
ANDERS ZORN and the ZORN PALETTE          by ANNE TOASE 
 
         ANDERS ZORN – SWEDISH ARTIST (1860 – 1920) 
 
Zorn was a very successful painter in his own lifetime. A contemporary of John Singer Sargent and Joaquin 
Sorolla, his work is very much of the same genre, painting high society portraits including Royalty and four 
American Presidents and their families.  
 
He also painted nudes using a very limited palette giving beautiful related flesh tones, which became 
known as the Zorn Palette.  
It consisted of only 4 colours: IVORY BLACK, (Blue Black) YELLOW OCHRE, VERMILLION, and LEAD WHITE 
(Flake White)  
This palette is not new, Apelles of Kos (370 – 320BC) who painted the only known portrait of Alexander the 
Great, was made famous among other artists of the day by Pliny. His ‘Natural History’ states: 
 
“Quattor coloribis solis immortalia illa opera fecere” Four colours alone make this work immortal.  
 
This ancient palette of Apelles was: CHALK WHITE, (Gypsum White) YELLOW 
OCHRE, RED OCHRE, and VINE BLACK (Blue Black)  
 
Even before that, ancient cave paintings like those found in Roussillon, France 
were using the rich ochre earth colours found nearby. Depicting animals in rich 
glowing colours and lively drawings.  
Right are jars of ochres I bought when visiting Roussillon. The pigments can be 
used to make watercolours with the addition of gum Arabic. Oil colours with 
linseed oil and acrylic and tempera using 
acrylic bas and egg yolk respectively.  
The limited palette is not restricted to oil 
painting only.  
 
Right: Prehistoric cave painting in France.  
Velazquez, Rembrandt and many modern 
artists use a version of this restricted 
colour method. It can be used effectively for still life and florals as 
well as portraits. The addition of a blue and/or green is also popular. 
Modern colourmen are producing more stable and brighter pigments 
than have been available before. A choice of reds will give different 
results, and one can be flexible. Using a warm or cool red (or both) 
will give variations and will be informed by the subject. This is the 
suggested palette I have been using for the following examples.  
 
Right: All these are Water Mixable Oils.  
W&N Titanium White (opaque white) Cobra Yellow Ochre, Cobra Pyrrol Red, W&N Ivory Black (Blue black) 

 
 
Mixing white + Yellow Ochre = pale yellow 
 
Pyrrol red + Yellow Ochre = mid orange 
 
Pyrrol red + Ivory black = dark red  



Far left: 
Mixing Yellow ochre + Ivory black  
= olive green 
 
Left: 
Mixing white and black into the 
basic mixes and combining all four in 
different strengths will give an 
almost unending array of tints and 
shades.  
 
 
 

 
Most prehistoric artists however, would have learned on the job. Their first cave painting would have been 
monochrome, made from earth or charcoal and mixed with crude binders like saliva or animal fat. Many have no 
doubt faded or have had newer paintings superimposed upon them. A larger 
number have probably vanished altogether. Even Stone Age painters who had 
experience of pigments would have had to improve their methods, since many of 
the colours and hues used to dye bodies, faces and hair were made from animal 
and vegetable sources, which were only effective in the short term. It took time and 
experience for artists to switch to mineral based pigments which didn’t fade, but by 
the end of Aurignacian art (roughly 40,000-25,000 BCE) nearly all rock art was done 
with mineral-based materials derived from iron oxide, manganese and kaolin. Time 
was also needed to master the use of ‘binders’ – additives (like animal fats) needed 
to bind the paint and help it to stick to the surface being painted, and ‘extenders’ – 
additives (like crushed bone) that help to cover a larger surface area.       Red Sign, El Castillo Cave, Spain  
                    Hand stencils – 39,000 BCE  
In the Franco- Cantabrian region, which is traditionally regarded as ‘the’ centre of 
Paleolithic art, cave paintings are generally red or black. The red colours were made 
from iron oxides, such as hematite. The black colours were made from either 
manganese dioxide or charcoal. Some artists relied on preparatory sketching, either 
by making a charcoal drawing, or by engraving an outline in the rock surface. Others 
began painting immediately. To begin with, they applied the pigment with their 
fingers, or with some sort of ‘paint pad’ made from moss and lichen.   
Next, they developed paint brushes made from various types of animal hair, or 
‘crayons’ made from solid lumps of pigment. Note: In Australia, the fine detail we see 
in Bradshaw paintings is believed to have been applied with feather quills. Finally, 
they tried blowing pigment onto rock surface through tubes made from hollowed-out 
animal bones or reeds.             Anne Toase 
Right: Ceremonial Figure, Late Tassel Bradshaw, Western Australia 15,500 BCE 
 
     Anne will be demonstrating a ‘Portrait in Oil using the Zorn Palette’ at Riverside on March 14th 
 
NEW! The GALLERY on the website has been updated! Have you checked it out yet?  

                                                                                                                        
The Gallery has been updated to show high resolution photos of 
members’ paintings. This is open to ALL members to showcase their 
work for sale. Go to www.isleofwightartclub.org select Exhibitions > 
How to exhibit in the online Gallery and download the T&C’s.  
 
The Club has recently upgraded the website to show improved 
quality of photos to showcase to prospective buyers. Click on the 
artist’s name to view up to 6 of their paintings. Sales are direct 
between artist and buyer and no commission is paid to the Club.  

http://www.isleofwightartclub.org/


Members’ Gallery: There are more sketches/paintings on the IWAC Membership Plus Facebook page  

Neil above and John below: Plus some more still life 

Below are four of Alan Johnston’s watercolours: 

 
Tony Westmore:  
 
Far left: The Tenacious at Cowes 
22”x 13” Gouache 
 
Left: Portrait of a Lady in Black  
12”x 10” Oil 
 
After the Scottish Colourist F Cadell  
 
 
 

Two watercolours below from John Spencer-Peet: John has been a member of the Club for many years but has 
recently moved near family to a quiet village in Wiltshire. He has painted these 2 scenes showing a view towards the 
Wessex Downs which is in the nearby lane on one of his walks. John is one of our members “Abroad”.  



Rebecca de Mendonca demo zoomed on Tues Feb 14th: 
 
Rebecca gave us an excellent Pastel demo of a Dartmoor 
landscape, she talked us through almost every stroke, taking us 
from the 6 photos she had taken of the scene through to how she 
choose the best composition from the photos using a lead in 
‘sheep path’ up towards the bright low sun.                                

After the demo she showed us around her studio with 
countless different coloured pastels, very interesting 
to see how she worked in her conservatory with its 
good light.  
I won’t be writing about the actual demo, I’ve just 
attached a few photos. We now have the full video of 
the entire demonstration uploaded to view on the 
IWAC Membership Plus Facebook page for members 
only to view. We are allowed to record some demos 
on the understanding that they only go to Club 
members.  

 
Rebecca has emailed her thanks to us for watching her demo, her first zoomed to a hall full of people, she did well!  
She also gave us details of the primer she uses on the mount board she applies her pastels to. It’s called Art 
Spectrum Colourfix Primer available from Jackson’s Art online, but you can also buy pre primed sheets called 
Colourfix Paper. If you go to her web page http://rebeccademendonca.co.uk you can find details of her book on 
pastels, her courses, zoomed workshops and painting holidays. A very busy lady!  
 
Help to take photos of your paintings:  
 
Most of us use our phone cameras nowadays as they are pretty good 
with high resolution photos (jpeg), but cameras are fine too.  

1- Make sure you take the photos in a good natural daylight but 
not direct sunlight, near a window or open door to get even 
light across the painting. Don’t be tempted to photograph in 
night light however good it seems.  

2- Either hang on the wall so that you stand square in front of it 
or put on the floor and stand square over it. This way you’ll 
avoid a ‘trapezoid’ shaped image. Some phones will give you a    Above left: Hiro taken in night light X 

       ‘box’ to check your image is square on. If it has a sun        feature  Above right: Hiro in true daylight ✔️ 
       next to it, you can slide this up or down with your finger to  
       change the exposure if necessary.  
3- Don’t be tempted to go too close, on modern phones this 

can cause optical distortion towards the edges, taking it a 
little further back will avoid this and you can crop the image 
in the ‘edit’ function and it will still be the best resolution – 
as long as you’re not too far away!  

4- Don’t use flash! This can cause glare even on canvases. If 
you have to photograph a painting behind glass, consider 2 
halogen desk lights either side, but not shown on the glass, 
this has been known to avoid glare and reflections.   Above left: Photo taken square on ✔️ 

5- Top tip! Take a few and choose the best. There are entire  Above right: Trapezoid NOT square on X 
       books written on this subject, if in doubt – Google! Or ask!  
 

http://rebeccademendonca.co.uk/


Please send any photos of your art to the Editor at gilliannye@rocketmail.com   We love to see your paintings 
and some have been held over due to space. More can be viewed on the members only Facebook page.  

mailto:gilliannye@rocketmail.com

