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PREFACE

ne day in the spring of 1973 a nervous 14-year-

old boy slowly opened the door of the

American Eagles hobby shop in Seattle,
Washington. Under his arm was a shoebox containing
several plastic models, including a Tamiya Kubelwagen
complete with a driver and two German staff officers.
The models were to be entered in a contest - his first -
advertised by the hobby shop, with prizes in the form
of gift certificates redeemable at the shop.

As the youngster carefully removed each piece from
the shoebox, the proprietor placed them in a glass
case alongside the few other models entered thus far.
The boy stepped back to admire his work. Both the
vehicle and figures were well painted, he thought; the
faces were painted a rosy shade of flesh colour, and
every part of the uniforms was painted in the colour
depicted on the box art. He was especially proud of
the glossy finish of the leather waistbelts and boots;
and of the eyes - tiny black dots inside the somewhat
larger white dots - tough to do with a toothpick, his
preferred tool for detail painting.

His father was happy to let the boy browse awhile;
and one kit that particularly caught his eye was a
Monogram Sherman tank. Noticing that the plastic
shrink-wrap was already removed, he slowly opened
the kit to have a look inside. On top of the plastic
sprues was an 81/zin. x 11in. card printed in colour; and
as he looked at it his heart sank.

Just a moment earlier his models had looked so
marvelous, but a single glance at the card told him just
how much he still had to learn. The card carried a brief
article by someone named Sheperd Paine, explaining
how he had built a dazzlingly realistic diorama with
the Sherman kit, complete with figures that were so
lifelike they seemed to jump out of the pictures.

My first instinct (because the 14-year-old was, of
course, me) was to consider taking up some
alternative hobby: like stamp collecting, say, or maybe
needlepoint. How could I ever come even close to
such perfection? After a while I decided that I really
didn’t care that much for stamps, and needlepoint
frankly sounded too much like a girl's hobby. I
determined to stick with model-making - and
particularly with miniature figures, which in Sheperd
Paine’'s photos were not the monochromatic
mannequins I had painted, but animated, lifelike “mini-
people” who caught and held my attention.

A month or so later, as my family was about to
relocate to the Far East for several years, | heard that I
had won the competition at American Eagles. That
was the good news: the bad news was that only one
other modeller had entered! It didn’t make much
difference anyway, as I wasn't able to get back to pick
up the award before I left town; and by the time I
returned to Seattle three years later, nobody could
remember what had happened to that award, or for
that matter, who I was. There's probably a lesson in
there somewhere...

The purpose of this book is to describe the
methods, materials and approach which this
particular miniaturist employs in creating stock
figures, conversions, vignettes and dioramas. By no
means are the techniques described in this book the
only way, and there is no one “right” way; they are an
assortment of techniques borrowed from many other
miniaturists and adapted to my own way of working,
together with a few which are uniquely my own.

In addition to describing my own approach to the
various miniature subjects with which I am most
familiar, I have tried to show, through the many
photographs throughout this book, a variety of other
methods used by such renowned miniaturists as
Peter Twist, Greg DiFranco, Andrei Koribanics,
Derek Hansen, Jim Johnston, Phil Kessling, Mike
Good, Michel Saez, and many others. Each of these
accomplished artists has his own story to tell, and
the photos and captions describing their work
provide glimpses of other paths available to the
miniaturist in search of the techniques most to his or
her own liking.

All miniaturists would like to think of themselves as
innovators, opening new modelling frontiers and
leaving their own indelible stamp on this hobby we
all enjoy so much. And while all miniaturists
produce work that is truly unique, their techniques
are a strange combination of borrowed methods,
modified approaches lifted from the pages of “How
to” articles (often misunderstood!), and a few
original ideasswhich may or may not make sense to
anyone else. However, the techniques are only a panrt,
and not the most important, of the road to success in
this hobby.

The constant desire to improve and excel, and a
determination to work tirelessly to achieve success
are of far greater importance. Success demands a
sound armoury of techniques coupled with many,
many hours of practice. There are no secret
passports to easy success, no step-by-step guides to a
gold medal at a prestigious competition. The best
modellers are constantly looking for ways of
improving the quality of their work, and are never
wholly satisfied with their results no matter how
many hours of eye-strain and back-ache they have
invested. “The face is too pink”, they mutter to
themselves; “I should have painted some veins on the
back of that hand”; “the horse highlighting is too
subtle”; “the eyes are too close together (or show too
much white - or too little”)... and on and on. One
might think that receiving awards and compliments
from ones peers would bring greater satisfaction with
ones work; but while such positive reinforcement is
welcome, it never quite sates the desire to do better.
Nor should it. A miniaturist’s toughest critic should
always be himself. Sound principles and many hours
of hard work are the common attributes of the most
successful miniaturists - and the Grand Masters.




CHAPTER 1

PAINTING
A STOCK
FIGURE

he most important decision a modeller makes

when embarking on the painting of a stock figure

is made well before the selection of a hobby knife,
a suitable primer, a preferred paint medium, or a
dazzling hardwood base. The most important decision
is the choice of which figure he will paint. As many
modellers are lured to favourite historical periods or
fantasy subjects, these same preferences can blind
them to flaws in a particular figure that cannot be
overcome with a paint brush. The best painters
recognize the importance of selecting only the best
castings for painting.

The fact that the number of figures currently
available to the modeller is truly staggering, running
into the hundreds of thousands, makes the decision
even more difficult. While there are many excellent
figures available on the market, there are even more
with disproportionate limbs and hands, squat legs, eyes
impossibly close together, mismatched castings, out-of-
scale accoutrements, and an assortment of other
woeful handicaps that no amount of painting artistry
can mask. It is a sad fact that even the most brilliant
painting of a bad figure can ultimately result in nothing
better than a brilliantly-painted bad figure. Why not
simply invest the same skill and effort to produce a
brilliantly-painted excellent figure?

Selecting the “best” figure certainly does not mean
the most expensive. Fine figures can be found among
the least as well as the most expensive price ranges.
The best way to select one is to study as wide a choice
of figures as possible. Look at the face: are the eyes
well sculpted and engaging? Are they spaced properly?
Is the anatomy properly proportioned? Are the
weapons and equipment well designed, correctly
scaled and cleanly cast?

The best place to study the many available kits is
your local hobby shop, if you are lucky enough to have
one. If not, spend some time at the trade stand of a
major kit dealer at a model figure show. Ask the
proprietor what figures he recommends within your
favourite period, and study them. Of course, the most
obvious people to ask are other modellers; chances are
you will stumble onto someone who has painted the
figure you are contemplating, and you might get some
helptul insight into its strengths and weaknesses.

The figure I have chosen for this exercise is David
Grieve’s excellent 100mm Sergeant, 79th Regiment of
Foot (Highlanders), 1815.

The David Grieve 100mm
figure of a Sergeant of
the 79th (Cameron)
Highlanders, 1815. The
mold seams have all been
removed and the figure is
partially assembled, ready
for priming.

PREPARATIONS

As any good model assembly instruction guide will tell
you, the first step that should always be taken is to
carefully wash all the parts to remove any chemicals
that may remain from the molding process, and then to
check the fit of all the parts. I must confess right away
that I have never washed a figure. It's probably a good
bit of advice, but one I have never taken very seriously;
and I cannot ever recall an instance where I primed a
figure, had the paint peel off, and said to myself, “Darn,
I KNEW I should have washed that figure!”

Checking the fit of parts is important - not so much
the fit of arms and head, as these must be attached
anyway and any gaps, large or small, must be filled
before the figure can be primed. It is the equipment
and weapons that often require assembly in a specific
order, which if not followed can lead to serious
problems later on, and sometimes to reworking. For
example, one may find that a canteen strap will only fit




PAINTING A STOCK FIGURE

(Above) An even coat of
Floquil spray primer has
been applied to the figure,
and allowed to dry for 24
hours before under-
coating commences.

(Above right) Close-up of
the head and upper body
prior to undercoating. A
high-quality casting and a
thin, even primer coat
leave all the fine details
sharp.

in place if attached before attachment of the left arm.
Take it from one who has made this type of mistake
repeatedly over the years - test-fit the parts!

A whole assortment of tools are available to remove
the mold lines from a figure: hobby knives, emery
paper, files of all shapes and sizes, and steel (wire)
wool. While I have made use of all these at one time or
another, by far the most useful tool of the bunch is the
hobby knife. By using a gentle scraping motion,
virtually all mold lines can be removed from metal,
resin or plastic. In areas where the scraping has
flattened out an area unnaturally I like to go back and
smooth it out with emery paper (super fine sandpaper),
or a file. Areas where the surface is unusually rough
often require a good buffing with steel wool. Cleaning
up a figure can take anywhere from 30 minutes to eight
hours, depending on the complexity of the figure and

the quality of the casting.

Once the parts have been prepared and checked for
fit it's time to start assembly. Like most modellers, 1
use a quick-drying epoxy glue for assembling metal
parts. The bond created is very strong, more durable
than with other types of cements, including “superglue”
(though this works very well with resin figures). If well
designed, the casting will require very little filling
around the arm joints; in fact, the epoxy forced out
when pressing the arms into place can be smeared
around the joint, providing a quick and effective filling
for minor gaps.

Larger gaps will require some putty work. Virtually
any type of putty can be used for this purpose, and I
usually use A&B Epoxy. It blends into the adjoining
surfaces smoothly, and dries to a rock-hard
consistency, making it ideal for filing.

There are many modellers who strongly believe that
the entire figure should always be assembled prior to
painting; their brave credo is “If you can see it, you can
paint it.” While this is often undeniably true, so too
there are many cases when it simply is not. While most
things that can be seen can be accessed with a brush of
some sort, it does not necessarily follow that all such




PAINTING A STOCK FIGURE

areas can be painted with the care their visibility
requires.

For example, the backpack for the figure being
painted here has a hollow square on the inside. Once
attached, the inside of this square could be seen very
clearly at oblique angles; yet getting a paint brush into
that area would be virtually impossible. Similarly, the
crossbelts and straps beneath the pack would be
extremely difficult to reach in such a way as to shade
and highlight them with the desired care. Areas around
the haversack, sash and canteen fall into the same
category of “easy to see, not so easy to paint”. When
the goal is to produce the best painted figure possible,
details like these require a bit more attention than
might normally be expected. Only the arms were glued
onto our subject figure prior to priming. Each
equipment item was cleaned up, primed and painted
separately.

The last step necessary prior to priming of the figure
is pinning. The small pins typically located under the
heels of most figures are not adequate to support the
weight of a metal figure, and additional reinforcement
is needed. Those who have decided that this is not
necessary, only to find their carefully painted but

"

(Above left) Bonnet, face,
stock and collar are
undercoated in the basic
colours in which they are
to be finished. After
setting up for five to six
hours, this undercoat
served to prevent the
blending processes from
accidentally exposing the
grey primer on heavily-
worked areas.

(Above) The checkered
band of the Highland
bonnet in the course of
painting with vertical
stripes and a single
central horizontal stripe
of red. Green squares are
painted over the
intersections of the red
stripes.

poorly pinned figure rolling loosely around the inside
of the transport box after arrival at a figure show, can
attest to the wisdom of this additional precaution.

First, carve off the existing pins. Next, drill two holes
in the heels wide enough to accommodate the selected
pins. I typically use /sin. x 2in. nails with the heads
nipped off, but piano wire or even heavy duty paper
clip wire can work as well - the latter is ideal for 54mm
figure pinning. The hole should go at least '2in. into the
heel, or further depending on the weight distribution of
the figure. Between %/4in. and lin. should extend from
the bottom of the heel to go into the base. Both heels
so pinned should provide a reliable attachment.
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Once the figure has been attached to the working
base (I use a rough wooden block), the figure is
primed using a can of Floquil Grey Spray Primer. The
Floquil spray seals the metal very nicely and provides
a good, dead matt surface that holds the paint well.
The Floquil primer needs at least 24 hours to dry,
which is best accomplished in a warm, dry place. 1
have even left figures in the oven overnight at 140
degrees Fahrenheit to hasten the process.

Once the figure has been primed, it is always a good
idea to examine it closely one more time for any mold
lines or casting imperfections that may have been
missed at the clean-up stage. Invariably I find some
flaw that must be dealt with.

PAINTING

I paint almost exclusively with Humbrol enamel
paints. It would be nice to say that this was a
conscious decision based on a careful evaluation of
the many painting mediums available. Unfortunately
the truth is not nearly so impressive. As a young
modeller I got into the habit of buying my paints at
the hobby shop where I bought my models and, not
having access to any other information, assumed that
all other painters did the same. By the time I realized
that artist’s oils were the most commonly used
medium I had already developed an enamel-painting
technique with which I was comfortable.

The greatest benefit of enamels is their dead matt
realism, a quality that makes them ideal not only for
recreating realistic fabric colours, but also for
weathering. Uniform and equipment details that
require a bit of a sheen need only be coated with a
clear gloss, or a semi-gloss mixture of clear flat and
gloss paints.

The short drying time of enamels is often bemoaned
by oil painters. Actually, enamels can be blended
very well for a period of 25-35 minutes after
application. By keeping colour mixtures simple, and
working in relatively small areas one at a time, there
is ample time for careful blending of colours.

Actually, the shorter drying time can be a blessing
in disguise. While it is true that the longer blending
time of oils allows more time for experimenting, the
temptation to “overblend” - working mid-tones,
highlights and shadow colours into a single
nondescript shade - is too much for many oil painters.

A word is in order here concerning brushes. There
are a wide array of fine brushes available to artists on
the market, including many of the red sable variety.
While I certainly cannot claim to have tried them all, 1
have tried enough to know that Winsor & Newton
Series 7 red sable brushes are simply superb for
detail painting. While I listen politely at trade stands
to salesmen hawking their “as-good-as-Winsor &
Newton-and-much-cheaper” brushes, I can never
forget my many frustrating experiments with
imitations. Series 7 brushes are indeed expensive,
but they are certainly worth the money. I can't think
of a single top painter who doesn'’t use them.

Once the primer has dried thoroughly, each of the
primary areas to be painted is undercoated in the base

et
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PAINTING A STOCK FIGURE

(Top left) The initial
application of the lightest
shadow colour to the face,
prior to blending. Note
the location of the areas
of shadow. It all looks
straightforward enough at
this stage, in this
enlarged photo; but this
head is actually the size
of a fingernail. Patience is
essential to achieving the
necessary precision.

(Bottom left) A medium

shadow colour is added to

the centre of most of the Top right) The light
areas of ligh_t shadow. ) ghatll)owgis zare [‘ull?r

This colour is focused in blesded into the hase
the deepest part of the colour at the edges only;
cheek hollow, the folds the distinction between
between the corners of base and shadow colours

th":i mouth danl‘lj the no,sif;l‘ must remain evident after
and around the eyes. 2 the transitional areas are

edges of the medium . Iv bl d
shadow are then blended S Ly blweved,
into the light shadow. (Bottom right) The final

dark shadow is applied to
the deepest recesses of
the face - those areas
most concealed from the
imaginary light source -
and the edges are once
again blended into the
medium shadow colour.

colour. For example, the face is painted flesh
colour, the bonnet band white, feathers black, coatee
red. This will provide a foundation for the blending
soon to begin, and ensure that any areas requiring
heavy brush work do not expose the grey primer. I
allow about four to six hours for this coat to dry, and
usually try to apply the base coats just before leaving to
go to work, or at night.

PAINTING THE FACE

I always start by painting the face. There are practical
as well as psychological reasons for this. Painting
“from the inside out” minimizes the risk of accidentally
slopping paint over outer areas while trying to paint
inner ones. But the main reason for painting the face
first is its overall importance to the figure’s appearance.
The face is without question the most important
feature on any figure (except, perhaps, a knight
wearing a closed helmet...). I find that if the face goes
well, I become energized to work through the less
glamorous aspects of painting the figure (like
knapsacks and sword slings). To get the face right is to
overcome the biggest challenge to producing a well-
painted figure.

First the face is given a thin coat of a flesh mixture. |
like to use a combination of Humbrol Flesh, Natural
Wood, Scarlet and a bit of Leather. The ratios of each
of these components vary greatly depending on the
complexion of the figure I am depicting. Most soldiers
spend an enormous amount of time in the open air, and
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photos of soldiers on campaign invariably show them
with what we would today call a great tan. Even the
venerable Robert E. Lee’s face appears to be quite
brown in several of the photographs taken of him
during the American Civil War. For this reason, I
usually add more brown and red colours and less
Flesh. This thinned coat of paint is allowed to partially
set for about 20 minutes before the shading begins.

The first shadow colour applied is the subtlest one,
using a mixture similar to that used for the face, but
with less Flesh and bit more Leather and red. Once
again the mixture is kept very thin - transparent, in fact
- and is applied in the hollow under the cheekbones,
along the fold beside the nose and on each side of the
nose, in the temples, beneath the lower lip, and under
the eye bag. After these areas are blocked out, the
edges (and only the edges) are carefully blended into
the base colour using a very gentle stroking/stippling
motion. The intent here is to pull the two colours
together along the “border” so that one seems to fade
into the other. Great care is taken to ensure that two
distinctively coloured areas remain, each fading into
the other, and not a single colour made from a
combination of the two.

The same basic process is now repeated over a
smaller area with a slightly darker version of the
shadow mixture, this time made by mixing Leather, red
and a bit of black to produce a medium chocolate
colour with a slightly reddish tinge. This darker
“Intermediate” shadow colour is applied in the upper

(Left) The first highlight
colour is added.

(Above) After the
blending of the edges of
the initial highlights, a
final extra light highlight
is sparingly applied to
‘“pull out” the facial
features - the corner of

the cheekbone, the
undulations in the nose,
the top of the chin, and
areas above the upper lip;
the ear will also receive
this treatment. At this
point the shaping of the
eyes and the painting of
the teeth, lips and tongue
were also completed.

portion of the cheek hollow, inside the folds beside the
nose, between the lips, under the nose, under the
inside portion of the eye bags and the inside half of the
hollow above the eye. In each case the intermediate
shadow is meant to deepen the shadow effect in these
areas, and is applied using the bullseye principle, ie.,
progressively smaller darker shadow colours applied
within each other.

Finally, a very dark red/black mixture is applied to a
few selected areas, such as beneath the nose, in a small
portion of the folds beside the nose, and in the eye
area. By building gradually from subtle shadows to
very dark ones, a bold, dramatic painting effect can be
achieved. It is always better to be too bold than too
timid. The timid painter, whose shadows and
highlights are so subtle as to be virtually indiscernible,
often finds his efforts go unnoticed in the glare of
display cases and the poor lighting so typical of
miniature exhibitions.

[ 12 |



PAINTING A STOCK FIGURE

The last highlights have
received their final
blending; eye detailing has
been completed; “five
o’clock shadow’ has been
applied in the form of a
controlled wash; and the
whole face has been given a
clear coat of water-based
semi-gloss to add a sense of
moisture. The bonnet and
collar have been finished.
Basic colours have been
laid down on the coat, lace
“loops” and sash; and work
on the crossbelt and pack
straps is progressing.
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Once the shadows have been applied, two layers of
highlights are added. I consider the effective use of
highlights a critical step, and one often neglected by
otherwise good painters. The first highlight colour
applied, for which I use a mixture of Flesh with a bit of
red, Natural Wood and white, should be clearly lighter
than the base colour, and compatible in tone. In other
words, a base colour with a reddish tinge to it must
have a similar tinge in the highlights; a more heavily
tanned face may have had more Leather in the base
coat; and these factors must be considered when
mixing the suitable highlight shade.

Highlights are applied to the cheekbones, the bone
above the eyebrows, the bridge of the nose, the
nostrils, the top of the chin, above the upper lip, at the
top of the eye bag, and along the diagonal ridge going
from the inner eye towards the corner of the jaw. Each
highlight is carefully blended into the adjoining colour.

The second highlight is much lighter in colour, and is
intended to pinpoint certain areas most likely to reflect
light. The point of the cheekbones, the tip of the nose
(and sometimes the “break” in the nose), the area just
below the folds beside the nose, and the top of the chin
are each highlighted, taking care to ensure that the
application is confined to a small portion of each area.
The highlight is then blended into the base colour.

The next step is the eyes. Starting with the “whites”,
which of course are not white at all, a mixture of white
and Natural Wood is applied in a wedge shape to each
eye. Next a carefully painted line, following the shape
of the eye, is applied to the upper portion of the eye.
Along the lower edge of the eye a thin line is drawn
using the light shadow colour used on the face. Once
the eye is thus defined, the eyeball is painted using a
medium blue colour, care being taken to ensure that
the colour fills about 80% of the eye with only very
small areas of “white” left showing on each side. The
greater size of the 100mm figure allows for more detail
in the eye painting than a 54mm figure, and I like to add
a small black dot to the pupil; as a final touch, a tiny
dot of sky blue is carefully applied to each side of the
upper portion of the eyeball, to add a bit of a “twinkle”.

Eyebrows are painted with a dark brown mixture, the
shape being thicker near the middle of the forehead,
fading and thinning as they tail away towards the
temple. A thin black underline beneath the thickest
portion of the eyebrow adds depth to them, and a few
carefully applied highlights complete the effect.

As most soldiers on campaign don’t have time to

(Right) The upper part of (Far right) The completed
the body, sleeves and 79th Highlander’s kilt in
hands have been completed Cameron of Erracht tartan.
(note careful shadowing Note the dark overall

and highlighting on the
hands, particularly). Now
the basic colours have been
laid down on the kilt, with
broad green stripes
painted at regular vertical
and horizontal intervals
over a base coat of dark
blue.

appearance, and the
subdued tones of the fine
red and yellow lines except
where the yellow-on-yellow
intersections make spots
of bright colour.

shave every day, a “five o’clock shadow” is almost a
must. A combination of black and Flesh is used to
create a charcoal grey colour. This mixture must be
kept very thin while it is applied to the whisker areas.
While the paint is still wet the edges are blended, and
highlighted areas are cleared out so that only a slight
hint of the grey colour is evident there.

The neck, ears and hair are painted separately using
the same principles described for the face. Highlighting
is particularly important for the ears, the top edge and
the inner protrusions receiving special attention.

As a final touch, a thin coat of water-based Polly S
semi-gloss is applied to the entire face and neck area
(as it will be later to the hands and knees). The semi-
gloss is created by mixing more or less equal portions
of clear gloss and clear flat paints, and brings added
depth and a sense of moisture to the skin. I consider
this step to be an absolute must for enamel painters,
and only after completing it do I ever feel that the face
is truly finished.

PAINTING THE REST OF THE AGURE
Once the head has been completed, the rest of the
figure is painted working from the top downwards,

14
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painting each area from the inside out. The bonnet
band was first undercoated in an off-white mixture of
white, with small amounts of black and Natural Wood
colours. The top edge of the band was carefully edged
with a thin pure white line to separate it from the body
of the bonnet. This principle will be used throughout
the painting of the figure’s uniform and equipment. The
red checks were added next with another subdued
mixture, this time a red diluted with a bit of Natural
Wood and Flesh to suggest fading. Where the red
vertical and horizontal lines crossed, a dark green
square was painted. Precision is the key to successfully
painting the bonnet band. It is also very important that
a good sharp detail brush be used, such as a 000.

The bonnet feathers were undercoated with a mixture
of Humbrol Black and a bit of Winsor & Newton artist
oil Lamp Black. The oil paint helps to give the black
more depth, thereby allowing for more subtlety in the
highlighting. Highlights were carefully applied line by
line using two shades of blue-grey. The base highlight
was a dark blue-grey colour, with a lightened version in
certain raised areas, and along the edges of the feathers.
I NEVER dry-brush feathers, as the crude against-the-
grain look inherent to that technique runs counter to

~around the kilt, care being taken to ensure that they

the soft graceful effect desired for the feathers. In fact 1
try to stay away from dry-brushing in general as much
as possible.

The coatee and the equipment were painted from the
inside out once again, starting with the collar, then the
jacket, lace/buttons, sash, crossbelts, shoulder
straps/tuft and finally buckles and plate. The techniques
used in the painting of each area are identical to those
used in painting the face; the initial application of a thin
base coat, followed by three progressively darker
shadow tones, and one to two shades of highlight, each
application feathered into the adjoining colour using a
brush slightly moistened with thinner. To maintain the
warmth of the red throughout the shaded areas, a bit of
Alizarin Crimson oil paint was used with the Humbrol
Scarlet (60), over a base coat mixed from Scarlet,
Leather and Brick Red. Flesh was added to this base
colour to create the highlight colour. Flesh adds a
convincing dusty, faded look to the red.

The white lace and belts were painted with the same
principle used for the bonnet band; white/black/Natural
Wood off-white mixture highlighted with pure white
and shaded with a darker version of the base colour.
The crimson sash was painted with a base colour of
German Purple (70), Scarlet (60) and Alizarin Crimson
oil paint. The shadow colour is Alizarin Crimson,
Scarlet and black, while the highlights were created by
adding bit of Flesh to the base mixture. A generic dark
green was used for the central stripe. The woollen tufts
at the ends of the shoulder straps were first painted a
pale brownish grey colour, then “dabbed” (not dry-
brushed) with progressively lighter highlights, the last
being pure white.

It is worth noting that the canteen was painted
separately, the steel retaining bands being painted blue
along with the wooden portions. The fact that no paint
remains on the metal bands on extant canteens has led
some to mistakenly report that the steel bands were left
a bright steel colour. In fact, the entire canteen was
given an overall coat of paint after assembly, bands and
all.

All buckles were painted (and highlighted/ shaded)
either with a yellow ochre mixture coated with a gloss
finish, or with silver printer’s ink mixed with gloss black
enamel paint. I like to use the ochre (Humbrol Yellow,
Leather and Burnt Umber oil paint), as it facilitates
more precise highlighting and shading than the
metallics without the “grainy” appearance.

painted at regular intervals horizontally and vertic ally
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MOUNTED FIGURES & DIORAMAS

(Above) Mongol warrior
by Jim Johnston. Jim has
extensively reworked a
standard horse kit to
depict the smaller pony of
the steppes. Note the
worn look of the kaftan,
and the lamellar bronze
breastplate - added piece
by piece from sheet
plastic.

(Above right) Bill
Ottinger’s *Aide-de-
Camp to General Rapp” is
an excellent example of
the exciting movement
combined with brilliant
colour which make Bill's
work stand out at
exhibitions.

(Right) Michael Collins’
use of an elevated rocky
outcropping helped to set
off his fine Polish Lancer
officer of the 1580s
Russian campaign. The
bear-pelt horse cloth was
sculpted from Duro, as
was the leopardskin cape.




MOUNTED FIGURES & DIORAMAS

(Above) Major Jolly of (Above right) .Jim
Napoleon’s Dragoons is Johnston’s 100mm
portrayed here in all his version of Major Jolly
glory by Greg DiFranco. offers an interesting

Once again, horse and large-scale comparison
rider both have the same  Wwith Greg DiFranco’s

air - the dignity and 54mm piece. Jim made use
formality of the parade of a Poste Militaire horse,
ground. a Verlinden head, and a

great deal of putty to
create this gem.

(Right) This book is
devoted to military
historical subjects; but we
couldn’t resist including
Bill Pritchard’s delightful
fantasy piece, which
demonstrates that there
are many interesting
variations on the horse-
and-rider theme.




MOUNTED FIGURES & DIORAMAS

(Above) In “Revolt in the
Desert”, Joe Berton
brilliantly captures the
drama of a camel charge.
The flying robes, banner
and whip add impact and a
heightened sense of
movement and danger to
the scene. Note also the
tight grouping of the
figures.

(Photo:Lane Stewart)
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(Above left) Greg
DiFranco has mastered
the use of unravelled
embroidery floss for horse
manes and tails; this
technique, coupled with
his already considerable
sculpting and oil painting
skills, has given birth to
masterpieces such as his
“Scipio Africanus”, a
major 75mm conversion.

(Above) Philippe
Gengembre’s figure of a
15th century knight in
tournament armour and
barding is a superb
example of oil painting
large areas, coupled with
intricate detail. This piece
earned Philippe a Best of
Show at the 1992 Euro-
Militaire competition.

(Left) An exquisite
example of fine horse
painting by Derek
Hansen: Metal Modeles’
54mm kit of a French
Napoleonic trumpeter of
the 19th Dragoons.
(Photo:Derek Hansen)




MOUNTED FIGURES & DIORAMAS

Derek Hansen made use of
a combination of Duro and
Milliput in creating his
award-winning German
Uhlan. Yellow electrical
tape was used for some of
the belting. Derek uses an
unusual oil-painting
technique involving
layering and washes. This
miniature, which won Best
of Show at Euro-Militaire
1990, is an excellent
example of the conversion
possibilities inherent in
many good kits, such as the
Andrea Miniatures WWI
German Lancer used here.
(Photos: Derek Hansen)




AOUNTED FIGURES & DIORAMAS

(Above) “A Crash of
Steel: Ramnaggar, 1848",
by the author. The figures
and horses are major
Historex conversions. The
ring-mail neck curtains
worn by the Sikh
cavalrymen are small
pieces of nylon stocking,
first painted gloss black,
then detailed in silver
printer’s ink.

(Right) “Victory!” The
author’s miniature of an
officer of the Royal
Dragoons, in British
heavy cavalry uniform of
post-1812, exulting at the
end of a successful
engagement. Note the
raised shoulder to
accomodate the uplifted
arm.
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(Right) The author’s “A
Desperate Endeavor:
Saving the Colour at
Isandlwana” depicts the
legendary - and doomed -
attempt by Lieutenants
Melvill and Coghill of the
24th Regiment to save the
Queen’s Colour of the 1st
Battalion in the aftermath
of the disastrous defeat at
the hands of the Zulu
army on 22 January 1879.

(Left) Depicting extremes
of movement can be fun
and exciting. The
combination of the
rearing horse and the
precarious extension of
the rider adds impact to
the author’s conversion of
an officer of the 6th
(Inniskilling) Dragoons in
the Crimea, 1854.




Over the past decade BILL
HORAN has become one of
the best known and most
successful creators of
miniature military figures on
the international modelling
scene. He has created more
than 500 original 54mm
pieces, and has won many
Gold Medals in competition in
the USA, Britain and con-
tinental Europe. He is the
winner of numerous Best of
Show awards, including four
Chicago, three Atlanta, three
SCAMMS, two MFCA, two
Euro-Militaire (UK), and one
Paris/Sevres. He is a recipient
of the MFCA Grand Master
Award and the Chicago Medal
for lifetime achievement. He
was co-organizer of the first
World Model Soldier Exposit-
ion at Washington DC in July
1993; has contributed numer-
ous articles to Military
Modelling and Military
Illustrated magazines; and is
the author of a previous
Windrow & Greene book,
Military Model Showcase
(1992). Bill Horan works as a
purchasing supervisor for a
major engineering construct-
ion company, and lives in
Buena Park, California with
his wife Heather and
daughters Emily and Penny.

In this book, for the first time, Bill Horan shares his experience of materials,
methods and techniques. Illustrated with more than 260 colour photographs of
models by the author and other leading miniaturists, including easy to follow
step-by-step sequences, his text describes in detail the preparing and painting
of stock figure castings; converting and “scratch-building” figures; planning,
creating and presenting both small vignettes, and major multi-figure dioramas;
and the special challenges of mounted cavalry figures.
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