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Vocabulary of Colour 
 
Chroma – Saturation / intensity is the amount of pigmentation in the colour. 
Value – Dark to light scale. 
Hue – Which colour it is 
 
Art Supplies 
 
Brushes; 
Princeton Catalyst Angle brush – John’s favourite  
Heinz Jordan angle brush 
 

          
 
Image 1 – Princeton brush    Image 2 – Heinz Jordan brush 
 
The Princeton brush is available on Amazon.ca- 
https://www.amazon.ca/gp/product/B008PWP212?pf_rd_p=46535598-d2e0-4bc4-8392-
182d8c1e93fc&pf_rd_r=KT6E5GW2MZC8195MW9B4 
 
West Coast Canvas – John’s brother owns this company, and these are the free sample panels 
that John brought for us to try. Available at Swinton’s to purchase.  
 
Gamblin ‘Brown Pink’ is a new oil colour that John quite likes. 
 
GAC 100 is a sealant for preparing a painting surface, but primer that you use for your house 
would also seal. The surface will require Gesso after it is sealed.  
 
Refer also to supplies list provided prior to the workshop. 
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Art Supplies stores in each of Calgary’s quadrants:  
Calgary North-East 

• Inglewood Art Supplies  https://www.inglewoodart.com  
Inglewood art supplies offer 20% discount on Leading Edge Workshop Supply List 

Calgary South-East  
• Swinton’s    http://www.swintonsart.com 
• Kensington Art Supplies  http://kensingtonartsupply.com/kas/ 

Calgary South-West 
• Mona Lisa Art Supplies  https://monalisa-artmat.com 

Calgary North-West 
• Sunnyside Art   http://www.sunnysideartsupplies.com/brushes.html 

 
Palette   
 
These are the colours on John’s palette, although he may not use all of them for each painting. 
 

Titanium White             (cool, opaque) Phthalo Blue               (cool, transparent) 
Lemon Yellow                (cool, transparent) Cobalt Blue               (neutral, semi-opaque) 
Cadmium Yellow           (warm, opaque) Veridian Green        (cool, transparent) 
Cadmium Red Light      (warm, opaque) Sap Green                 (warm, transparent) 
Quinacridone Red         (neutral, transparent) Yellow Ochre            (warm, opaque) 
Alizarin Crimson            (cool, transparent) Burnt Sienna             (warm, semi-opaque) 
Ultramarine Blue           (warm, transparent) Black                 

 
To make darks, John uses Alizarin Crimson and 
Sap Green and a bit of ultramarine blue.  
 
Lemon Yellow is John’s principal yellow because 
it can be warmed if needed, whereas a warm 
yellow can’t be easily cooled.  
 
Blues – Ultramarine Blue is a warm blue and 
phthalo is a cool blue. John likes both and 
doesn’t favour one over the other. Cobalt blue 
for skies is a neutral blue (warm/cool balanced).  
 
 
 
 
 
 
Image 3 - Palette 
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Other Artists  
John mentioned these other artists worth looking up: 
 
Schmid, Richard – The book John brought to the workshop is out of print now, but a very 
influential artist. He also wrote ‘Alla Prima’. 
 
AJ Kaasen – very stylised 
 
Michael Dumas 
 
Don Cavin – very graphic in style 
 
Robert Genn – sometimes painted on pink underpaintings.  
 
 
Workshop Quotes from John 
 
“If you capture what was there that morning, then you’ve done your job. It doesn’t matter what 
style you paint in.” – John, on plein air painting in changing light. 
 
“Every stroke you are accountable for.” 
 
“There’s not a wrong way to do it, but there are better ways to do it.” 
 
“The fewer strokes, the better!” 
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Day 1 – Ragged Falls Demo Painting 
 

 
 
Image 4 – Reference Photograph   Image 5 – Previously painted example 
 
 
 
“Have a strong mental picture of your final product from the beginning. Think it through before 
blocking in.” – John 
 
Decisions to make before starting a painting include choosing where the focal point of the 
painting will be. The focal point is usually the area of highest contrast in values.  
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Step 1 - The first part of painting is to put in the basic shapes and then block in some colour.  
 

               
 
Image 6 – Blocking in shapes    Image 7 – Applying darks 
 
Step 2 – Start to apply darks. Darks are mixed using Alizarin Crimson and Sap Green and can be 
mixed more on the red side or the green side. In this case, John has mixed the dark more on the 
red side. He adds small amounts of Ultramarine Blue to gradually darken the dark as needed. 
The paint is transparent and applied thinly. 
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Video 1 – Applying 
Darks and 
indicating some 
rock shapes  
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Step 3 – A warm underpainting is applied very thinly to the water, then some of it is wiped off 
to dry the paint a bit and to indicate lighter value areas in the water. 
 
Colours John used for this step are Yellow Ochre and Titanium White with a tiny bit of Cobalt 
Blue added to it. 
 

 

 
 
Image 8 – Underpainting the water 
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Step 4 – Underpainting for the sky and some of the lighter value trees is applied using yellow 
ochre and lemon yellow applied thinly, then wiped.  
 
Step 5 – Underpainting for the trees is applied using Sap Green and a little bit of Alizarin Red. At 
this stage the brushwork is loose, and we are not too concerned about defining the trees. We 
are establishing values. 
 

 
 
Image 9– Underpainting the sky and trees 
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Step 6 – Using a 
dark made up with 
Alizarin Red, Sap 
Green and 
Ultramarine Blue, 
John is starting to 
define the hard 
edges of the rocks 
and tree trunks.  

A note on holding 
the brush – hold it 
loosely, like a 
conductor for an 
orchestra, and 
manipulate 
deliberately, 
rotating it during 
each brush stroke. 

Video 2 – Defining 
the edges of the 
rocks 






Workshop Notes- John Stuart Pryce 

Leading Edge Art Workshops www.greatartworkshops.com 

10 

Step 7 – A bit of 
finger painting! 
Yellow Ochre and 
Alizarin Crimson is 
applied using a 
shop towel to 
establish some 
warm rock 
highlights. A 
combination of 
lifting paint off the 
canvas (wiping off 
the dark areas 
where highlights 
will be applied) 
and applying paint 
with the towel, 
rubbing it in to 
blend or create a 
gradation of 
colour.  

Video 3 – lifting 
paint and applying 
highlights using 
shop towels 






Workshop Notes- John Stuart Pryce 

Leading Edge Art Workshops www.greatartworkshops.com 

11 

Step 8 – Working 
on the water 
rapids. The darker 
areas of water 
need some 
underpainting 
using cobalt blue 
and tiny bit of 
burnt sienna and 
titanium white, 
applied thinly. 
Then start to apply 
highlights to the 
water using 
titanium white. 
The consistency of 
the paint is 
important at this 
stage.  

John says; “Be very 
frugal with your 
brush strokes, so 
they remain a 
fresh, clean 
white”. 

Video 4 – Applying 
white highlights to 
the water to 
achieve the 
direction of the 
flow. 
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Step 9 – The blues in the wet rocks are a reflection of the sky. Cobalt blue and a little bit of 
Alizarin crimson and titanium white make an opaque blue purple for the rocks.  
 

 
 
Image 10 – Adding reflections of the sky to the rocks to make them look wet. 
 
Step 10 – Yellow ochre and Sap green make an opaque mid value green to add definition and 
highlights to the trees. Sap Green and Burnt Sienna make a darker green for defining the trees 
(this dark green is not as dark as sap green and alizarin crimson). 
 
Step 11 – Yellow Ochre and alizarin crimson with a tiny bit of cadmium red light make an 
opaque warm mid-value highlight for the rocks around the focal point. Cadmium red light and 
lemon yellow make an opaque light value highlight for the rocks. 
 
Step 12 – Lemon yellow and turquoise (veridian green + ultramarine blue + titanium white) for 
the sky, with a gradation going lighter in value towards the horizon. Lemon yellow and titanium 
white added at the brightest point of the sky at the horizon. 
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Image 11 – The finished demo! Beautiful! 
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Day 2 – Hay Stacks Demo Painting 
 

 
 
Image 12 – Reference Photo 
 

      
 
Image 13 – Previously painted oil painting  Image 14 – Previously painted Watercolour 
 
A discussion took place about the focal point, and whether to have it on the hay bale on the left 
or the hay bale on the right of the composition. It was decided that for this demo, it would be 
on the hay bale on the left, which is a different focal point from Image 13 (which has the hay 
bale on the right as the focal point). 
John has also decided to lower the horizon so that it is not in the middle of the composition.  
 
Why do we choose a subject to paint? What attracts us to it? Some suggestions were; 

- Shapes 
- light 
- emotion 
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Step 1 – Block in the main shapes. John used some ‘brown pink’, but any warm colour could be 
used for this. This is the initial positioning of hay bales and horizon line.  
 
Step 2 – Mix a muted green using sap green and titanium white with a tiny bit of a 
complimentary colour, which in this case is red. John uses alizarin red, and then he also added a 
tiny bit of phthalo blue for slightly darker, cooler areas. This colour was used thinly to block in 
the trees using a large brush and varying the brushstrokes for interest. Keep it loose. 
 
The focus is not on the shapes of the trees. At this point, we want to have the basic value and 
temperature of the colour right.  
 
Once the basic value is in, John wipes some of it off to remove excess and dry it a bit.  
 
 

   
 
Image 15 – Positioning the hay stacks  Image 16 – blocking in the trees 
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Step 3 – Mixing a purple using alizarin crimson, titanium white and cobalt blue. This will be used 
to paint the sky underpainting and add some gradation to the colour of the trees, darkening 
them closer to the ground.  
 
John adds a little bit of blue to cool the colour as needed while he works.  
 
Step 4 – John adds a little bit of burnt sienna to the hay bales. The paint is applied thinly. He is 
only interested in establishing values at this stage. John uses a mix of alizarin crimson and sap 
green to paint the dark shadows under the hay bales. 
 
 

   
 
Image 17 – Adding purple    Image 18 – Establishing values on hay bales 
 
 
At this point, John paused to assess the composition. He was looking for anything that “doesn’t 
look right” compositionally, such as shapes and the distances between them. When he is happy 
with it, he continues with the painting.  
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Step 5 – Continuing to work on the values to cover the canvas and get rid of the whiteness of it. 
A dark made of sap green and alizarin crimson is used to block in the foreground, using a large 
brush and varying brushstrokes for interest.  
 
Step 6 – Cobalt blue, alizarin crimson and titanium white are used to make a purple to paint in 
the barn. This is done using simple broad, brush strokes.  
 
 

   
 
Image 19 – Foreground is added   Image 20 – Barn is painted in 
 
Now the values are established. The only white left on the canvas is in the areas of lightest 
value. 
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Step 7 – Time to add in the lights.  
Yellow ochre with a little bit of titanium white for the midground. 
Sap green and lemon yellow for the light green areas.  
 
Step 8 – A green is mixed using sap green, yellow ochre and a little bit of lemon yellow. This 
green is applied to soften the transition between the darks in the foreground and the lights in 
the midground. It is an opaque and applied allowing some of the transparent darks to remain to 
add depth. John uses a towel to blend it a bit.  
 
Some cadmium red light and lemon yellow is added in thoughtful brush strokes to this area as 
the sun rise catching individual blades of grass. This helps with the transition from the cool 
temperatures in the foreground to the warm temperatures of the midground. 
 
 
 

  
 
Image 21 – transitional green added Image 22 – Sun kissed grass in the transitional 

green, leading the eye towards the focal area 
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Step 9 – The focal point in the hay bales needs the lightest value. Two colours are mixed to 
achieve a gradation of light. 
Lemon yellow + titanium white + tiny bit of yellow ochre for the lightest value at the top of the 
hay bale.  
Cadmium red light + lemon yellow + titanium white for adding texture to the hay bale.  
Then, gradually add cadmium red light with a tiny bit of yellow ochre to darken the bale 
towards the ground. Add strokes of this highlight to all the hay bales for harmony. Texture can 
be added to the hay bales using a palette knife. 
 
Step 10 – John is darkening the shadows under the hay bales with alizarin crimson and sap 
green. This will increase the value contrast in the focal area.  
 
Step 11 – Sky holes in trees – pulling paint (sky colour) up to imply trunks and branches etc. Sky 
is a misty purple made of alizarin crimson, titanium white and a little bit of cobalt blue. Use 
careful brush strokes to create interesting sky pocket shapes – green can always be added back 
again if it doesn’t look right.  
Branches can be a very slightly darkened purple, but not much darker as it is a misty scene.  
 

   
 
Image 23 – highlights on hay bales    Image 24 – sky pockets define trees 
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Image 25 – The completed demo painting!  
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Day 3 – Quick demo: Sunset behind Trees 
 
A brief discussion about light, particularly the changing light whilst plein air painting took place.  
John says; “We can’t compete with changing light, but we can allude to it.” 
 
Principle of shade and shadow- what is the difference between the two?  
Cast of shadow (where an object is blocking the sun) is a darker value than shade (the side of an 
object that is not in direct light). 
 
This small painting of a sunset behind trees is to demonstrate the “Hot Spot” burn out effect of 
light at sunset.  
 
 

 
 
Image 26 – Reference photo for this demo 
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Step 1 – Start with the light. This is a gradation, from titanium white with a small amount of 
cadmium yellow for the lightest spot (the sun), gradually adding the following colours to darken 
the value; Cadmium yellow, cadmium orange, quinacridone red, alizarin crimson. 
Dry off the background by wiping with a towel.  
 
Step 2 - Think about cool / warm – there aren’t really any cool colours in this image.  
Alizarin crimson and Cobalt blue for blocking in the darker foreground.  
 
Step 3 – Trees: Alizarin crimson and Cobalt blue with a tiny touch of sap green for the darks to 
paint in the tree shapes.  
 
 

   
 
Image 27 – Initial values    Image 28 – starting to paint tree shapes 
 
 
Note that the darker values are in the foreground. Lighter values, more red than purple, are in 
the background.  
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Step 4 - When 
painting the trees 
and foreground 
shapes, the farther 
away from the 
light source, the 
darker the value. 
John is painting a 
tree which has 
darker values at 
the top and 
bottom of the tree 
than the middle of 
it, as the sun is 
directly behind it.  

Video 5 – The 
farther away from 
the light source, 
the darker the 
values. 
(accompanied by 
hymns being sung 
downstairs) 
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Step 5 – Small strokes of cadmium orange are added to the foreground for little touches such as 
twigs lying on the ground etc.  
 

 
 
Image 29 – The finished demo! 
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Day 3 – Rocks and Lily Pads Demo 
 

 
 
Image 30 – Reference photo of rocks and lily pads at Georgian Bay 
 

 
 
Image 31 – A previously painted example John brought to the workshop 
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Step 1 – Establish the main shapes loosely on the canvas first and decide on where the focal 
point will be. Then start blocking in the water in the foreground using Yellow Ochre and Alizarin 
Crimson with a tiny bit of Cobalt Blue for the darker value areas. 
 
Step 2 – Water in midground (behind the rocks) show reflections of the trees in the 
background, so the tree locations need to be established by blocking in the water using vertical 
brush strokes. John used Sap Green with a tiny bit of Alizarin Crimson for this area. Add a thin 
layer to the foreground water to harmonise the two bodies of water. We are thinking about 
values at this stage.  
 

 
 
Image 32 – Initial composition and block colours for water 
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Step 3 – Yellow ochre is used to block in colour of rocks then, using a dark  made of Alizarin 
Crimson and Ultramarine Blue, start to establish the profiles and shapes of the rocks both 
above and below water, starting with the dark areas.  
 
For really dark areas in the crevices of the rocks, use a mix of ultramarine blue, alizarin crimson 
and sap green which is a warm dark.  
 
The way to make lily pads look like they are floating is to add shadows of them on the rock bed 
below, so add some of those shadows at this stage too. Lifting pigment from the rocks 
underwater will have the effect of showing highlights. This technique can also be used for the 
roots of the lily pads.  
 

 
 
Image 33 – Establishing the profile of the rocks using dark values. 
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Note: So far these are 
mostly transparent 
colours. Opaques will be 
added next. We are just 
getting the values and 
some shape profiles 
established at this stage. 

Step 4 – Lily pads – sap 
green and a little bit of 
yellow ochre. A filbert 
brush is the perfect shape 
for painting lily pads. 
When the basic shapes of 
them are established, 
some can be lightened 
with a little bit of lemon 
yellow. Some can have 
some red/orange added 
too.  

Video 6 – Painting Lilly 
Pads 
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Step 5 – A rich, opaque dark made up of ultramarine blue and burnt sienna or burnt umber is 
used to define the edges of the lily pads and this adds a dimension of depth to the water 
beneath the lily pads. 
 
The same opaque dark can be used for the darkest values where the rocks meet the surface of 
the water.  
 

 
 
Image 34 – Defining the edges of the lily pads and where the rocks meet the surface of the 
water.  
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Step 6 – Rocks above water level – John mixed 2 or 3 opaque colours of different values; 
 
Mid value– yellow ochre and titanium white, with a little bit of alizarin crimson or quinacridone 
red. 
Dark value- Alizarin crimson, ultramarine blue and a tiny bit of titanium white. If this is too 
purple for your liking, you can add a little bit of sap green. 
Light value- Cadmium red light, lemon yellow and titanium white  
Lightest value (for highlights after the light value above has been painted)- Titanium white with 
lemon yellow mixed into the light value mixed paint (cad red light + Lemon yellow + Titanium 
white)- this can be applied using a palette knife for texture.  
 
When applying these opaque values to the rocks, be sure to leave some areas of the 
transparent paint. This adds depth and interest. 
 

 
 
Image 35 – Adding opaque highlights to the rocks 
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Step 7 – The greenery growing in the rocks needs to be added next. Sap green and yellow ochre. 
Remember: “The least number of strokes, the better!” 
 
Step 8 – To give the water a surface behind the rocks, we need an opaque purple made of 
cobalt blue and alizarin crimson. Apply this in horizontal, clean strokes across the water to give 
it a surface. It can also be applied using the edge of a palette knife to make delicate, slim marks 
along the water surface. 
 

  
 
Image 36 – Adding a surface to the water 
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Step 9 – Green plants growing on rocks – Cadmium yellow mid with veridian green 
For flowers, use a mix of quinacridone red with ultramarine blue and titanium white. 
 
Step 10- John decides to add small strokes of opaque blue/purple to create a surface for the 
water in the foreground. He uses the same colour he mixed for the water surface behind the 
rocks. This harmonises the two bodies of water in the composition.  
 

 
 
Image 37 – Flowering plants on rocks and surface water details in foreground.  
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Step 11 – Finishing the surface of the water in the background, with the reflection of the trees.  
 
“Use a dark value in horizontal patterns using vertical brush strokes.” The dark can also be used 
to define the edges of the plants/flowers on rocks against the water.  
 

 
 
Image 38 – Finished demo painting.  


