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Warking with and developing il the differ-
ent surface qualities was Larson's real focus.
while painting Lecks {oil, zom3e), " wsed glaz-
ing and scumbling in particular areas,” he
says, “and contrasted those areas with small,
pure nates of broken colar in other spots to
achbeve as much variety in surface characrer
and hue a5 | could,”

Jeffrey T.
Larson’s
outdoor figures
and still lifes
record the
progress

of the sun as he
paints only

in natural light.
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Working on several painging:
at et intervals exch day allows
Larson to capiure his subjects
in the same light—and also
1o keep his work fresh. The
challenge for A Aoment in
Time (oil, qonqrh was primar:
iy b setting up and securing
againgt the wind a large can.
var—and in scheduling and
entertaining the two young
madels who posed through-
out the entire sammer,

hallenged to capture "slices of Bife” as he terins

his body of work, Larson paints out, “lt's the

casual moments that 'm after, 1 helicve thag all
the profound answers are out there Tor us toodiseover,
aomnel ghat baeannty stares with treth,”

To render what he sees fuithfully. Larson

paints only From life wsing matural light and adberes
tes a alaily sehedule tha liverally Fallows the sun, Win-
ter months find him in his stodiohome iooa converted
=goo-sguare-Toal schoalhouse in northern Wisconsin,
painting meticulously remdered stll Bifes under conol
morth light. As the weather warms, his divs are spent
on location creating painterly, unprefentious vigneticos
ol neighbors and Family in sunmy outdoor settings, as
well s light-ooded Lindscapes,

“Becawse the light changes dramatically, 1 work on
warrions paintings at sct intervals throoghout the day”
b sines. “Hatating this way allows me o move from one
sl inng tow thee mext under Gairly consistent conditions
sl Belps mee o keep mv work vibrant”

Case in point: A Moment in Tinee (ahovel, the
sweet porteayal of two neighborbood children, wok
Latrson aboust three months wo complete, alternating
it with Five calwer vime slors. Asked how he was able 1o
puint two voungaters diy alter diy and still manage to
keep it real, Lorson recalls: “Alver setring up the scene

with the p_iﬂ'g.. thereabier ane or beah continued the
pesse at the appointed time eacl session. Those davs
when neither model was wailable, Daould address the
background Lindscape and, painting alla prinea, kept
things energized by developing the piece as Twent.”

Classicai]y trained in the methods and materi-
als of the old measters, Larson besin his Tormal std-
fes ant the prestigious Atelior Lack in Ainneapolis, an
apprentice environment that traces its lincoage back
throagh thae Boston Schaol of painters. Originally
turned down I_‘I}' the sclwals fovmder, Richard F. Lack,
the determined ve-vear-old retormed every week with
Tresh swdditions o his portlfolio ol Lack eelented,

"1 later Founc out than § b actimally been aceepied




“WWhat ingrigwed me,” Larson says, “abaut the
setup for Fiih & Crackers (below: oil, 15x10)
was the juxtaposition of the transparent
glais jar containing the highly reflective fish
and the semiopague wrapper containing the
dull crackers.”

that first day,” remembers Larson. “Me, Lack was test-

ing me to sew iF T would Gght woget in” Fight he did and,

onee aecepted, sdvanced steadily through Tour vears of
intensive schooling that stressed dreawing shills uilie-
ing plaster-cast busts amed traditional French academic
technigues.

“Atits core, Aelier Lack stressed ‘learning the
Famgunage,” o as toounderstand swhat’s important and
give students the varied skills to sy it well” Larson
explains. "1 worked hard 1o develop teehnigues of dif-
Ferent traditions. including bistre (transparent brown
washesh: Venctian (monochrome underpainting or
grisaille); direet (block-in using full palette); and
Impressionist {limited palette of six colors: twe blue,

For links 1o helpful descniptions of the bitre, Venetian,
dlirect and bmpeessioniss echnigues, go o wsw,
artistsnetwork.comfarticlefclassical-technigues

P vel o, two red, plus Black and white)” (To learn
moste ahout these dif feremt methods, zo (o www.artists
network.com/farticlefclassical-techniques.)

Explaining his ecleetic shill set Further, he adds:

“Oten today, as 1 pick and choose what T helieve will

work best to capture whatever Fm going after, a paim-
ing will have a Blemd of several sivles. | might start
Tent comtinned oo page 34

B Louise B. Halesh o an awardowinning artse,
wolnter ared 3 COnTEMIDINE ednor A0 Tine Arpses
Aagnzine, You can see examples of her work
AL W TWOT RS- SIDE00em 30d Werw PrLers
portal blogigpat com
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L ai L EELEE ST H ey

o s micete o Larion’s work, go 1o
wiww, artistanetwork.comfarticlef
jellrey-g-larion

“The lupine takes aver in the spring and fills
the yard with purple,” says Larson. “The chal
lemge in Amoagst Lupdne (above: oil, gaxga)
wai counlerpoising the intense blue shad-
ows in the model's clothes with the strong
purple notes of thi owers,” He added the
gool greens af the chair and table to offset
the bright spring greens of the lupine leaves,

“The setring for Augest Freld (at righa: odl,
rontal,” Larkon says, “wad & humid day, and
the tonality of the atmosphere was beau-
tiful. On & white canvas, | pained the sky
first=as light ard pure a5 the paing allowed —
and keyed the remaining values and intensi
ties off thar.” Me paid special attention no the
way the treds in the diseanse were stripped
al all galars exoept blue.

WA BT T R e L oYl I MOwemnbeT 2000



Larson's tools of the trade

s Surface: The artist uses double-primed #12 or 215 Clagssens. For 13x16 pieces
and smaller, he prefers aluminum pancls thar are designed for ourdoor sign
painting and are thus tough. durable and lightweight. To prepare the shiny, slick
surface of the panels, Larson first roughens them with sandpaper and then
recoats them with gesso. "l was trained on these panels and still believe they're
the best,” he says.

= Brushes: Favorites include various brands of flacs and rounds (Mos. 5=25)
sables and Aars (Mos, 2-16L

» Palette: Depending on the subjecr, Larson chooses from a variety of colors:

Maimeri Puro—ivory black, raw umber, cobalt Blue deep, cadmiwm lemon,

cadmium yellow light, yellow ochre, raw sienna, deep cadmium green light;
Winsor & MNewton—cadmium yellow deep, phthalo turquoise, cadmum red
deep, permanent rose, permanent alizarin crimson, viridian, sap green, Vandyke
brown: Gamblin—dioxazine purple, Indian red: Blockx—French ultramaring
Sennelier—MNaples vellow

Striving to see beyond the surfsee eol-

ars for Three Rutabagas (ol vaxaa), Laron
took a dull vegetable and worked in subile
intendsities vo bring it to life. “Thar was one
of ghe reasons | placed it on cardboard,” he
says, “which is duller will. Om che rurabagas
I uded transparent glares of pure color with
braken ealor in key spots, | first painted the
cardboard darker and then icambled it with
opagque glares, which inherently lghten and
dull the surface.”
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alla preivira anud, withim that, underpaint a particular
passage. doa serics of glares, then finish with o few
noves of broken color loating in the glase”

Larson's still lifes are a clear testament to his
academic training. Masterfully executed and grounded
in the methods of the old masters, his suill lifes are,
nonetheless, simple amd stesightforward and coreent in
his choice of subject matter and composition; vet, they
suceeed inelevating the desion and Manction of mun-
dane items to that of captivating eljels dare,

"Un major picees such as Leeles (pages 28 and 2q), |
usirally do compaosition, color and value studies,” savs
Larson, “then draw on canvas with charcoal before lay-
ing in paint dircetly with a full palene, T nest work the
elements of value, color and intensity, placing as much
importance on the negative spaces as on the objeets
themselves.”

Ever exploring new genres and technigues,
im 19%7 Larson embarcked oman o%-hour car trip to 51,
Louis to see an exhibition of Spanish painter Joaguin
Sorolla’s work, It was a profound, carcer-altering expe-
ricnce. “Up to that point, as one of the students inan
atelier environment that stressed craltsmanship and
directed us how we should paint, | had little experience
with outdoor figure painting, nor had | been encour-
aped to vse expressive broshstrokes.” offers Larson,
Mesmerized by the show, he stood a long while in Front
of one huge painting, Sewing the Sail view at www,
joaquin-sorolla-v-hastidicorgl, wntil a woman gently
tapped him on the shoulder and suggested that he close

bis maouth,

=

Recalling the incident, he laughs sheepishly and
explains: "It was such a revelation to see this master’s
crisp, clear drawing and sun-drenched compositions.
His values were so perfeet, and | was taken by how he
let honesty trump his craft by allowing patches of bare
canvas to show through.” As iFa light bulb had been
switched on, Larson came away from the show with
a new direction for his work and a spurred interest in
painting lgures out of doors.

Of his plein air figure paintings, his intriguing

laundry series (see two of these paintings above) dem-

onstrates an inherent understanding of rellecied and

refracted light and atmosphere, T contrast 1o his pro-

cess for painting his more tightly-rendered, in-studio
still lifes, while working e plein air, the artist takes

a mueh looser approach as he captures the exquisite

lumineseent qualities of clotheslines hung with sun.
dappled sheets painted in a delicious, creamy pastel

paleie,

Painting out that keeping his work honest and leayv-
ing it alone when its trathful—whether it's painted
well or not—is abways a concern, Larson is mindfiul
i te bet himself Tall back en what hos worked in the
past or what he's already done. “IT 1 do continue o cre-
ate paintings with a similar theme—say, the Laundey
Series—its only because 1 haven't finished exploring
aspects that Bscinate or challenge me, There are sub-
jeets that Pve worked until | el | eouldn't do it any
better, and now | have no interest in painting simi-
lar ohjects, despite people’s requests. Soit’s the search
for bigger challenges and then striking out in new
directions that are important.” &




Larian painved Yellow and Blise (ax lefe: oil, 40x56) over the course of a Wiew 3 step-by-step dernanstration by this arist at
meonth, whenever the morning light was consistent and clear, "My goal,” www.artistsnetwork com/article/larsan-dema.

he explains, “was to capiure the intense interplay between the back-
fic yellow sheet and its blue shadows.” For Owver the Line (an far lefu all,
saxqE) he challenged himsell with insiseent patterns and backlit fg-
urts=—and spent two years working from life to get the plece righe.

Meet Jeffrey T. Larson

The firse-place still life winner in our 2008 annual comperition with his painting
Electrolux (see www.artistsnetwork.com/farticle/aco8-SullLifeFloral), Larson is a
well-respected instructor who counsels budding artises to train their eyes 1o see
both honestly and correctly: "Since paint is so limited compared to light and
nature, learn to push it 1o its boundaries so
that you can better re-create what you see.”
Larsom's wark is represented by Tree's Place
Callery in Orleans, Massachuserrs, and every
two years the artist hoses his own show in the
Twin Cities. To learn about this year's show,
Movember 6=22, and to see more of his work,
wisit his websice, www jeffreyelarson.com.

“Developing forem within a very limined value
and color range.” explaing Larson, "pushes
your ability ta capiune sibtle nuances. | had
to work with warms and cools mare than

lights and darks in Rolled Cloth” (abave; oil,
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