.

3. Visual Thinking: Arnheim (1980) tells us that "In order to see we have to think and
in order to think we have to see." (p. 492) The translation of visual perceptions and
thoughts into a visual language is a non-verbal process that involves reflection and
reasoning. Connecting verbal language to visual language is also an important aspect of
teaching. The verbal explanations | give to students will only make sense to them when
they can be seen. Concepts or theories are often easier to understand when they are
demonstrated through the materials or in a work of art and then experimented with in
practice.  When | explained how to mix colours, for example, students can only
understand my verbal explanation once | have shown it to them using my paints and

palette, or by painting it on a canvas.
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4. Material Thinking: Working with the materials is more than just a technical
process. It is the translation of the many thought processes outlined above into that
which has physical substance. The materials are the artist's medium of communication,
just as words are to the writer and numerical formulae are to the scientist. This process
of communication is never a direct translation of thought to material. The way artists
work with materials will contribute and transform ideas and intentions throughout the

artistic process.

5. Qualitative Thinking is a very personal and subjective form of thinking which
characterises artistic process. It is perhaps what makes us all original and unique when
we make art. Eisner (1963) wrote, " The artist's view of things is valuable not only
because it intelligently perceives the qualities that constitute objects, but also because it
can see what lies beneath them." (p. 215) Qualitative Thinking is the expressive

element in Artistic Thinking.

SUMMARY AND RESEARCH AIMS

In considering the relationship between artistic practice and teaching practice,

there are several underlying assumptions:

e The ability to teach art is founded upon the ability to make art.
e Making art does not imply that one can teach art.
e Artistic practice informs teaching practice in an indirect manner.

Through critical reflection of my painting practice, it is possible to describe the types of

thinking that are involved in making paintings. When this information becomes the



TACIT KNOWLEDGE: PAINTING, THINKING & TEACHING. 9

basis of my teaching, | am able to create a dialogue between my artistic practice and my

teaching practice.

Art making is a complex process requiring the use of different forms of
knowledge. In my pilot research project | was able to identify and categorise the
different types of thinking common to both the way | make art and the way | teach art. |
consider Artistic Thinking to be important thinking tools that are used in the practice of

painting and | believe they should be developed when learning how to paint.

The broad aim of this research is to demonstrate how personal artistic practices
inform teaching practices. The specific goal is to further develop and explore the Artistic
Thinking Tools through an analysis of my painting practice as it relates to my teaching
practice. The theory of Tacit Knowledge, presented in Chapter 2, offers both a means
of structuring how | can verbally articulate this relationship and a lens through which |
can understand the relationship of thinking, painting and teaching. The central

guestions that | examine in this research are the following:

1. Can the cognitive processes that are enacted through the painting process be

understood with respect to the theories of Tacit Knowledge?

2. Is it possible to articulate and describe the areas of subsidiary knowledge that are

needed in each painting process?

3. How do they function together relative to the unified focus or aim of the painting

process?

4. How is this information translated and transferred into a studio teaching situation?
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5. How do the artistic thinking tools work in the practice of painting? Can they be

further elaborated and implemented in teaching?
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3. Knowledge Transfer: Knowledge which is learned for one purpose and is
then applied in entirely different situations. (Gourlay., 2002; Eraut., 2000;

Berry., 1987)

Gourlay (2002) describes tacit knowledge as a semiotic non-verbal form of know-
ledge that is embedded in the performance of skilled activities. Tacit knowledge and the
painting process share common aspects: Painting is derived from and inspired by
personal experience. Subjectivity and the use of sensory perceptions are fundamental
components of it. Just as tacit knowledge is embedded in skilled practice, an artist’s
knowledge is embedded in the process of painting. The painting process, like tacit

knowledge, is essentially a non-verbal activity.

POLANYI AND TACIT KNOWLEDGE:

When Michael Polanyi (1966)" first developed the theory of tacit knowledge, he
did so after a long and productive career as a scientist in the field of chemical physics.
His aim was to challenge the belief that scientific reasoning was purely objective. He
believed that a true definition of knowledge cannot exclude the individual. All
knowledge has a personal element which cannot be articulated through words or
theorems. As such, knowledge is not static or immutable, but lives in each of us.
According to Polanyi, theoretical knowledge and practical knowledge function together

at the same time within the individual. Polanyi describes tacit knowledge as knowing;

! Unless otherwise mentioned, all references to Michael Polanyi’s work come from: Polanyi, The
Tacit Dimension, 1966.
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Figure 25: Cloud Study # 1

under painting

Figure 26: Cloud Study # 1. Oil /canvas, 11 x 14 inches
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Figure 27 Colour Cloud sketch #1, Qil /canvas

Figure 28: Colour Cloud sketch #2, Oil /canvas
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Figure 29: Cloud Study #2, under painting

Figure 30: Cloud Study #2 Acrylic /canvas, 11 x 14 inches

98
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EXERCISE 5: TREES AND WATER REFLECTIONS:

Landscape construction: The aim of this exercise is to use two different source images in order
to create a painting. A solid understanding of tone, colour and form allows a painter to extract
pertinent information from different sourced in order to compose a subject. This exercise is

designed to implement the previous concepts that have been covered in the course.

Visual thinking:
e Simplifying the subject: working from general to specific is essential in complex
compositions.
e Study of patterns and movement: the arching pattern of foliage in trees, reflection
of tree masses into water, water rippling has a horizontal pattern
None of these elements are copied. If the discernable patterns are understood, they can be
re-created or interpreted.
Material:
e under painting, colour studies as preliminary preparation for painting
Colour Theory:
e colour and tone are taken from different sources and unified into a single composition.
Qualitative thinking:
e Finding colour to express the subject is a personal endeavor. It can come from other
source images or from the imagination.
Composition:

e a painting is often composed from different sources.

Figure 31: Exercise 5:
Reference Photos 1, 2, 3.
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Figure 33: Trees & Water #1

Under painting

Figure 32: Trees & Water # 1

Acrylic/canvas, 11 x 14 inches
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Figure 34: Trees & Water # 2

under painting

Figure 35: Trees & Water # 2

0il /canvas, 11 x 14 inches
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DATA ANALYSIS CHART 1: THREE PICTURE PLANES

Focal Action

Actions

Subsidiary Knowledge

Thinking Process

1. Study subject

Observe: the different areas of the
subject to determine the three
planes of composition.

Assumes Ability to:

Simplify realistic forms into geometric
representations:

Distinguish between essential form and
details.

Compositional organization: design and
proportions.

Spatial Understanding: Horizontal Planes to
represent depth of space
Procedure: steps of constructing a painting

Visual Analysis: Determine the different planes to
represent depth of space. Look for large shapes.

2. Draw
composition

Observe: canvas and reference
image to draw composition.
Material Action: Mix paint.

Draw simple contour based on visual
analysis.

Knowledge of material properties and
how to manipulate them:
paint viscosity (solvent/paint mix)

Paint application:

how to use brushes,

Physical gesture of making the mark on
canvas to correspond to visual
observations.

Plan actions : procedure to solve compositional
problem
Visual analysis to material action:
Correspondence between observations and
materials, subject and painting.
Generalise/Simplify: complexity of forms to
geometric shapes.
Evaluate/Adjust: marks to represent visual
understanding of compositional elements

Observe tonal contrast between
different planes of composition.
Material Action: Mix different tones
of colour with sufficient contrast
between them.

Colour theory: tones
Ability to distinguish contrasts between
tones in paint mixtures and in subject.
Differentiate colour and tone or assign a
tone to a colour.
Material properties of paint.
Palette organization ( routine)
Paint density(tactile, routine)

Colour theory: tones
Visual analysis to material action: mix paint to
represent tones for planes of composition.
Differentiate colour and tone: assign a tone to a
colour.
Project outcome by considering the
interrelationship of tones.
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Focal Action

Actions

Subsidiary Knowledge

Thinking Process

Ability to use a painting knife(routine).

4. Mass in tones

Focus is on simplified shapes of
composition and their tonal
contrasts. Notice hierarchy of tones.

|| Composition is massed in following

the idea of three planes to represent
depth.

Paint application:
Loading paint on brush
Physical gesture of applying paint.
Paint density
Amount of on brush and amount of
paint on canvas.
Correspondence between visual
observations and painting with respect to
tonal organization.

Visual analysis to material action:

Designate: a tone for each area of composition
Systematic/organized approach to applying paint.
Procedure: work from relatively darker to lighter
Evaluate/Adjust: painted shapes and tones on
palette/painting.

Compare/Contrast: painting and reference subject.
There is constant evaluation between observation
and action.

5. Mix more
Tones

Observe relationship of light dark
structure within different planes of
composition.

Mix more paint

Action of mixing paint is routine.
Personal judgement: colour choices are
based upon the painting and how it
relates to the subject.

Ability to add, adjust, refine tones based
on subject observation and painting.

Distinguish tonal contrasts from one compositional
element to another.

Compare/contrast: subject observations and
painting actions.

Evaluate/adjust: tonal relationships.

Shapes/ tones
of sky and
middle ground.

Focus on middle ground and sky:
Observe: Looking at tree line, river
and mist.
Distinguish Contours of trees.
Alternate visual observation
between subject and painting.
Look at parts and whole.
Material: Add tones of paint
according to visual observations.
Add lighter and darker tones.
Create contoured shapes to
distinguish tree lines.

Paint applied through loose gesture and
broken brushstrokes.

Paint is blended through the successive
application more of paint on the canvas.

Elaborate the shapes based upon
observation. This is interpretive.

Visual analysis to material action:

Project. Future actions based on visual analysis
Elaborate: add more tones

Organise: relate new tones to initial structure based
on three disticnt planes.

Technique: paint application
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Focal Action

Actions

Subsidiary Knowledge

Thinking Process

6. Elaborate tree.

Observe: Edges and internal contours

| of tree are studied more closely.

Differentiate between branches
and foliage.

Foliage is observed as masses; not
as individual leaves.
Apply paint:

Use surrounding tones to shape
external edge of tree.

Use tree tone to shape internal
parts.

Adjust/add tones on palette.

Anatomy of tree: how foliage wraps
around the branches.
Pattern and shape recognition

Differentiate large masses from detail.

Positive negative space: observed
visually.

Keep tonal structure organised

Amount of paint used working into wet
paint.

Visual analysis to material action:

Designate : tones for specific areas

Interpret: shapes of middle ground trees. Based on
ability to generalize.

Differentiate: sky from middle ground tree line
Theory: positive/negative space

The space around the tree helps to shape it.
Interpretation of form based on a generalization of
what is seen.

Look at whole pattern rather than at details.

7. Tree and

foreground.

Observe trunk/branches relative to
foliage masses.

Consider composition of foreground
details.

Lighten tones of foreground.

Adjust tones throughout painting.
Add details of foreground.

Adjust palette tones as needed.
Foreground field is lightened.

Physical Gesture of paint brush/paint
applications is used to create shapes and
textures of foreground field and plants.

Visual analysis to material action:
Recognise patterns and shapes first. Add individual
details after forms are put in place.
Inferring: Structure of tree
TechniquePaint application follows the movement of
shapes:
Horizontal for ground, outward strokes for trees,
Long strokes for trunk, diagonal strokes for sky.
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Focal Action

Action

Subsidiary Knowledge

Thinking Process

1.Tone Canvas

Tone canvas to a neutral middle ground.

Mix paint, thin it out, apply it, wipe down
canvas until dry to the touch

Material:

Amount of paint/solvent to use, paint
application. Consistency of paint, thickness of
application, how much to remove.

Dry to the touch is very subjective.

Different for acrylic: use medium and not
water, apply as transparent glazes.

Facilitates colour and tonal perception during
process.

Routine Action Most students have difficulty
with this procedure. This is due to lack of
experience with technique and materials.

2.Study Subject

Visual analysis:

Study the relative contrasts of different
elements of composition.

Study specific colours.

Look for colour relationships: Complements
Name colours and choose pigments that
correspond.

Applied Colour theory:

Differentiate tone from colour.

Difference between gradation and contrast.
Complementary colours/ warm cool colours.
Assumes knowledge of pigments: for colour
mixing.

How colours interact visually/physically

Planning colour palette

Observe, Classify colours(tone, hue)
Establish criteria: complementary relationship

4.Composition

Material action:
Paint mixtures based upon visual analysis:

Tones based on tonal visual analysis.

Colour theory:

Tonal structure: Relationship of compositional
elements.

Complementary Colours

Visual analysis to Material action:
Designate specific pigments for palette
Project: outcomes of colour on painting
Organisation: palette colours based on how
they relate to each other in composition.

Visual focus on contours of elements of
composition.

Material action: Composition is drawn with
paint.

Ability to:

Simplify.

Compose elements of composition on
canvas.

Relative proportions.

Visual analysis to Material action:
Generalise/Simplify: formal elements of
composition.

Technique: density of paint. Not too thin to
avoid lifting off toned canvas
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Focal Action

Action

Subsidiary Knowledge

Thinking Process

5.Paint: Sky

Visual focus on sky colours/tones.
Observe: colour/tonal gradations.

Material action:

Colours are laid in following tonal structure
observed in image.

Oil paint is laid on top of toned canvas
White cloud is rendered as orange grey

Relationship between shapes, colours and
tones.

Difference between tonal contrast and
gradation

Difference between hues, saturation, tone.
Complements to mix grey of clouds
Gesture of paint application
Toned canvas affects colour perception.

Visual analysis to Material action:

Organise: relationship of colour/tone
Evaluate/Adjust: Palette colours are adjusted
to work with image.

Technique: Paint is not thinned out or
blended to avoid disturbing tone on canvas.

"B
#
!
Ll

6.Paint Hills

Visual focus: Focus is on the tone and colour
of hills and how they relate to one another.

Material Action: Mix relevant colours, apply
paint.

Difference between hue, saturation, tone

Complementary colours to mix browns, greys.

Visual analysis to Material action:
Evaluate/Adjust: Palette colours are adjusted
to work with painting and not photo.

Colour adjustments are a response to the
painting. Subject photo is just a reference.

7.Mist on

==
=

| -

'

mountains.

Visual Focus is on colours/tones of mist.

Material Action:

Mix colours apply paint.

Edges of clouds are soft —not a s clearly
articulated as mountain tops.

Visual interaction of colours. Orange of
clouds at horizon versus orange of clouds
around mountains.

The sky clouds look more orange because of
blue. (Not mentioned because the students
had enough difficulty with the concept of
mixing colour complements.

Visual analysis to Material action:

Compare and contrast colours, tones on
reference, palette and on painting

Technique: Difference between hard/soft
edges.

/

8. Refine of
colour/shape

Visual Focus: on parts and whole of painting.

Limited use of reference photo at this point.
Material Action:

Subtle adjustments of colour and shape.
More paint is added. More colours are
mixed.

Paint application becomes increasingly dense.

Greater paint density increases depth and
intensity of colours.

Colour relationships become increasingly
subtle.

Visual analysis to Material action:
Elaborate: shapes, colours.

Synthesize the different areas of painting
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Focus

Action

Subsidiary Knowledge

Thinking Process

1. Tone Canvas

Mix middle Grey paint, thin out with solvent.
Apply and wipe down canvas.

Tone Canvas
Knowledge of materials:
Awareness of potential outcome.
Assumes knowledge of paint application
and mixing greys.
Understanding of paint consistency.

Plan/Project: consider how under
painting colour effects polychromatic
colours for next stage.

Applied Colour Theory: Colour choice is
personal but based on colour theory:
Saturation and how colours
appear/interact.

2. Analyse
Subject

Visual analysis for composition:

Break down subject into component parts to

simplify composition.

Decide what elements to eliminate/ save.
Ignore details and focus on large shapes.

Material Action:

Using darker grey, draw contours of shapes.

Compose shapes based on visual analysis.

Apply paint: avoid solvent to maintain initial

tone.

Focus on the tonal structure of the formal
elements of composition.
Simplify subject into abstract forms.
Distinguish between colour and tone.
Mix out tonal range
Knowledge of colour mixing,
complementary colours.
Understanding of saturation and the role it
has in colour perception.
Understand subtle nuances of tone.
Palette organization.

Visual Analysis:
Form/Composition.

Generalise/Simplify

Composition:
Shape, proportions, movement.

3. Visual
Analysis: Tones

Visual Analysis of Tones:

Determine tonal structure. Contrasts versus
gradations in tone.

Material Action: Mix paint:

Mix different tones of grey to correspond with
visual analysis.

Drawing

Composition, perspective, proportions.
Organise palette colours in a hierarchy of
tones from dark to light.

Compare/contrast light dark structure

Systematic Organisation:
Tones on palette.
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Focus

Action

Subsidiary Knowledge

Thinking Process

4. Foreground

tones

VisualAnalysis: look at relative tonal structure
of formal elements

Material: Lay in light/dark tones

Save extreme lights for later.

Dry brush technique. Allows for paint to
build up without losing control of material.
(N/A for acrylic).

Focus is on creating depth and dimension
to simplified shapes, such that they
resemble hills, snow, path, sky.

Each mark represents an element of the
whole shape.

Let paint create shapes through different
tonal application.

Tactile aspects of technique.

Visual analysis to Material

Compare/Contrast:
Tones in each compositional section.

Technique: Dry brush.

5. Sky

Visual analysis: look at relative tonal
structure from one area/form to another.
Material Action
Add or alter tones on palette to correspond
to desired effects on painting.

Understanding what you see and making
marks to represent it. Each mark represents
an element of the whole shape.

Paint represents shape —no attempt to be
literal.

Systematic: work from one area to
another.

Visual focus: on shape/tone to guide
material actions.

Compare part-whole relationship

6. Middleground

Visual analysis: Compare tonal contrasts
between hills and sky.

Study whole composition and evaluate in
order to make final adjustments.
Visual Focus is on painting not on photo
Material Action: Add paint and make tonal
adjustments.

Generalise whole composition.
Ability to differentiate detail from main
structure.
Focus is on adding depth and dimension to
simplified shapes, such that they resemble
hills, snow, path, sky.

Visual analysis to Material action

Compare part-whole relationship

Elaborate and synthesize: Add more
paint to strengthen tones.

7. Paint in Trees

Observe trees: inter- relationship of
proportions and placement for composition.
Visual: Simplify whole shape, no details.
Material: Lay in outline.

Visual: Look at patterns whole and parts of
tree.

Material: Elaborate shape.

Distinguish patterns.
Break down shape and restructure it.

Relative comparisons:

Proportions of trees relative to each
other and to whole composition
Generalise simplify: shapes of trees
Pattern recognition: branches: shape,
form, movement

Elaborate Interpret
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Focus

Action

Subsidiary Knowledge

Thinking Process

8. Plan colour

palette for

colour study

Observe each area of the subject and
verbalise colours.
Look for colour relationships: warm cool,

complements, dominant secondary. Use
generic colour names.

Concept of white as a colour:
complementary colour application.
Choose dominant colour.

Translate into pigments.

Ability to differentiate parts of composition
and name colours

Colour theory: Understand colour
relationships.

Think of the subject as a collection of shapes
and colours. (to avoid being literal)

Planning: Colour Palette

Visual analysis: designate a colour for
each area of painting.

General observations

Organise colours: relationships can be
described with colour theory to help
devise palette.

Designate: Dominant , secondary colours

9. Mix initial
Colours

Translate Visual Analysis to Materials:

Associate colours with specific pigments.

Material Action : Mix out colours on palette
Initialise palette based on dominant colour

choice.
Consider relationship of colour to tone
Organise colours into tonal hierarchy.

Translate observation into pigment.
Knowledge of different paint pigments.
Associate observations to materials
Knowledge of how pigments relate to each

other in theory and in practice(mixing them
together)
Ability to visualise colour on painting.

Associate and translate: generic colour
to pigments.

Applied Colour theory : Complement
colour theory as real pigments

Project: colour choices onto painting

10. Composition

Observe study shapes of composition

Material Action:
Tone canvas.

Draw contours of composition

Visual analysis: simplify composition into
simple geometric contours

Technique: Wet on Wet; similar to Aerial
perspective exercise.

11. Paint in Sky

Focus on sky colour tone :

yellow/orange to blue

Study colour tonal relationship of sky:
Correct and elaborate colours on palette. This
is determined by personal evaluation colour
relationships on painting.

= Ongoing visual comparisons of
painting/reference subject.

Focus on tones / colour relationship for the
painting.

Ability to differentiate between gradations
and contrast in subject and on palette
colours.

Technique: Paint density and paint
application done as not to disturb initial
canvas tone. No blending or use of medium.

Visual analysis to material action

Translating: from observation to material
Evaluate Adjust : colours on palette,
painting

Elaborate : colours on palette
Technique: Create a smooth transition

between colours/tones.
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Focus

Action

Subsidiary Knowledge

Thinking Process

12. Mountains.

Visual Analysis:

Observe colours and determine the specific
colour/tonal qualities. Compare tones to sky
tones to get correct tonal relationship.

Pay attention to direction of light source and
how illumination changes colours

Material Action:

Mix colours on palette. Compare sky colours
to mountain colours on palette,

Apply paint.

Render gradation of colour and tone for
mountains.

Rendering illusion of mountains.

Ability to differentiate colour and tone to
create gradation.

Ability to associate colour pigments with
colours observed in subject.

Liberal interpretation of colour: focus on
painting and not photo.

Systematic organisation of palette.

Translating: form observation to material
Theory:
Colour theory

Aerial perspective

Evaluate /Adjust: colours/shapes.

13. Foreground
Hills

Visual analysis
Study colour/tone of foreground

Study how colours/tones change according
to direction of light.
Material Action:
Mix colours
Apply paint
Continual adjustments to palette colours
Work from dark to light

Render illusion of foreground snow and
path.

Ability to see subject as abstract shapes,
colours, tones.

Layers of paint get consistently lighter. This
implies initial colours are darker.

Compare/contrast colours
in subject

on palette

on painting
Evaluate/Adjust: materials on palette
and painting

14. Render Tree

Visual analysis of tree: shapes, proportions,
patterns.

Material action:

Mix paint, lay in trees.

Correct colours and shapes of trees
Add more paint to accentuate them

Creation of trees.
Ability to simplify complexity of tree
shapes.
Interpret overall form rather than copy.
Ability to interpret a form means
understanding the general form .

Generalise/Simplify: shapes, proportions
of trees
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Focus

Actions/Procedures

Subsidiary Knowledge

Thinking Process

1. Study subject
and describe

observations

Visual Analysis: Focus on large shapes and
compositional organisation.

Look at different elements of composition.
= |dentify cloud types

= shapes

= light source

= compositional organization: patterns and
sequences in clouds

Analysis of Visual elements:

Form: recognise that the clouds have
similar shapes: flat bottoms, rounded tops
Composition: Look at the patterns and
movement of clouds

Light: Determine light source. From the
upper left. —observe shadows on clouds,
trees, field.

Space: Perspective and proportions of
relative elements: clouds, trees.

Visual Analysis: Form, composition, light,
patterns, spatial arrangement.

2. Block in Visual: Focusing on the large general shapes: Materials: thin paint, using medium and Generalise/Simplify: Break down
composition. Reference photo to Canvas. brush. composition into simple geometric
Material Actions: Draw in shapes: Abstract Ability to simplify composition into abstract | shapes.
geometric shapes represent composition. geometric shapes and translate them into Compare/contrast: relative shapes
. ,/\/'V’“i,] = Once these shapes satisfy ideas for composition, | coherent patterns and shapes into more Interpret: Re-organisation of shapes
k -;_’__':__’ they are elaborated by studying the pattern natural shapes. based on personal choices.
J-L;ﬂ_f contours of clouds. They are not copied, but Evaluate/Adjust: elements of
interpreted and re-structured Knowledge of perspective, proportions. composition.
3. Add Tones Visual Focus turns from shape to tone. Study Ability to : Visual Analysis to material Action:

tonal structure of subject.

Material: Mix colour: Start with minimal amount
of tones, assigning a tone to each large area.
Paint application: Tones are laid in based upon
visual analysis.

= Distinguish tonal structure.

= Organise tonal relationships in palette
and painting.
Control of Consistency/density of paint
mixed with solvent.

Compare/Contrast: different areas of the
composition.

Designate: specific tone for
compositional elements

Technique: dry brush.

4. Shape cloud

Steps 3-5: Elaborate shapes and tones.

Visual analysis: Greater focus on the contours of
shapes; creating a relationship within them and

Ability to:
= Understand positive/negative space:
subject and ground relationship for

Theory: positive/Negative space
Differentiate & Elaborate: shapes of
clouds.
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Actions/Procedures

Subsidiary Knowledge

Thinking Process

between them.

Material: additive and subtractive: add paint

tones or subtract them (with rag, brush, solvent).

proportions.
= Differentiate colour from tone.
= Ability to mix out a graduated range of
tones to correspond to observations.

Evaluate/Adjust: changes should be
evaluated throughout the process.
Each action will determine the one that
follows.

Visual analysis: on tonal structure of clouds
following logic of direction of light source.

Material: Add more tones using subtle
gradations.

Use tones to transform flat shapes into
rounded forms gives dimension to shapes.

Visual Analysis:

Theory: logic of light source
Compare /contrast tonal structure
within shape and between shapes
Material decisions actions based on
observations

Visual analysis:Study tones of foreground and
middle ground trees.

Material:

Adjust tones..

Part/whole relationship of tones:

Tones are chosen based on how they relate
to each other and to sky.

Depth of space through tonal structure and
proportions of shapes.

Theory: aerial perspective

Compare /contrast: tonal structure
within shapes and between shapes
Material actions based on observations.

8. Refine tree.

create the sense of the tree.

Material:

Refine the contoured shape by adding tones.
Tones based on the logic of light source.

and masses, trunk and branches structure
foliage.

Elaborate shape to form: with more tones

Foreground tree repeats the previous steps Ability to see and interpret tree as a simple | See above
1-3: shape.
Analyze simple geometric shape,
Render it with specific tone, Relative nature of tones: Tree is the darkest
Tone is relative to the whole. element of the composition.
7. Paint in Tree
Visual understanding of the pattern shapes to Tree anatomy: foliage rendered as patterns | See above
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Actions/Procedures

Subsidiary Knowledge

Thinking Process

Refine composition

Visual focus is once again on the whole subject
and how the parts work together and relate
together.

Material: Tonal palette is enlarged. More lights
are added.

= Synthesis of the whole work by focusing
on painting, not reference photo.

= Choices are based upon personal
evaluation of the whole work.

= Material: addition and subtraction of
paint.

Evaluate/Adjust: shapes tones
Synthesize: Adjust tones shapes, details
to create coherence in tonal structure.

9. Plan Palette:
Creative solution

iy

il e
based on personal

ideas.

Study image to determine colours.
First name/verbalise the general colours.
Consider how to translate colour observation
into pigments. Be more interpretive.
This assumes experience/memory of colours.

Assumes knowledge of pigments and their colour
qualities.

Breaking down compositional elements into
general areas of colour.

Colour Relationships:

Dominant colour and secondary colours.
Understanding that white/ grey translates
into a complementary mix of colours.

Applied colour theory: associating colour to
paint pigment.

Visual Analysis: Establishing criteria
General to specific: colour to pigment
Colour theory :Complements, Dominant,

secondary colours.

Reflect: Consider possible solutions
based on expressive potentials:
(Based on personal judgments).

10. Color Study:

Palette

Visual Analysis: focus is on the relationship of
sky and cloud colours in reference

Material Action: Choose potential colours for sky
by experimenting on palette.

Applied Colour theory:

Colour relationship: Complements
Choose blue and orange for cloud colours.
Ultramarine blue and Cadmium red light.
Cobalt Blue: (Ultramarine and Pthalo blue

mixed ), ultramarine with cadmium orange.

Colour theory: Complementary colours
Visual analysis: on palette colours
relative to reference subject

Material Action: Mix potential colours
Project: possible outcomes of colour
mixtures.
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Focus Actions/Procedures Subsidiary Knowledge Thinking Process
10. Colour study Visual focus: is on palette colours rather than Expressive qualities of colour. Colour as a tool of expression = thinking
. By gy subject image. through the materials.

" Material Actions: Paint two studies: Colour theory: complementary colour Interpret: subject with different colours
Colour study done with two different relationship for whites and grey based on Material Thinking: Experiment to
complementary colour pairs of blue and orange. | dominant colour. understand how they colours interact

with each other and their expressive
Most people in the class chose not to do this. They outcomes.
are not willing to experiment or they don’t Reflect on the outcome of it to plan the
understand how to because of lack of knowledge. painting.
11. Mix colours Palette organization, colour choices based upon Limited Palette: minimum amount of Colour theory based on Complements
colour studies. colours are used.Creates a closed system of | and analogues and primaries

colours that work with each other. Teaches Palette: Colours mixed & organised

|| Visual Analysis: General colour observation and | student how colours relate to each other and | relative to how they appear on canvas.
ideas translate to specific pigments how they work together. Routinised behaviour that will support
Focus on colour relationships on palette. Colour theory: Blue yellow primaries to mix | the problem solving process.

green, blue orange complements for clouds,

Material:Mix out different colours. yellows for field. (Cadmium yellow, yellow Project: outcome of colours, how they

Organise them according to pigment and tone ochre, orange, red) may appear on canvas

based on how they will interact on the canvas. This is an initial palette. The colour mixes Inference: Using previous experience to
must be verified on the canvas. solve new problem. Applied colour
Colour interaction: how colours intermix to | theory: Knowledge of colour mixtures
create the desired colours and tones. and how they interact.

12. Paint Sky Visual Focus: Focus is on large shapes, tone and The initial painting process aims at Procedure:
; colour of sky establishing the general colour relationships | Start with blue of sky, tone of sky
Material Action: Apply relative tones of blue of the whole composition. Similar to the determines tones for clouds.
paint creating a subtle gradation. formal simplification initial under painting Initial colour application
= Tonal structure comes from image. Colours stage. Technique: dry brush; facilitates

based on colour study. adjustments and addition of paint at
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Focus

Actions/Procedures

Subsidiary Knowledge

Thinking Process

= Adjust Palette as necessary.

later stages

13. Paint clouds
-, ~ :

Visual Focus: on colours, tones and shapes of
clouds and their relationship to sky.

Material Action: Apply relative tones of paint on
clouds. Adjust Palette as necessary.

The subtle change from warm to cool in light

shadow relationship of clouds.

Leave area between clouds, sky unpainted to

avoid blue of sky mixing into cloud colours.

Interpret: cloud colours

Organise: tones based on logic of light
source.

Procedure: Qil paint: open edges so blue
of sky doesn’t interfere with cloud tones

14. Paint field,
trees

Visual Focus: on colours, tones and shapes of
trees and field and their relationship to each
other and sky.

Material Action: Apply relative colours/tones of
paint on clouds. Adjust Palette as necessary.

= Working from dark to light: lighter tones
will be added over darker tones to get
greater colour depth.

= Lightest lights: highlights on clouds, field
and trees are left for end of painting.

= Colours are laid in as general masses: no
small detail work.

Inference: Aerial perspective for tones of
distant trees.

Procedure: Qil paint: leave lightest light
for the end.

15. Refine sky,

Visual Focus: finer details and colour
relationships of clouds and sky

Material Action: Adjust palette as needed.
Apply relative colours/tones of paint.

Distinguish details that will enhance subject.

Paint application is thicker. Edges are
softened.

Elaborate: shapes details and colour
relationships

Synthesize: adjust focus from details to
whole sky.

Technique: Paint application is thicker.
Edges are softened.

Visual Focus: finer details and colour
relationships of field and trees.

Material Action: Adjust palette as needed.
Apply relative colours/tones of paint.

Add final details to composition.

Distinguish details that will enhance subject.

Foliage is painted as masses of light/dark.
Field is laid in with lighter tones/colours.

Final highlights added to forms.

Aerial Perspective: for tones/colours of
trees, field.

Elaborate: shapes details and colour
relationships
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Focus:

Articulation of action

Subsidiary Knowledge

Thinking Process

1. Study subject

Visual Focus is on large general shapes of
composition

This assumes the ability to:

= Simplify realistic forms into abstract
representations.

= Distinguish between essential form and
details.

= Distinguish tonal contrasts from one
compositional element to another.

Generalise/Simplify: Form and
composition

Distinguish: shapes, tonal structure by
comparing and contrasting different
elements.

2. Drawing

Material Action:

Draw contours of composition with paint.

Pay attention to proportions and compositional
proportions on canvas.

= Translate observed subject onto 2
dimensional plane using linear contours.

= Compositional organization: design and
proportions.

Translate visual analysis into materials
Infer: use of proportions, perspective, and
concept of reflections.

3. Tonal structure

Visual Analysis: study tonal structure of subject.

Material action: Mix paint following visual
analysis
Assign a tone to each simplified area.

|| Apply paint into simplified compositional areas.

Large simple masses allows for an open
structure which can be easily altered.

Avoid medium/water in paint to ensure
even solid tones.

Visual analysis to material action
Generalize/simplify: Large shapes of
composition.

Interpret: observed shapes into material
shapes

Designate: tone for each area

Organise: hierarchy of tones

Evaluate: parts/whole

4. Foliage masses

Visual analysis: Study foliage masses of trees.
Break down large shape to smaller ones.
Material Action: Mix more tones

|| Translate visual analysis into tonal values.

Apply logic to light/shadow structure: light on
top, dark on bottom

Ability to see patterns, rhythm and
movement in shapes, tones of foliage masses.
= Small arching masses
= Recognize the direction of light in order to
create a logical light shadow structure in
subject.

Visual analysis to material action
Elaborate foliage shapes
Interpret: shapes, proportions...
Designate: values to shapes
Organise: value structure and light
Evaluate
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Focus:

Articulation of action

Subsidiary Knowledge

Thinking Process

of trees

Keep masses general/simple in shape
e Pay attention to relative structure of tones.

Material action: technique

5. Middle Ground

Visual analysis: study middle ground hills
Break down large shape into smaller shapes:
Look for patterns, rhythm and movement in
shapes.
Light Structure: Hills are lighter at the left and
top
Material Action:
Translate visual analysis into tonal values.
Keep masses general/simple in shape
Pay attention to relative structure of tones

Same as above.

Apply logic to light/shadow structure

Visual analysis to material action
Elaborate: hill shapes

Interpret: shapes, masses of foliage
Designate: smaller values and shapes
Organise: value structure and light
Evaluate

Theory: perspective, aerial perspective

6. Water

Visual Analysis: Study water reflections, look at
the horizontal rippling effect and how it distorts
the reflections of trees, hills.
Material Action:

Keep masses general/simple in shape
Pay attention to relative structure of tones.

Same as above.

Visual analysis to material action
Elaborate: water reflections

Interpret: shapes, horizontal ripples, shape
distortions of hills, trees

Designate: smaller values and shapes
Organise: value structure and light
Evaluate

7.Study Colours
Mix Palette

Associate colour structure of composition from

image to painting.
Determine Colour Palette:

Visual analysis: name colours: blue, greens,
pinks.
Associate pigments with colours.

Mix colours:
Based on visual analysis compose initial palette.

Colour theory: Analogous colours, warm cool

relationships. Dominant colour and its
relationship to other colours.

= Translate colours into paint pigments for
palette

Organise colours on palette, based on how

they are used in painting.

= Wet palette: keeping colours wet

Visual analysis: Associate colours with
painting composition.
Designate: colours from reference photo

to shapes and composition

Translate colour to pigment.

Material Action: Project/predict colours
to be used on painting.
Transform idea to material; Experiment
(colour study)
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Focus:

Articulation of action

Subsidiary Knowledge

Thinking Process

(Do a colour study to test ideas)

maintains relative tonal relationship of
pigments.

Theory: analogous colour theory .

8. Paint sky:

Visual Analysis: Study sky colours in reference
photo.

Material Actions:

Test palette colours, adjust them as needed.
Paint sky, pay attention to values and colour
gradations.

Gradation of colours in sky: ability to mix
intermediate tones for a smooth gradation

= Paint consistency to get an even opacity
of colour. (too much water or medium
makes paint transparent)

= Take into account the tonal shift of acrylic
paint when it dries.

Interpret: colour from source and apply to
painting.

9. Paint Hills

Visual Analysis: Study middle ground in both
reference photos.

Material Actions:

Mix palette colours, apply paint, and adjust
colours as needed.

Paint hill, pay attention to values and colour
gradations.

Adjust Colours: colours of hills are adjusted
to work with the sky, based on aerial
perspective and logic of light (light source
from the left).

Visual analysis within the painting,
relationships of colour and tone are refined
according to how they function within the
composition.

Material Actions:

Observe & Designate colours to be mixed
on palette.

Interpret: shapes/colours from both
sources.

Evaluate: after applying paint

Adjust: alter and correct colours/shapes as
they relate to each other

Theory: aerial perspective
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Focus:

Articulation of action

Subsidiary Knowledge

Thinking Process

10. Paint Trees

Visual Analysis: Study trees in reference:
colours, tones

Material: Mix pigments

Observe shapes of foliage

|| Paint in shapes based on visual analysis of

shapes, paying attention to light/dark structure.

= Be systematic about how parts relate to
each other.

= Foliage shapes are inferred based on
general patterns. Under painting guides this
process.

= Cool Warm relationship of greens for light
and shadow.

Same as above but with focus on trees.

11. Paint Water

Visual Analysis: Study water in reference.

Choose colours from palette or mix new ones,
Paint in shapes that correspond to movement of
water ripples, taking into account the distorted
shapes of reflections.

= Light/shadow relationships of trees and
reflections should correspond.

= Ripples and reflected shapes are freely
interpreted as horizontal brushstrokes.

Same as above but with focus on water

12. Refi—ne Details

Visual analysis: study the whole painting and
refine the relationships of form, colour /tone to
add details and cohesion to the whole
composition.

Elaborate shapes: of final trees on right and
their water reflections.

If attention is paid the the parts whole
relationship throughout painting process,
there are few adjustments.

For acrylic, the image is repainted several
times to strengthen the depth and intensity
of colours. (Depends on the type of acrylic
paint used and its opacity).

Synthesize: Looking at parts and whole
assure that they are unified and work
together.
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PROCEDURE CHART: THREE PICTURE PLANES
Focal Action: Actions/Explanations Procedure Reasoning:
Study subject Observe: the different areas of the subject to determin the General: Focus on General shape and
three planes of composition. tone:
Composition & Shape: Break down the subject

Material action based on Visual analysis:

Material: mix thinned out paint
Draw in simplified contours, focus on geometric/abstract
simplification eliminating details.

Mix Colour

Visual:Observe relative tonal structure of parts and whole.
Material:
=  Mix different tones of colour with sufficient contrast between
them.
= Ability to distinguish contrasts between tones in paint
mixtures and associate them with the subject.
= The right fit of tones can only be known once painting starts.

Mass in tones

Visual:Observe relative tonal structure of parts and whole.

Material:
=  Apply paint based on observations. Results should make visual
sense.
= Look at whole composition and judge if it works: tonal
contrasts create an illusion of distance.

Observe the large shapes that
make up the composition.

Translate observations onto a
contour drawing.

Tone: Observe the tones of
each compositional area,
compare them to each other.

Mix tones based on
observations

Lay in tones.

Shape and tone are now
unified.

Visual focus shifts between
subject and painting in order to
create a visual correspondence
between what is seen and
painted.*

*This is an interpretation, hence a
literal translation in not expected,
nor desired.

Evaluate: The structure will
determine the rest of the
painting, hence any changes
should be made now.

Details are avoided so
that changes can be made easily.
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Focal Action:

Actions/Explanations

Procedure

Reasoning:

Mix more Tones

5

L
-

Visual: Observe light dark hierarchy of subject and consider
how to elaborate initial tones on canvas.

Material: Mix more tones to allow for elaboration of
compositional elements.

Refine sky and
middle ground.

Material actions: Lighten sky with relatively lighter tone

Observe: Observe pattern of the tree tops in order to
interpret contours. Focus is on contours, giving them more detail than
a straight line.

Elaborate shapes and tones of middle ground tree line.
Shapes are an interpretation of what | see.

Refine tree.

Observe Tree: different masses of foliage and how they relate

/| to the branches. Discern any patterns and directions of shapes.

Material: Tree Add paint onto tree and on middle-ground to
elaborate it. This requires the ability to observe and generalize with
increasing detail

Refine tree &
foreground.

Visual: More detailed observation of tree, looking at how
parts relate together.
e Add branches/trunk to tree allowing foliage to envelope it or wrap
around it.
e Patterns of foreground field and plants

Material: Add paint based on observations.

Specific details

Shape and tone are
worked together at the same
time.

Observe the

intricacies of the tree contour.

Create tones that will
fit within the margin of the
“tree tone”, middle ground
tone, and foreground tone.

Re-Structuring the parts to fit

into the whole.

Focus is on Individual
Areas of Composition.

Visual analysis is more
complex.

Visual Focus is on the
smaller parts of each large shape.

Each action is evaluated
based on how the details fit into
the whole of the compositional
element and the composition as a
whole.

There is a constant
evaluation/correction adjustment.

At a certain point the
visual focus is centred more on
the painting and the photo
becomes a general reference
guide.
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Sky/clouds: Blue, white grey
Field: gold, yellow
Trees: Green

Focus Visual Thinking Material Thinking Qualitative Thinking | Process Rational
9. Interpret Study image to determine colours. Reflect upon possible choices for the sky Creative solution based | Broad colour analysis: My
colours: Name observed Colours: colours. on personal ideas attention to colours is broad

and general. | look at the
major areas of composition
and not at minute details.

10. Palette for
Color Study

Visual Analysis: focus is on the
relationship of sky and cloud colours
in reference photo.

Observe how colour relate to each
other on palette and how they
represent observation of reference

Choose colours for sky by experimenting
on palette.
Possible Colour relationships:
Complements: blue and orange for cloud
colours.
= Ultramarine blue, Cadmium red light.
= Cobalt Blue: (Ultramarine, Pthalo blue

Colour choices are
subjective, based on
personal preferences.

Specific Colour
Translations:

My attention becomes more
specific as | associate
pigments to colour
observations and ideas.

10. Colour study

image mixed), Greys: ultramarine with cadmium
orange.
Choices are founded upon applied colour
theory knowledge.
Visual focus: Material Actions: Paint two studies: | reflect upon the Colour shape elements:

Observe shapes and tones of
reference photo.

Colour observation is focused on
palette rather than subject image.

Colour study done with two different
complementary colour pairs of blue and
orange.

Colour theory: complementary colour
relationship for whites and grey based on
dominant colour.

gualities of the
different colours:
warm, cool, harsh, soft,
bright, dull

Visual thinking, material
thinking, qualitative thinking
is translated into Colour and
shape on canvas.
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Focus

Visual Thinking

Material Thinking

Qualitative Thinking

Process Rational

11. Palette: colour
based on colour

studies & photo.

Study image to determine colours.
Name observed Colours:
Sky/clouds: Blue, white grey

Field: gold, yellow

Trees: Green

Visual Analysis: General colour
observation and ideas translate to

1| specific pigments

Focus on colour relationships on
palette.

Material: Mix out different colours.

= Sky: Ultramarine, Pthalo Blue,
Cadmium Red light

= Field: Cadmium yellow light, yellow
ochre, orange (mixed with cad red light
and yellow)

= Trees: Ultramarine blue, cadmium
yellow light.

Colour theory: Blue yellow primaries to
mix green, blue orange complements for
clouds, yellows for field.)

All of the colour
choices are founded
upon how | choose to
translate the colours
that | observe from the
photo to the palette.

Parts/Whole relationships:
= Limited Palette:
minimum amount of
colours are used. Creates a
closed system of colours
that work with each other.
= Organise colours
according to how they will
interact on the canvas.
Broad thinking: This is an
initial palette. The colour
mixes must be verified on

the canvas.
Visual Focus: Focus is on large = Apply relative tones of blue paint As Above Broad thinking: The aim is
shapes, tone and colour of sky creating a subtle gradation. to establish the general
= Colours based on colour study. colour relationships of the
Adjust Palette as necessary. whole composition.
= Tonal structure comes from image.
Visual Focus: on colours, tones and | Apply relative tones of paint on clouds As Above: Relationship of parts to

shapes of clouds and their
relationship to sky.

The subtle change from warm to
cool in light shadow relationship of
clouds.

based on my Visual thinking.

Adjust Palette as necessary.

Cloud shapes are
refined, adjusted and
elaborated based on
personal preferences.

whole: Clouds colours/tones
are chosen with respect to
sky.
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Focus Visual Thinking Material Thinking Qualitative Thinking | Process Rational
14. Paint field, Visual Focus: on colours, tones and = Apply relative colours/tones of paint Broad Colour Application:
trees shapes of trees and field and their on clouds, field and trees. no small detail work.

relationship to each other and sky.

= Adjust Palette as necessary.
= Lightest lights: highlights on clouds,

field and trees are left for end of painting.

Focusing on the broad areas
of the picture planes keeps
attention on the painting as
a whole.

Steps 12-13 are repeated: Visual
Focus on detailed shapes and
colour relationships of clouds and
sky

Adjust palette as needed. Apply relative
colours/tones of paint.

Notice how palette has evolved through
the painting process: more colours and
tones

Paint application is thicker. Edges are
softened.

Distinguish details that
will enhance subject.

Specific relationships of
shape/colour:

Once the broad
relationships of form and
colour are established, the
focus can turn to details.
Attention remains on how
smaller parts work within
the larger parts and how
larger parts work as a
whole.

Steps 14 is repeated: Visual Focus
on details and colour relationships
of field and trees.
= Foliage is painted as masses of
light/dark.
= Field is laid in with lighter
tones/colours.
= Distant trees are cooler and
lighter than foreground tree
Add final details throughout whole
composition.

Adjust palette as needed.

Apply relative colours/tones of paint.

Final highlights added to clouds, fields and
trees.

Distinguish details that
will enhance subject.

Overall idea: to
represent the
countryside on a gentle
summer day.

Metaphor for Solitude

Same as above.
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Annex 4. Questionnaires

QUESTIONNAIRE 1.

Introduction to Studio Class:

1. Why have you decided to enroll in this painting studio class?

2. Do you consider painting a leisure activity?

3. Do you paint at home while you are following a studio class? Please elaborate why?

4. Do you paint even if you are not enrolled in a studio class? Please elaborate why?

5. What do you believe are the most important topics to study in a painting class? Please

rate each one on a scale from 1 to 5 where 1 is very important and 5 is not important.

Colour 1 2 3 4 5
Composition 1 2 3 4 5
Drawing 1 2 3 4 5
Expression 1 2 3 4 5
Learning about other 1 2 3 4 5

painters in the field

Materials 1 2 3 4 5
Technique 1 2 3 4 5
Visual skills 1 2 3 4 5

6. Please choose the topic(s) that you find most important and describe why you consider it

as such? For Example, | believe that colour is very important because.....
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7. Please describe which of these above categories you consider difficult to learn or apply.

8. Is there a topic that you would add to this list?

9. Do you look at or study other painters? For example do you visit art galleries, museums?
Do you purchase books or magazines about painters or painting techniques? Please

elaborate.

10. Art students will often learn how to paint by emulating a particular painter. Is there a
painter whose work you admire and whose manner of painting you would like to learn

from? Please describe why?

Thank You for participating.
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QUESTIONNAIRE 2: WINTER LANDSCAPE

The aim of this exercise was to demonstrate how to approach a complex subject by
breaking it down into different problem solving units such as an under painting, colour analysis,
testing your observations through a colour study and then working through your ideas about

the subject in the painting process.

1. Do you think that the concepts were well explained? Were there elements of the lessons

that you found difficult to understand? Please elaborate.

2. In making this painting, what did you consider difficult or challenging?

3. What if anything, did you learn through this process?

4. Did you have a clear idea of what you wanted your painting to look like beforehand?

Does your finished work resemble your initial idea? Please elaborate.

5. Did you have any ideas that differed from that of the instructor about how to paint the

subject? Did you put your ideas to practice?
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6. Did you have any particular feeling or sentiment with respect to the subject? What did you

think of when painting it?

7. Do you think that your work is expressive of that idea or feeling?

8. Do you feel that you were successful or not in making this painting? How would you define
success in this case? For example, the painting was/wasn’t successful because | was/ wasn’t

able to understand the value structure.....
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QUESTIONNAIRE 3: CLOUD STUDY

In this painting exercise we examined:

e How to simplify and understand form using geometric simplification and positive and
negative space for the under painting.

e The re-organising of the elements of the composition in order to create rhythm and
movement.

e Determining the colours through a visual analysis of the subject.

e The freedom to choose colours based upon personal preference and expressive impact.

e A colour study to enable you to visualize your ideas about the subject.

1. Do you think that the concepts were well explained? Were there elements of the lessons

that you found difficult to understand? Please elaborate.

2. In making this painting, what did you consider difficult or challenging?

3. What if anything, did you learn through this process?

4. Did you think about painting the subject differently from the photo? Did you use a colour

study to help you visualize your idea before painting it? Please elaborate.

5. Do you consider the breakdown of the painting process into different elements such as the
thumbnail pencil sketch, the under painting and colour study useful methods to creating a

painting? Please elaborate.
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6. Did you have any particular feeling or sentiment with respect to the subject? What did you
think of when painting it? Do you think that your work is expressive of that idea or feeling?

Please elaborate.

7. Do you feel that you were successful or not in making this painting? How would you define
success in this case? For example, the painting was/wasn’t successful because | was/ wasn’t

able to understand the value structure.....
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