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An artist’s work has two sides to
it, a playful one and a serious one.
The serious side concerns conscious
seeing and considered recognition
of objects, planning their represent-
ation with regard to the materials
used, and also craftsmanship. 

The playful side has to do with
spontaneity and inventiveness and
the pleasure of trying out something
new. Only when the two sides come
together do we have the basis for
outstanding artistic works.
I’m sure you’re familiar with 
Pablo Picasso’s lively inventiveness
of design and his playful approach
to ceramics, statues, drawing and
painting. But it would be quite
impossible to imagine works like
his without an additional element,
the serious way he set about things.
That may sound like a schoolmaster
talking, but the fact remains that
planning, reflection, preliminary
studies and sketches have never
been known to detract from the
quality of a picture.  

Picasso made well over 800 
sketches for just one of his more
important paintings, the
”Demoiselles d’Avignon” which
showed the way for the cubist
movement.

And that means first of all a playful
approach to laying out a compos-
ition seeing what the materials can
do, trying out different materials,
the way they influence each other,
and so on.

The large number of available
options for combining different
materials to increase the effect
means that a short seminar like this
can deal with only a small selection.
In any case, I want to restrict 
myself to the techniques which 
at least contain elements that
determine the result of a drawing.
I’d better define the difference 
between drawing on the one hand
and painting or colouring on the
other.
I don’t mean it as a value judge-
ment, either to imply that painting
is superior to the graphic arts, or
to justify the sequence of learning
the techniques (”before you try 
to paint, you first of all have 
to be able to draw” – which in any
case isn’t true).

I don’t even want to compart-
ment-alize the techniques.
I simply want to make it clear
what I mean when I say, for
example, that a composition uses
painting techniques – the idea 
conveyed by the German word
'malerisch'.

Mixed techniques



A common technique is the combination of
watercolour and water-repellent wax crayon.
The crayons are usually used for the outlines
of objects, and the watercolour applied
generously over them. It forms droplets and
runs off the lines, depending on how dense the
crayon marks were. This is effective only if the
crayon colours are lighter than the watercolour 
which is applied on top.

Equally frequently used is a combination of
watercolour and ink. The ink is applied on top
of the watercolour, either after it has dried or
while it’s still wet (the third and fourth lines
shown here).
In this case we’ve used fineliner, which is not
as fade-resistant as most drawing inks.
Another disadvantage is that the ink doesn’t
flow fast enough, so the lines soon disappear

on damp watercolours. On a dry background,
on the other hand, the fineliner stands out well
(second line). The drawing ink (first line) was
applied using a draftsman’s pen.

The difference between drawing and 

painting has nothing to do with the question

of whether a composition is monochrome

or uses many colours. 

The primary difference is that a drawing

consists of lines and points (which we can

think of as the shortest possible lines), and

that these visibly remain the determining

feature.

A painting or colouring, on the other hand,

consists of areas and patches of colour

(the patch being a very small area). Now

you’re going to raise the objection that

there are broad lines which are effectively

long thin areas, and patches which are so

small that they’re effectively points. And

that brings us to the key point in disting-

uishing drawing and painting:

the visual effect of these elements.

We have to extend the question so that 

it reads ”What is the overall effect of the

picture?  Does it give the impression of a

painting or is it more graphical in its

effect?” And then you see that there’s a

considerable subjective component in

answering this question.

The difference between linear and ‘malerisch’



The almost abstract patches of
colour in the first layer
(watercolour) are an ideal base
for the second layer (wax crayon).
The background colours show
through the hatching which in this
case has been applied in a fairly
disciplined way.

Even if a beginner might find

it hard to believe, both paint-

ings and drawings are often

particularly successful when

the technical effects are kept

to a minimum.

A watercolour, for example, 

is all the more convincing 

if the artist has made no use

of tricks and knick-knacks

such as masking tape or 

grains of salt.

This means that when we use

mixed techniques, we should

try to let the particular features

and characteristics of the

different materials come 

to the fore. 

You’ll understand in a minute

what that means in practice.

The principle of appropriate materials



The same technique (wax
crayon on watercolour)
can even be used to rescue
a failed painting; it works
with gouache and acrylic
as well as watercolours.
The crayon can be used to
freshen up the colours,
tone down harsh outlines,
and make the whole thing
more lively.

Amboise by Anne Geis,
1998. Wax crayon on
watercolour, 46.5x65.5cm.
Reworking an unsatis-
factory composition is a
perfectly legitimate process:
the way in which it was
produced is largely unim-
portant in judging the 
quality of the final picture.
This one is also based on a
failed watercolour, but one
which had enough ‘usable’
elements to make the final
results very satisfying.

There are various reasons in favour 

of using different materials in one

picture.

The original ”mixed method” came

about in the late Middle Ages,

when people combined tempera and

oil paints because tempera dries

very quickly and they didn’t want

to have to wait too long before 

applying another layer as a kind of

glaze to pull it all together.

Nowadays we’d probably use

acrylics instead of tempera. 

But the different properties of oils

and tempera are no longer visible 

in the finished picture; therefore

this combination doesn’t really

count as a mixed technique in the

spirit of this seminar.

Equally, I wouldn’t call it a mixed

technique when the results of 

combining materials are simply

playing with shapes or colours, 

and they lose their importance 

as soon as we want to create a 

particular subject, such as a human

figure, a still life, a landscape, 

or something like that. 

The word technique should be

restricted to just a few methods 

or procedures which actually have 

a bearing on the overall composition.

If you use the term in an inflationary

way it just waters down distinctions

which have already been defined.

The justification 
for combining materials



Another suitable base for mixed techniques 
is acrylic paint. This is not only insoluble in
water but also relatively resistant to scratching.
The woodcut effect was created by applying
wax crayon along the outlines (and over some
of the areas of colour, as the picture at the top
shows), then working on them with a knife.
A woodcut really is created in a similar way;
there, too, the lines which are left as ridges
where the wood has been removed on both
sides are more powerful, more attractive,
more deliberate-looking than the negative
lines which were simply scratched in 
the wood. Here the layer of crayon needs 
to be applied generously so that there 
is plenty to work on.



As I implied earlier, the examples of

mixed techniques which I’m going to

show you and talk about make no claims

to be complete. But they do exhibit a

contrast between lines and areas, and they

meet the requirement that they should be

productive. By that I mean that the

methods allow you to treat almost all the

generally relevant motifs and topics, and

on looking at the finished composition

you can see that a mixture of techniques

was used.

In the first exercise we simply want to try

out the different methods with as little

effort as possible. Each person in the

group should choose one or two mixed

techniques and just try out the materials.

If you use a motif at all, then it should 

be a simple one such as a still life to 

illustrate the creative potential.

The most interesting effects and possibilities

are produced when we combine materials

with very different properties. For example,

oil and water repel each other. Other 

possible contrasts are rough and smooth;

translucent and opaque; pasty and

smooth-flowing areas of colour.

The interplay of materials of different

solubility also opens up a large number

of options.  Besides these contrasts in

materials, of course, there are also the

contrasts of shape and form, but we’ll

come to that in the next exercise.

Mixed techniques - 
A selection from the many possibilities

Another way of working over an acrylic
background is to colour over it with crayon
areas, rather than lines, which are then partly
scratched away in a playful manner. In this
exercise the colours of the second layer have
been chosen so as to harmonize: the contrasts
are not increased but toned down. Of course
it would be quite legitimate to create deliberate
dissonances of colour.



Lake near Celle by Uta Pöhlmann-Hölzel, 1992.
Drawing ink on watercolour, 36x48cm
The bold strokes of the drafting pen contrast
with the gentle merging of the watercolours.
The different materials thus retain their
characteristic properties and create a formal
contrast between the parts of the composition.

Going over a watercolour with ink

outlines is such a common technique that

it’s really only worthwhile as a separate

exercise if you have a great deal of time

available.

So I won’t attempt it here. But from the

point of view of shapes you should make

sure that both lines and areas of colour

retain their independent function if the

result is to be at all convincing.

That means that the effect of the picture

should be based largely on the contrast

between soft blending of colours and hard

lines (usually outlines).

Theoretically, at least, lines and areas are

opposite approaches: each demands its

own independence of shape and form.

The contrast is particularly effective when

the two enter into a dialogue.

The area has its message, for example

colour; and the line has its, for example

a clearly defined shape. Each has some-

thing worthwhile to say, and neither just

imitates the other. The lines can be made

with a pen, fineliner, ball pen, felt-tip pen,

colour pencil, or crayon. But the combina-

tion of lines and areas is not always so

simple. In most cases the lines are used

just to ‘pep up’ a poor watercolour with

some equally poor lines. 

Such a rescue attempt is seldom successful;

in fact, the results are usually rather

embarrassing. If your car breaks down,

you can give it a new coat of paint but

that won’t put it back on the road.

Watercolour and ink



Church in Ronda by Wolf Wrisch, 1992.
Watercolour on wax crayon, 50x40cm. The two materials relate
clearly to each other. Here, white and the sparingly used colours
(crayon) are used almost exclusively in the sense of local or
object colours.  The white areas define the walls of the houses
and the bright patches on the leaves of the wooded slope.

To make a rubbing, use a
wax crayon on relatively
thin paper (thick watercolour
paper is not suitable here!). 
The raised portions take the
colour, leaving the depres-
sions blank. If you then work
over it with watercolour
you get a ‘negative’ effect.

The combination of oil-based and

water-based materials, usually wax crayons

and watercolours, is so well known that I

shan’t make an exercise of it here.

That’s not to say it’s trivial:

if you have the time, you should definitely

give it a try. Besides the exciting effects

produced by the different materials, it

allows you to create an interesting contrast

between lines (crayon) and areas

(watercolour) or grainy structures

(crayon on rough watercolour paper) and

the smooth transitions of colour which

watercolours are so good at. Wax or oil

crayons are water-repellent materials and

very good for drawing techniques.

Watercolours, on the other hand, involve

the techniques of painting. If you apply

the crayon first, the watercolour forms

beads like rain on a window pane. But if

they’re applied alternately it increases

the scope.

This combination of materials is also

interesting because wax crayons are ideal

for the brass-rubbing technique: picking

up low relief from an object placed under

the paper. You can make a collage of

different items in this way, or superimpose

one picture on the surface texture of

another one, for example.

Wax crayon and watercolour



House in Molivos by Wilma Hornburg, 1998. Watercolour and drawing ink on wax crayon, 33.5x48cm.
Colours appropriate to the setting give the crayon drawing a Mediterranean flavour.The watercolour
runs off the crayon, creating colour effects which characterize the different surfaces in a way that
makes sense. The ink lines then define the objects without adding any special movement of their own.

House in Molivos by Ulrike Lampe, 1998.
Watercolour and drawing ink on wax crayon,
33x47.5cm.
Here the effects of the different materials play
a greater role than in Wilma Hornburg’s
picture. Above all the combination of colours
and the interplay of lines and merged colours
is much more formal – that’s to say it follows
the composition as a whole rather than
characterizing individual objects.

The combination of three materials opens

up plenty of scope for composing a picture.

You just have to be careful that each

material retains its own characteristic

properties. Even if it’s not a dialogue 

(as I’ve already described and encouraged

you to try) but more a three-way

conversation, the formal contrasts should

still be clear enough that the results

conform to the rules I’ve postulated.

This exercise involves copying from

a photo (in my seminars I always use

photos or photocopies to save time, but

of course you can use your own sketches,

a real flower arrangement or still life,

or similar). Take care to consider the

possibilities of each material, and use

it appropriately.

The crayon should define the surfaces,

the watercolour the colours, while Indian

ink (best applied with a draftsman’s pen)

clarifies the shapes.

Wax crayon,
watercolour, ink



The next exercise is intended to illustrate

further possibilities of the interplay

(and counterplay) of the three materials

crayon, watercolour, and ink.

Here we practice using crayons not just

in a ‘malerisch’ way for areas but also in

a linear way, so that two different kinds

of areas enter into a relationship with the

areas (mainly watercolour, but also

crayon to some extent).

Still life 
by Rolf Ebeling 1998. 
Watercolour and ink on
wax crayon, 33.5x49cm.

Still life by Ulrike Lampe, 1998.
Watercolour and ink on wax crayon,
33x48cm.

Still life by Ulli Otto, 1998.
Watercolour and ink on
wax crayon, 47.5x61.5cm.

Compact and ‘fuzzy’ shapes, detailed and
massive objects, curved and straight outlines,
vertical and horizontal orientations (all con-
tained in a black and white copy of a page
from a calendar) produce a confusion of ideas
which we have to cope with without losing the
overall impression. The compositions shown
here use the materials in an appropriate way,
making clear the concentration of impressions
and the variety of forms in the motif.



A better-known version of this technique

uses areas of bright colour to contrast

with the unpainted patches which are

washed over with ink. Here we create

a picture with wax crayons. The main

difference is that any blank areas are

relatively unimportant. The attraction here

lies in the contrast between lines and

areas. We take a knife and scratch

through the layer of crayon. Then we

paint over the entire picture with ink,

let it dry, and wash off the ink.

It comes away easily from the surface of

the crayon, but stays in the scratches.

The effect is a bit like gravure printing.

Before you try a complete picture,

you should always try it out with the

particular ink. Every ink is different; some

drawing inks adhere surprisingly well

to crayon. Then you have to use a brush

to remove the ink, and you end up rubbing

it further in, the bristles get dirty, and the

overall effect is much too dark.

These experiments can be fun, because

one thing leads to another.

In this case, when the picture is too dark,

you quickly hit on the idea of scratching

new lines, or even areas. The clean colour

then becomes visible again.

Washing-off technique – ink on 
crayon

Still life by
Rolf Ebeling, 1998.
Ink on wax crayon,
33x47.5cm.
More than all the
other pictures shown
here, Rolf Ebeling’s
composition conveys
the impression of
a print:
the ink reminds one
of a half-tone effect,
and the lines of the
gravure process.

Still life by Birgit Fruhner, 1998. Ink on wax crayon, 33.5x48cm.



Acrylic paint is insoluble in water

and almost scratchproof: it makes a

robust substrate for further layers of

colour. In this case we colour over

a deliberately simple acrylic painting

with black crayon, which we then

scratch off again, leaving basically

just outlines. The best tool for this is

an artist’s or office knife, which leaves

a mark of variable width, depending

on the angle you hold it at.

When I say a simple painting, I mean

that quite literally. With all the

methods in which several layers

of a different material are intended

to create a formal contrast or tension

(and why else would one do such a

thing?), it’s pointless if the first

layer has already said everything,

leaving nothing to add. I’ve noticed

many times that beginners,

in particular, find it difficult to keep

to the ”rules of the game”, which

state that the exercise is worthwhile

only if something new, different,

additional, or contrasting is added.

The attraction of this exercise lies in

the interplay between linear elements

and areas, between modulations and

contrasts of light and dark.

In this case the lines and areas don’t

contribute to the suspense; the lines

are derived from areas, so they

create a new formal unit in which

the two components complement

one another and refer to one another

– even though the process was quite

different from what we’ve had before.

Öil crayon on 
acrylic Chapel in Agia Triada by

Karin Kuthe, 1998.
Wax crayon on acrylic, 49x34cm.
This composition shows the extent
to which light/dark modulations
are possible by scratching away
different amounts of black crayon.
It looks as though the variations
of colour are in the background,
though only in a few places is
that really the case. The effect is
mainly due to the greater or lesser
amounts of black which remain.

Chapel in Agia Triada by Birgit Fruhner, 1998. 
Wax crayon on acrylic, 49x34cm.
The scratched lines are more closely related to the
objects than in Karin Kuthe’s composition.
They indicate directions and shapes (e.g. of plants).
The woodcut effect is clearly visible here.

Chapel in Agia Triada by Uschi Buchberger, 1998.
Wax crayon on acrylic, 48.5x33.5cm.
This picture illustrates an unexpected and initially
unintentional solution.
On scratching away the crayon, Uschi Buchberger
discovered the interesting effect resulting from the
fact that the lines subdivide the areas of colour
rather than contrast with them.
The rules of composition should be taken seriously,
on the whole, since constant breaking of the rules
only irritates the viewer and usually gives the
impression of being chance rather than deliberate.
But if you find you’ve invented a new rule which
is as good as the traditional ones, you should
certainly try taking it to its logical conclusion.



Still life by Inge Dethlefs,
1998.
Wax crayon on acrylic
48x32cm.
The scratched lines
correspond largely to the
outlines of the objects
(that’s to say, they define
the three-dimensional
nature of the objects
depicted), yet the overall
effect is that of areas of
colour, because there are
virtually no light/dark
gradations.

Still life by Edeltraud
Rehling-Buschan, 1998.
Wax crayon on acrylic,
49x34cm.
This composition illustrates
the possibilities described
in the text. The contrasts
of colour and lightness are
convincing and attractive.
They range from gentle
modulations of tone to
complementary colours.

The last exercise is intended to find a more constructive solution,

so the actual objects and their colours don’t play such an important

role. Therefore we can choose a relatively trivial subject:

here I’ve taken a black and white copy from a cookery book.

The method is very similar to the last exercise, except that this

time the layer of crayon is left in the form of areas and not reduced

to outlines. Instead, the colours in the two layers should

form a contrast. 

I realize I’ve expressed that very vaguely, but the point of these

exercises is to get to know the materials and to discover the

possibilities for yourself. Precise instructions might easily block

off interesting avenues. Let me remind you of what I said at the

beginning about the playful side of painting. For example, the

colours could form a light/dark contrast, or they could deliberately

clash, or complement each other in some way. The effect of these

superimposed ‘networks’ of colour has long been known and put

to good use in painting – at the very least since Delacroix.



Description of the materials
You should not use best-quality paint-

brushes for these experiments. 

After using them with drawing ink 

you must rinse them well before the ink

dries, or wash them with soap or shampoo

if you’ve painted over wax crayon. 

You’ll also need an artist’s knife and a

soft brush for removing the particles of

crayon you scratch away. 

In theory, of course, we should be able to

use all the materials available. The more

extensive the choice, the more varied are

the options. But here we restrict ourselves

to the things which are called for in the

exercises in this brief course. The paper

always affects the results, even with

mixed techniques: a rough surface gives 

a grainy effect with pastels or crayons;

pens and fineliners work better on smooth

paper, but then the water-colour effect

isn’t possible.

For most techniques (and for all those

given here) you need watercolour or

acrylic paints.  You should also have 

pastels (preferable both hard and soft),

wax crayons, and drawing ink. 

For smaller compositions you can use

wood-cased pastel pencils instead of 

pastel crayons, and normal colour pencils

instead of wax crayons. Both kinds of

pencil are a bit harder than their crayon

counterpart, but they’re used in similar

ways and with similar effect.  
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