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London Fine Art Studios co-found e r ANN WITHERIDGE loo ks at pain t ing 

outdoors with some key pointe rs for how to app ro ac h t h e subj ec t 

T
he landscape is a wonderful 

subject. Yet wh ile it is now 

recognised as a genre in its 

own right, it was not a 

commercially viable art form in the 

western world until the 18th century. 

Leonardo da Vinci had been one of 

the first painters to understand the 

challenges of landscape painting, yet 

his approach took time to catch on . 
Many artists simply used landscapes 
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as a setting for other subjects. In 

early Renaissance Italy, Giotto and his 

circle used the landscape as a 

backdrop to religious paintings that 

wou ld aid storyte lling. Claude Lorrain 

and Nicolas Poussin worked on large 

landscape paintings, though 

mythological characters were always 

included in the foreground. One of 

Britain 's greatest landscape painters, 

John Constable, is rightly loved for his 

sketches, but in truth these were 

simply aids for his big "six footers". 

Although I teach mostly in studios, 

my biggest love is landscape painting 

because there is a greater element of 

chance and arbitrariness. Because of 

that, more than with any other genre, 

logistics are key to a good day's 

painting. If you organise yourse lf and 

prepare the practical side of your day, 

that's half the battle. 
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LANDSCAPE 
PAINTING KIT 
Ann's reco mmended tools 
for a great day outdoors 

EASEL 
If you are just starting out, I wouldn't 

make a huge investment on an easel 

- you can pick up a portable one for 

just £15. That said, I now have a 

ridiculous variety of easels and 

pochade boxes and they each serve 

their purpose. For travelling, I take a 

pochade box and tripod. The palette 

is in the box and I can store my 

paintings in it too. 

PALETTE 
You only need a palette if you are 

working with a standard easel as 

opposed to a box easel or pochade 

box, which have one provided. A 

lightweight palette is preferable if 

you're holding it all day - New Wave 

makes my favourite lightweight 

so you can keep your paints 

in it at the end of the 

day - it will fold if the 

wind catches it and 
you won't lose all 

your paint. 

SUPPORTS 
I advise working on 

panels, either primed wood or those 

with cotton or linen stretched across 

them. My preference is oil-primed 

linen panels made at Lavender Hill 

Colours. They have less bounce than 

stretched canvases, but you can build 

the paint up nicely and quickly. 
I take two panels so that at the end 

of the day I can lay them face-to-face 

to carry home. I place canvas keys 

(those wooden wedges that come 

with pre-stretched canvases) 

between the panels and hold 

them together with masking tape. 

PAINTS 
I use a variety of brands, but I prefer 

Michael Harding for landscape 

painting as the pigments are 

really well ground so have a nice 

flow to them. My basic landscape 

palette includes Titanium White, 

Yellow Ochre, Cadmium Yellow, 

Cadmium Red Light, Ultramarine 

Blue, Cerulean Blue and Burnt Umber 

(or another earth colour). Having a 

warm and a cool yellow and blue is 

important as it allows you to mix the 

full range of greens you will see in 

nature. Bring a large tube of white 
paint, as you will use this colour most. 

BRUSHES 
Working with good brushes is really 

helpful and keeping them clean is 

key. I use Rosemary and Co.'s ivory 

brushes - they are stiff like a hog 

brush but keep their shape and 

have a nice bounce to them. I like 

working with filberts and 

rounds, I generally bring a 

size 2 and 8 of both. Lots of 

artists prefer flats, but they 

tend to dictate your style for 

you. With rounds, you have 

to work even harder with 

your calligraphy to get 

interesting shapes. 
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MEDIUMS 
Turpentine is useful for washing down 

the canvas and to clean up at the 

end. Use cold-pressed linseed oil as a 

vehicle to help move paint around the 

canvas (turps thins it too much). I often 

add Michael Harding's Glaze Medium 

PM2 to my paint as it conta ins a little 

siccative, a drying agent, so the paint 

is touch-dry by the end of the day. 

EXTRAS 
I always carry a sketchbook for 

initial composition drawing . 

Bring a stool if you like to sit and 

tissues for cleaning brushes 

(as well as a plastic bag to 

dispose of them) . Bring more 

-~~ ~ than enough clothes too. It is 

~ 
much easier to take layers off. 

Consider a visor or scarf to 

protect from the sun, while 

waterproof shoes are a must. > 
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TECHNIQUE 

PAINTING 
OUTDOORS 
Consider these ei g ht 
e lem ents to get great 
results every tim e 

1 SET UP 
Choose a subject that inspires 

or excites you. It doesn't have to be 

a grand subject, something as simple 

as a pathway, or line of trees can be 

just as captivating. 

Rather than thinking about the 

subject, think more importantly about 

the light and where it will move. Think 

of the shadow patterns. 

I am very aware of the sunlight, 

both on my subject and on me - you 

don 't want to paint with the sun in 

your eyes. I also think about the wind 

and where I will be protected. 

The painting process is hard 

enough, so you should ensure you are 

as comfortable as possible. 

2 COMPOSITION 
Bring a sketchpad and pencil. 

See what attracts you and then make 

a couple of thumbnail sketches. 

These help to reduce the details and 

make you really look at the big 

patterns. Decide what the focal point 

of your painting will be. Where do you 

want the viewer to look and how will 

you lead them there? Compose the 

painting in the traditional landscape 

format and then turn it to see if it 

works better vertically instead. 

Zoom in or out. I made several 

paintings of beautiful blue shutters 

seen during a landscape trip near 

Gourdes in the south of France, 

cropping on my favourite detail rather 

than showing the whole scene. 

3 PERSPECTIVE 
Don't get too caught up in the 

rules of perspective - remember, you 

are translating a three-dimensional 

subject onto a two-dimensional 

picture plane. Focus on the basics 

here. Remember to keep the horizon 

line horizontal, that the lines of a 

building will eventually converge, and 

that if you are at ground level then 

taller buildings or trees will be angled 

steeper than a pathway or field. Hold 

your pencil up against your subject to 

better isolate and identify each angle. 

4 TONE 
With your drawing and 

composition in place, make a little 
value study - either with a pencil in a 

sketchbook or directly on the support 

in paint. If the value patterns work in 

terms of balance and design , then 

adding colour will become a joy rather 

than a battle. A good drawing and 

value pattern allows you to be much 

more subjective with colour. In the 

example at the top of the next page, 

I made a small value study in paint first 

to see if the composition had enough 

interest, before I got busy with detail. 

S COLOUR 
Lay down a ground by dipping 

your brush in a little turpentine and 

covering the panel with pigment -

Burnt Umber is a good neutral choice 

for this. If you want to push the colour 

of your painting, you could warm up 

the ground with Cadmium Red Light 

or Transparent Red Oxide - both are 

a great compliment to the greens and 



blues found in nature. When you 

come to adding a full palette of 

colour, decide whether you want to 

aim for harmony or variety. It is wise 

to begin with a closer range of colour 

to establish harmony and an 

overriding mood of the painting first. 
You can then start to add variety with 

the accents and details, using 

complementary colours to great effect. 

6 ATMOSPHERE 
When out in the landscape, the 

distances we perceive are so much 

greater than the ones in a studio, so 

we need to convey this accurately. As 

colours recede into the distance, they 

become less chromatic (in other words, 

they lose intensity), they appear bluer, 

and the edges get softer and looser. 

To show this in paint, the majority of 

the accents, value variety and colour 

saturation should be concentrated 

in the foreground - and more 

importantly in your chosen focal area. 

7 FOCAL POINT 
Knowing your focal point is 

so important. The purpose of a 

landscape painting is not to record 

everything in nature as it is when we 

are next to it, but how we see it within 

the context of space and time. 

Once you have a good block-in 

and the painting works in terms of 

the overa ll value patterns and 

composition , th ink about 

strengthening the focal point. Add 

accents and colour notes that draw 

attention towards it. 

Remember you are an artist not 

a copyist. Your painting doesn't have 

to look exactly like the scene in front 

of you. It is more important that it 
captures your interest. If it excites 

you, it is likely it will excite others too. 

8 REPETITION 
As with all subject matter, it is 

important to take sma ll steps when 

landscape painting and develop a 

system for painting such as the one 

outlined above. The more and more 
you practice, the steps may slowly 

merge. You may soon skip the 

drawing stage if you feel confident 

going straight onto the canvas with 

paint. An initial value study may soon 

become a more complex colour study. 

Making lots of sma ll, fresh stud ies 
will teach you more about landscape 

painting than trying to complete a 

large-scale picture outdoors. Aim to 

capture one element in each new 

landscape. But most importantly, 

paint because you enjoy the act of 

pa inting and capturing the beauty of 

nature. You will have frustrating days, 

but these can teach you as much as 
the successfu l ones. 

www.londonfineartstudios.com 

TECHNIQUE 


