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ZHAO YU, senior art teacher, graduated from GuangZhou Art Academy, is now teaching in Guangzhou
Senior High School of Arts and Crafts . Working hard on teaching and practising colour painting for
about 20 years, she has concluded series of colour painting study methods and nurtured lots of excel-
lent students for the art colleges. She was awarded as Model Worker of the Bureau of Education and
won the first prize of the Teaching Demonstration of Colour Painting Exhibition among the young
and middle aged teachers in Guangzhou. Students under her tutorship won the first prize of the Team
Competition of the Still Life Colour Painting in 2003 Secondary Vocational School Professional Skill
Competition on April 2003.

For years she has taught public classes at the level of school and city. Her lectures about gouache
painting are highly praised by experts, teachers and students. Among these public letures, On Still Life
of Gouache Painting recently taught is evaluated as the model class of the city level.

She exhibited her still life works on gouache in 2003.

Many of her articles about art teaching have been published on GuangZhou Art Research, China Art
Thesis Collection, Grand View on Art and Huazhong Art, some of which have won awards from the
Editorial Board Of China Artist Thesis Collection, the Art Research Association of China Vocational

Education Association, and the branch research association of China Art Education Research Association.
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easy to draw. Its colour is
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GOUACHE paint, as one of the basic artistic media to study
chromatic principles and life drawing skills, has an excellent
capacity of expressiveness. You can adopt the thin-wash and
wet-in-wet methods to make the painting transparent and semi-
transparent, reaching an effect as translucent, bright and elegant
as watercolour. You can also employ the impasto and dry-wash
methods to model objects as weighty and solid as oil painting
does.

Of course, since gouache is a paint containing white pigment
and gum Arabic, being somewhere between watercolour and
oil paint, it has its unreplaceable expressive ability. It is some-
times hard to master, especially not easy to control the amount
of water used in painting. Too much or too little water are the
two commonly seen obstacles. If the water is too scarce, the
brushstrokes will be too dry to be smoothly applied and lack of
fluent variation. In fact, only when we come to modeling the
light area of the objects, we reduce the water absorbed in paint
brushes, using drier and thicker strokes and depending on the
vibrant stokes to amplify the solidity, conspicuity and volu-
metric of the objects’ light areas. On the other hand, we offten
employ too much water, going to another extreme. We can of-
ten see flowing water traces on the students work, in which
water exceeds the paper's absorbency. The water is lost of
control, and becomes a dominant force, dragging washes
everywhere. Too much water in the washes
will make your modeling doughy and weak.
You may have relatively more water utilized
in painting the background, the shade area
and the projected shadow, to make the
colour transitions natural in these areas and
receding, blurred and misty effects to form
contrasts with the light area. In conclusion,
the application of water in gouache life
drawing should keep a balance between the
dried and the wet-in-wet methods. The "dry"
and "wet" techniques can only do their best
when they are employed step-by-step ac-
cording to the or-
der of: the drier
comes first and
then the wetter, or
the thinner first
and then the
thicker.
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BRAERE— pure and its inherent colour HAR—SHE,
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influences of the colours of
the light source and the
surroundings, but neglect
the inherent clolour quality.
This is one point which must

be remembered in practice.
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mixed with white. Handle its shade area with some
warmer hue, but not to much burnt sienna, because it
will make the pear lose its transparency and seem-
ingly somewhat over burnt. The shade area of the pear
may generally look greenish and may have other hue
tendencies too. For example, the influence of the sur-

rounding colours.

In classroom practice, we can see that, due to the technique of
mixing colours is not fairly mastered, the paintings have short-

"non

comings such as "raw", "indeterminately gray" and "dirty". Be-
ginners are prone to oversimplify what they have seen.

Firstly, colours are used without careful mixing of the paints. If
you employ only one colour or not enough mixed hues, you will
have the "raw" default occurred.

Secondly, because too much whites and lighter hues are brought
into the shade and shadow areas, the "indeterminately gray"
default arises.

Thirdly, if colours are mixed too many times to have their defi-
nite tendencies and presentment power lost, then the "dirty" short-
comings come out.

One more common problem with the students is that they mix
the colours too evenly. The result is too much decorative crafti-
ness and the work is too smooth and clean, depriving of the
naturalness and expressiveness of the brushstrokes.

The overall tone of a painting is an inherent property of it. The
hue of a colour inclines to either coolness or warmness, and
requires careful study to tell them apart. On the other hand, the
warmness or coolness of a colour is something of relativity. For
example, when green is compared with blue, or cadmium yel-
low compared with lemon yellow, or vermilion compared with

cadmium red, the latter ones will be cooler in each case.
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Among various fruits, APPLE is the most difficult to represent.
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It's too colourful to be drawn easily. Look at the Fuji apple in
the picture, its light area is redish and the shade is yellow
brownish. It is under the cool light source therefore we can first
outline it with darker colour and block in green colour in the
shade (a fairly warmer green). With6ut washing the brush, paint
the reflection with the green just used plus a little yellow or-
ange or orange red. Depict the projected shadow with vermil-
ion plus Prussian blue, and the light area by mixing white with
the cooler cadmium red. Then build the highlight -with
ultramarine, white and cadmium red blended together. To paint,
the brushstrokes must be firmly and surely applied, modeling
stroke by stroke according to the shape. By doing so, the apple
brought up in the picture will be distinguishingly solid and with
gravity. Do remember when you paint fruits, you must keep

the water, the colour box, and the paint clean.




To paint the GLASS, be aware that the rim, the base and the body of

the cup are in different tones. Generally when the rim and the base

are darker the body will be lighter, and vice versa. Since the glass is

transparent, its colour should be brighter. The area of its base border-
ing the table surface is circumstantially darker in tone, and the high-
lights and reflections must be sparklingly depicted. Pay attention to
the contrast between the glass’ own colour and those of the
surroundings, especially the cloth or objects behind the glass must be

captured, otherwise its transparency cannot be represented well.
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THE BEER BOTTLE:

After finishing the draft. start with apply-
ing colours to the shade area. Emphasize
the structural lines and attend to the
reflections. The cap of the bottle must be
portrayed extensively, and attention should
be paid to the perspective modifications of
the bottle. The trademarks and the letters

in them could be depicted selectively.




BILE T

E#EFEN, SREAKXKSEES
B PERTRENED, FHiR
B X F AR T IR H 5T UK E
k=E. FER/NE, BREN -
W AER/REY. LR
MFBIARBEEN T HLLIE.

THE FLORAL POT:

When representing the pot, use brushes
as big size as possible to paint the
outlines, the boundary curve of light
and shadow, and the brim. Accurately
and quickly finish the mid tones and
the light tones according to the planes
of the shape. Don't use small size
brushes so as to avoid constructing lose
structures. Leave out the tiny floral pat-
terns and the characters on the body
must be handled following with the per-

spective changes.
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To portray the GRAPES, first delineate them in groups, and then come to their shapes. Use at least three
planes to depict each grape and it’s better to made them squarely rather than roundly. At the beginning,
employ some Prussian blue plus cadmium red to start with the shade area, and latter pick up the high-
lights and reflection. Each stroke should represent one plane of the form. During the process, one must
paint by heart and think carefully. Analyze and study the target object with his knowledge. One shouldn’t
work only depending on his visual sense or simply duplicate the ojects. Your representation and your
artistic experiences will be enriched.
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THE SHADDOCK:

The colour of its outer skin is of
yellow or yellow-green. When you
peel off the skin, exposed are the
complex shapes and grey colours
mixed with green, yellow, and blue
etc., which are hard to control.
Particularly, the shaddock's shade
area is relatively transparent, and

so it is easy to paint with excessive

whites. You must accentuate the
contrast between light and shadow.
When practise mixing the grey
hues, you must be clear about the
colour tendencies thoroughly. For
example, every grey colour has a
hue tint. It may be redish, purplish

or otherwise blueish, etc.. By do-

ing so, the problem of "dirtiness"
could be avoided.
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fact, it’s easy to handle. First of all, mix burnt sienna with Prussian blue to delineate the

o FTArITy e " 8 structures accurately. Just like the usual practice of applying paint washes. Portray the shade
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AEEM#EAEERNENERLE HX R HEA— areas of the bananas first and put emphases on their structural transitions. Make sure that the
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MARE, BIREEMKEAMNET, TREDITFEEZ, BMEIB  ween the light and grey areas. Some of the structural lines are allowed to remain. Only the
FRRMOAEXBEEENEN. BENEESSEBIBIME. vibrant colours and determined structures can make the baranas look vivid.




L B KAl E S E L, There are many kinds of VEGETABLES, we only talk about the eggplant, cabbage, tomato, garlic and potato here.
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- THE CABBAGE: Adopt the thin paint technique to show its shade area. Then depict its leaves and veins with determined, vivid and swift brushstrokes. The spatial relationships,

the variations of coolness and warmness, and the volumetricity should be defined well.
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The TOMATO: Its shade area is of warm red and the light area could be painted

by mixing white with cadmium red and purple red. Try to bring out the diversi-

fied effects of coolness and warmness in it. Use big brushes, make one stroke for

one plane.
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POTATO & GARLIC: The colour of the potato is relatively simple. Paint it with sketchy brushstrokes

and experiment with the thin paint technique. The garlic has a lot of tiny and closely bound leaves.

Delineate its structure by mixing Prussian blue with some burnt sienna. Then turn to the shade area.

Never apply too much tiny and broken brushstrokes to the cooler light area.
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The colour of the EGGPLANT is deep violet. When you have finished the draft and paint the first single colour layer, use ultramarine blue plus red violet or deep red to show the shade
area. Keep it in mind that never put pure white or colours mixed with white into the shade area. The light area should be dominated by a kind of cool violet and you can use white mixed

with violet, purple, or deep red to represent it. It's better not to mix too much colours together, in case they become dirty. The picture as a whole should be simple and vivid.
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The FAST WORK should be completed within three hours. When you face a still life, the first thing you
should consider is the composition. It represents the overall tones and relationships of the whole picture.
The fast work should be handled with big brushstrokes, and the colours should be conclusive, simplified
and clean. Be clear of what is primary and what is secondary. To bring rhythm and sense of space to the
picture, the principal objects in the front should be in details and delicately represented while those behind
should be simple. The colours of the same kind of fruits have differences in tones and saturation. If the
paler objects are placed against the darker cloth. the resulting sharp contrast could make the major subjects
projecting. Affected by the colours of the surroundings and the underneath cloth, the fruits

should be depicted echoing each other in hue. By doing so. you can succeed in making the

whole picture look united.
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The white DRAPERY and the cool darker background cause a
strong contrast with the bright warm fruits and the egg. In this
kind of practice, special attention must be paid to the variation
in hues on the white drapery caused by the defferent spatial
positions. For example, the colours of the left foreground of the
table are subtlely different from those of the right foreground,
and so is the foreground from the background (in tones, cool
and warm) The drapery and objects are of complementary

colours ------ this is what the student shouldn't overlook.
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This picture shows a strong BLACK AND
WHITE contrast. It is uniform, but also full
of variations. To copy it, one must learn the
skills of dealing with the black drapery. Gen-
erally speaking, beginners shouldn't overuse
the black colour. But one can have a try when
painting the black cloth.

Delineate the light area by mixing black with
lake blue, Prussian blue or some white. The
shadows and textures of the objects should
be shown by mixing black with warm colours
like red etc.. Then the black cloth represented

wouldn't be dull and looks vibrant.
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