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A YEAR’S WORTH OF TIPS, TECHNIQUES, ADVICE AND MORE

MAKE WATERCOLOR A PART OF 
YOUR DAILY LIFE, turning every day into 

inspiration for your art. Designed to fi t your 

life, Watercolor 365—the fi rst watercolor 

book of its kind—provides a complete 

education in the medium, one bite-sized bit 

of information at a time. Open it daily to 

fi nd a new tip, idea, technique or challenge 

... all aimed at getting you into the habit and 

mindset of an artist.

INSIDE YOU’LL FIND:

 »  52 mini step-by-step demonstrations 

(like painting skin tones and adding 

texture) 

 »  52 Q&A’s (based on questions 

received on social media, in work-

shops and from blogs)

 »  52 troubleshooting tips (such as how 

to remove masking fl uid that has had 

too long to dry and how to lift paint)

 »  52 bits of creative advice (such as why 

you should consider taking a painting 

holiday and keeping photographic 

records of your process)

 »  52 general tips (such as basic 

composition and transferring images 

for painting)

 »  52 defi nitions (clear, concise 

defi nitions of terminology, such as 

value and atmospheric perspective)

 »  52 exercises to improve your artistic 

skills (simple lessons for techniques 

like glazing and mixing grays)

IDEAS. INSTRUCTION. INSPIRATION.
artistsnetwork.com

ART TECHNIQUES/WATERCOLOR

PIRATION.
com

E
A

N

S4098

 Fn
L1 0

4 01
24 

01 J
UYr

VyB
QdW

Jsa
WN

hdG
lvbn

MsI
Elu

YyA
o 

02 S
W9

sYS
Bka

XZp
c2lv

bikP
R3J

lZ29
yeS

BL 
03 c

nVl
Z2V

yAF
cQv

mQ
EM

TAu
NAI

4MA
ExB

kVB
 

04 T
i0xM

w05
Nzg

xND
Qw

MzQ
0MD

c3A
A==

 

781440 3440779

52799

ISBN-10: 1-4403-4407-8
ISBN-13: 978-1-4403-4407-7

US $27.99
(CAN $34.99)

 Fn
L1 0

4 01
20 

01 J
UYr

VyB
QdW

Jsa
WN

hdG
lvbn

MsI
Elu

YyA
o 

02 S
W9

sYS
Bka

XZp
c2lv

bikP
R3J

lZ29
yeS

BL 
03 c

nVl
Z2V

yAF
cQx

nEC
MT

MD
MT

AwA
TEF

VVB
D 

04 L
UEM

MD
M1M

zEz
NjY

1Mj
U38

A==
 

35313 665250 7

U
P

C

S4098_CM.indd   1S4098_CM.indd   1 10/21/16   3:33 PM10/21/16   3:33 PM



WATERCOLOR 
365

S4098_i_001_007.indd   1S4098_i_001_007.indd   1 10/21/16   3:34 PM10/21/16   3:34 PM



2

S4098_i_001_007.indd   2S4098_i_001_007.indd   2 10/21/16   3:34 PM10/21/16   3:34 PM



Leslie Redhead

CINCINNATI, OHIO

artistsnetwork.com

WATERCOLOR 
365

Daily Tips, Tricks and Techniques

LAVENDER DREAMS
14" × 11" (36cm × 28cm)

S4098_i_001_007.indd   3S4098_i_001_007.indd   3 10/26/16   1:32 PM10/26/16   1:32 PM



4

CONTENTS

Introduction ....................6

CHAPTER 2

PAINT AND OTHER 
SUPPLIES
Week 6 .............................. 28
Week 7 .............................. 34
Week 8 .............................. 38
Week 9 .............................. 42

CHAPTER 8

DRAWING
Week 31 ..........................130
Week 32 ..........................134
Week 33 ..........................140
Week 34 ..........................144

CHAPTER 1

PAPER, BRUSHES 
AND PALETTES
Week 1 ................................8
Week 2 ..............................12
Week 3 ..............................16
Week 4 ..............................20
Week 5 ..............................24

CHAPTER 6

DRYBRUSHING AND 
SALT EFFECTS
Week 22 ........................... 94
Week 23 ........................... 98
Week 24 .........................102
Week 25 .........................106

CHAPTER 7

MORE TEXTURE 
TECHNIQUES
Week 26 ......................... 110
Week 27 ......................... 114
Week 28 ......................... 118
Week 29 ......................... 122
Week 30 ......................... 126

CHAPTER 12

CROSSING THE
FINISH LINE
Week 48 ......................... 200
Week 49 ......................... 204
Week 50 ......................... 208
Week 51 ......................... 212
Week 52 ......................... 216

Index ............................ 220

About the Author.....222

Acknowledgments
& Dedication..............222

S4098_i_001_007.indd   4S4098_i_001_007.indd   4 10/21/16   3:35 PM10/21/16   3:35 PM



5

CHAPTER 9

NEGATIVE PAINTING 
AND MUSICAL
MATTERS
Week 35 .........................148
Week 36 .........................152
Week 37 .........................156
Week 38 .........................160

CHAPTER 10

CREATING DYNAMIC 
PAINTINGS
Week 39 ......................... 164
Week 40 ......................... 169
Week 41 ......................... 172
Week 42 ......................... 176
Week 43 ......................... 180

CHAPTER 3

WHITE IN 
WATERCOLOR
Week 10 ............................46
Week 11 ............................50
Week 12 ............................54

CHAPTER 4

BACK IN
THE BLACK
Week 13 ........................... 58
Week 14 ........................... 62
Week 15 ........................... 66

CHAPTER 5

WASHES, GLAZES 
AND WET-IN-WET
Week 16 ........................... 70
Week 17 ........................... 74
Week 18 ........................... 78
Week 19 ........................... 82
Week 20 ........................... 86
Week 21 ........................... 90

CHAPTER 11

PORTRAITS
Week 44 ......................... 184
Week 45 ......................... 188
Week 46 ......................... 192
Week 47 ......................... 196

S4098_i_001_007.indd   5S4098_i_001_007.indd   5 10/21/16   3:35 PM10/21/16   3:35 PM



6

MILKWEED
29" × 21" (74cm × 53cm)

INTRODUCTION
At long last, a watercolor book to keep you inspired 

throughout the year. 

This book is for both the beginner and the 

experienced watercolorist. As a beginner, you 

may have heard it said that watercolor is the most 

diffi cult of all mediums to master. As an experienced 

watercolorist, you may realize how unpredictable 

and challenging it can be. It relies on the nature of 

water when it fl ows and mixes. Too much or too little 

water used at the wrong time can create unexpected 

complications—or it can provide some exquisite 

results.  There is so much beauty to be found in its 

fi ckle temperament. Watercolor fl ows and it glows. 

It moves and dances unlike any other type of paint, 

allowing the painter to move and dance with it. The 

luminous quality of the paint can provide a freshness 

in a creation of art that is unique to watercolor. 

It is watercolor’s changeable nature that makes 

it so exciting. Due to watercolor’s temperament, it 

can be diffi cult to know where to begin. Some of us 

have to ease into it and others just take the plunge. 

And when you think you have it all fi gured out—it 

will surprise you with more possibilities. Trying to 

understand it can take a lifetime, but once it has a 

hold of you, it can be a love affair that lasts many, 

many years. 

It is my own love affair with watercolor and the 

joy that it brought into my life that led me to write 

this book. I have been an instructor in Victoria, 

British Columbia, and developed friendships 

with many of my students. I have seen the art of 

watercolor painting heal broken hearts, restore 

energy to defeated bodies, and ease troubled minds. 

Not only have I experienced the confi dence that 

painting brings to an anxious soul, but I have seen 

the confi dence of my own students increase. I 

deeply care that these students—and now friends—

continue on in their artistic journey. After a move to 

Vancouver, I started a daily blog called Watercolor 

Weapons: Tips and Techniques for Conquering 

Watercolor (watercolorweapons.blogspot.com), 

as a way to stay in touch with my former students. 

This blog offers watercolor painting tips and 

encouragement to continue to paint and pursue a 

creative life.  Upon starting Watercolor Weapons, I 

began receiving questions from not only my students 

but from others around the world about watercolor 

and my studio practices. These questions and the 

answers were posted weekly and are now my 

Studio Secrets (many of which you will see in this 

book). After a year of posting daily, I realized I had 

the beginnings of a book (that and all my beloved 

students requested that I do one). Thus, Watercolor 

365 was created to offer tips and inspiration 

throughout a year of painting with watercolor. 

Inside you will fi nd explanations of basic 

watercolor terminology and how-to demonstrations 

of fundamental techniques to get you started. 

Inspirational and practical tips for improving your 

paintings, as well as studio secrets to apply to your 

own artistic practice, will move you beyond the doubts 

and reservations of living a creative life. 

Please come along with me as we journey into a 

year of watercolor. 

    —Leslie
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Week 1, Day 1

BLESS YOURSELF
Starting a painting, especially as a beginner, can be a daunting 

prospect. All kinds of doubts arise and you wonder if you can 

even put brush to paper. To assist in overcoming these feelings 

of doubt and fear, there are a few suggestions I give to my 

students and have found useful in my own practice. The fi rst 

suggestion is to bless yourself. Tell yourself that you are an artist 

here to learn and create. Painting is a process to be enjoyed. 

There are only positive thoughts allowed. If you think you can, 

you can!

Week 1, Day 2

WATERCOLOR PAPER
There are some practical things to consider when beginning the 

process of watercolor painting. One of which is choosing the 

right paper. Having the right paper makes all the difference. 

There are many types of watercolor paper out there, and 

most are different versions made by the same company. One 

of the most important things you need to be concerned with is 

the fi ber content of your paper. You will have more success with 

watercolor painting if your paper is 100 percent rag (cotton) 

fi ber or a cotton/fl ax blend. 

The reason for this is cotton fi bers retain moisture more 

consistently, thereby drying more evenly than other types of 

paper fi bers. The paint fl ows easier and more fl uidly, so the 

paper doesn’t buckle and warp as much. High-quality cotton 

paper is usually archival and lasts for a long time. 

Paper that is not 100 percent cotton often has a mixture of 

cotton and wood pulp. It is not archival, and the acid in the 

wood can reduce the lifetime of the paper. Wood fi bers also 

take longer to become as pliable to the water as cotton fi bers. 

Therefore the paint doesn’t fl ow as consistently; it just settles 

into the paper, causing it to buckle and warp. All your colors 

then run together, creating blooms and blossoms where you 

don’t want them. And fi nally, when you try to put more color 

on, it just lifts the color that is already there and you get mud. 

Then you panic, get frustrated, and throw your brush down, 

grumbling that you were never meant to do watercolor. You 

blame yourself although it was the paper all along. 

Watercolor paper most often comes in sheets that are 22" × 

30" (56cm × 76cm). 

Paper,  Br ushes  and  Pa le t t e s

8
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Week 1, Day 3

HOW PAPER IS MADE
Watercolor paper is made from plant fi bers. These fi bers can 

be cotton wood, or fl ax (also known as linen). These fi bers are 

cleaned, mixed with water and beat into a pulp, which increases 

the paper’s strength and density. The pulp is then made into 

paper by machine, mould, or by hand. 

For machine-made papers, the pulpy paste is dispensed 

onto a running wire mesh and put between two felts to wick 

away the moisture. The sheet is one continuous piece that 

is dried by heated cylinders. The texture of machine-made 

paper is uniform and consistent since the fi bers are laid down 

in layers. Machine-made papers are the most common and 

economical but not necessarily the best for watercolor painting.

For mould-made paper, the pulp is poured over a slowly 

rotating cylinder mold into a web-like sheet. 

This sheet is pressed into a felt and sandwiched by another 

felt and then passed through more cylinders. The fi bers 

interlock in mould-made paper, giving the paper more strength 

Week 1, Day 4

HOT-PRESS PAPER
When you go to buy watercolor paper, you may notice that 

there are different textures to the paper. These textures are 

usually called hot-press, cold-press, and rough. 

The texture of hot-press watercolor paper is smooth. Think 

of it as if a hot iron has smoothed it out, which is basically what 

happens. After the paper has been made, it is run through hot 

cylinders to smooth it down. 

Hot-press paper is beautiful, but it can be a challenge to 

use when fi rst starting out. The smooth fi bers make the paper 

less absorbent, and the paint seems to slip and slide over the 

surface more. Some watercolorists enjoy this look and are able 

to use it as part of their style. Others tend to paint on it with a 

more traditional style, which is detail-oriented and uses small 

brushstrokes. Hot-press paper is commonly used for highly 

detailed botanical watercolor illustrations and can be fun for 

pen and ink work over watercolor washes. 

ROYAL GOLD
8" × 6" (20cm × 15cm)
(painted on hot-press watercolor paper)

and a better surface on which to paint. Mould-made paper has 

a deckle edge that looks frayed or torn—similar to the look of 

handmade papers—on at least two sides. 

Handmade papers have the most strength and durability. 

They are made individually and not by a machine, as the name 

implies. The pulpy mess is poured into a mould and sloshed 

around, causing the fi bers to become more interwoven. The 

mould is a rectangular woven wire screen that is slightly larger 

than the fi nished sheet. A second frame, called a deckle, is 

placed over the mould. The mould is then lifted from a vat and 

put down onto a woolen felt. Multiple layers of felt and sheet 

are built up to form a pile. The pile is pressed and drained to 

remove any excess moisture. Finally the sheets are hung on a 

clothesline to dry. The texture is more rugged, and there is more 

variation to the paper. Handmade papers are known for their 

beautiful uneven and ruffl ed deckle edges.

9
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Week 1, Day 5

COLD-PRESS PAPER
Cold-press paper (also called NOT, as in not hot pressed) 

is the most common and most popular type of watercolor 

paper. Therefore, it is the easiest to fi nd. It has more texture 

than hot-press paper. Instead of being milled through hot 

cylinders, the paper is run through cold cylinders so the fi bers 

lay down slightly.

I personally prefer cold-press paper because it is more 

absorbent than hot-press and I can get a combination of hard 

and soft edges. For instance, the purple iris above is done on 

cold-press paper, and the other iris on page 9 is done on hot-

press paper. Notice the difference in the edges on the hot-press 

and the cold-press papers.

Wet-in-wet painting

PURPLE IRIS
10" × 7" (25cm × 18cm)
(painted on cold-press watercolor paper)

10
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Week 1, Day 6

ROUGH PAPER
Rough watercolor paper has the highest 

tooth—or most jagged texture—of all the 

paper surfaces. It is taken directly off a mould 

and not put through any cylinders. It is great 

for dry-brush techniques. I especially like it for 

painting outdoors or when I want to capture 

texture more quickly.

ATTITUDE
20" × 16" (51cm × 41cm)
(painted on rough watercolor paper)

Dry brush on 
rough paper

Week 1, Day 7

STUDIO SECRETS #1
Over the years, I have received e-mails with 

questions about some of my painting preferences 

and techniques. I have decided to dedicate one 

day each week to answering such questions.

This week’s question is from Carol in 

Vancouver, British Columbia. She asks,  “I have 

heard that watercolor paper has sizing in it. What 

is sizing?”

Sizing is a chemical substance, usually a 

gelatin, that has been added to watercolor paper 

for a couple of reasons. First of all, sizing protects 

the paper from falling apart and possibly returning 

to a pulpy mess. The sizing keeps the paper fi bers 

together. Second, the addition of sizing helps 

the paper be more water-resistant and thus less 

absorbent. Without the sizing, the paper becomes 

more like blotter paper, which sops up all the paint 

and water into one big mess. 

Sizing can be added to paper either internally 

or externally, and sometimes it’s added in both 

ways. Internal sizing is added when the paper is 

still wet and before it has been put in a mould. 

External sizing is added to the paper after it has 

dried, improving the strength of the surface and 

water resistance.

11
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Week 2, Day 1

SEPARATE YOURSELF 
FROM YOUR GENIUS
At the beginning of every workshop 

and class I would give my students four 

guidelines. I have already mentioned my 

fi rst guideline, which is the suggestion 

to bless yourself. 

My second guideline is to separate 

yourself from your genius.

You are not your genius. Your genius 

occasionally shows up and joins you in 

the creative process. The genius can be 

a little shy though. I have noticed that 

the genius does not like to appear in 

workshops or classes. However, if you 

show up and do your job, learning what 

needs to be done, you become a vessel 

and a guide for which the genius can 

manifest itself. 

“ If the divine, cockeyed genius 

assigned to your case decides to let 

some sort of wonderment be glimpsed, 

for just one moment through your 

efforts, then ‘Ole!’” 

  —Elizabeth Gilbert

EL MEZQUITA DE CORDOBA
15" × 11" (38cm × 28cm)

12
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Week 2, Day 2

DON’T TOUCH MY PAPER!
Be careful when handling your paper, and please don’t let 

others fondle it!

I am a paper snob. I don’t like other people touching my 

paper. I don’t know where their fi ngers have been or what is on 

their fi ngers. If greasy fi ngers touch my paper, they leave greasy 

marks. Greasy marks leave blemishes in my paintings and in 

my beautiful washes, which is not good.

To avoid this from happening, I am careful about choosing 

my paper from the paper drawer at the art supply store. The 

top piece is usually the one that has been touched the most by 

other people. I carefully pull out my paper from the middle of 

the pile. I try to touch only the edges of the papers so I don’t 

leave marks for others. 

Then I carry the paper by the edges to the cashier. This is 

when my snobbiness really comes through. I refuse to lay the 

paper on the counter, and I refuse to let the cashier handle my 

paper. I ask them to hold the bag open, but they can’t touch 

my paper.

Week 2, Day 3

HANDMADE PAPER
Handcrafted paper is the most desirable type of paper. Each 

sheet is individually made by an artisan who sorts through 

cotton rags and spreads the pulp into a mould by hand to an 

even consistency. Handcrafted paper has slight variations when 

compared to machine- or mould-made paper; the result can be 

exquisite. The uniqueness of these variations can add character 

to the painting. The deckle edge is also a wonderful feature and 

looks really nice fl oating in a frame. Finally, most handmade 

papers do not use bleach or whiteners, which makes them 

environmentally friendly.

Handmade paper

13
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Week 2, Day 4

PAPER WEIGHTS
Watercolor paper comes in several 

different weights. Why do they call the 

paper a certain weight? That paper 

doesn’t weigh that much! Actually, it 

does. When it is fi rst made, it is rolled 

onto a ream and weighed. The ream is 

about 500 sheets of paper that measure 

22" × 30" (56cm × 76cm). A ream of 

140-lb. (300gsm) paper weighs 140 

pounds; a ream of 300-lb. (640gsm) 

paper weighs 300 pounds. The most 

common weights are 90-lb. (192gsm), 

140-lb. (300gsm), and 300-lb. (640gsm).

When choosing which weight to 

use, it is sometimes helpful to know 

what you want to paint. A 90-lb. 

(192gsm) paper doesn’t absorb as much water and paint since 

it has fewer fi bers. The color appears more vibrant. It is best to 

do quick work with this paper since it doesn’t hold up well with 

multiple washes and buckles and warps easily. I don’t usually 

use this paper because I like to build up my color. 

The 140-lb. paper is slightly more absorbent than 90-lb. 

paper. The color will not appear as vibrant. However, since it 

absorbs more water, there is more time to work with the color. 

It is also better for color layering because of the thickness. I 

use 140-lb. when I am traveling and for smaller paintings and 

studies (half sheets or smaller). This paper is the most common 

weight used.

The most absorbent paper is 300-lb. since it is thicker that 

the other weights. The paper stays wet longer and allows for 

more time to work with the paint. I like to use it for my larger, 

more serious work (such as portraits) and for my poured water-

colors. This paper is very forgiving. I can wet and re-wet it many 

times, and I am less likely to make a hole in it when I scrub! 

Finally, I like the way it sits behind a mat. It just feels more 

substantial in my big pieces. 

Week 2, Day 5

STRETCHING PAPER
Stretching paper is the process of wetting the paper and 

securing it to a board. It is not necessary and is a personal 

preference. One reason to stretch paper is to reduce warping. 

If the paper becomes too wet, especially the lighter weight 

paper, it will buckle and warp, creating hills and valleys. Water 

(and thus color) can pool in the valleys, creating problems as 

you paint. To make sure the paper won’t warp, some artists 

stretch the paper before they begin painting. A second reason 

to stretch paper is to remove sizing. The gelatin sizing used to 

protect the paper will slow down and inhibit the fl ow of paint. 

Soaking the paper will remove some of the sizing, and your 

paint will fl ow more easily. 

The decision to stretch the paper, for me, depends on what 

I am painting. For instance, I stretch my paper when I am 

doing very large pieces and for my pours and portraits, even 

if the paper is 300-lb. (640gsm). For everything else, I usually 

just tape the paper to a board before painting.

14
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Week 2, Day 6

HOW TO STRETCH PAPER
Stretching paper is a fairly simple process. First, soak the paper 

in a cold-water bath for 3–5 minutes on each side. This removes 

some of the sizing and softens the fi bers. Soaking the paper 

too long will cause all of the sizing to be removed, breaking the 

paper down into the pulpy mess it was to begin with. 

Once you have soaked the paper, lay the paper fl at on a 

board. The board I use is plywood ¼"–½" thick (6mm–13mm) 

that has been cut to fi t a half sheet or full sheet of watercolor 

paper. The plywood is sealed with a clear acrylic paint or some 

old house paint in a neutral color to prevent chemicals in the 

wood from leaching into my paper. There are special stretcher 

boards available, but I prefer the plywood, especially for my 

pours. Gator board also works if you can fi nd it.

Using a staple gun, place staples 2"–3" (5cm–8cm) apart 

around the edges of the paper on the board. I prefer to use 

8mm staples. The larger staples tend to poke out too much 

and the smaller staples end up popping out while the paper is 

drying. As the paper dries, you might see it warp and bubble on 

the board as the water evaporates. Don’t worry; this is normal. 

As long as the paper was fl at when you stapled it and it is laid 

fl at to dry, it should be fi ne. I usually allow my paper to dry 

overnight or 24 hours before painting on it.

Once dry, the paper will be nice and tight with a beautiful 

surface, just like a canvas.

Week 2, Day 7

STUDIO SECRETS #2 
When purchasing paper, you may wonder which 

is better: sheets or blocks?

Watercolor blocks are blocks of paper that are 

stacked and then attached to a backing board. The 

paper is kept together with glue on all four sides. 

The paper in the block has already been stretched 

and attached to a sturdy surface. You paint on the 

top sheet; when done, you remove that sheet and 

another one is ready for use. It is great if you travel 

and enjoy the convenience of having everything in 

one place.

However, my preference is for the sheets. The 

sheets are less expensive than the blocks. I can cut 

the sheet into any size I want. Sheets are just as 

easy to carry as the blocks; all I have to do is tape 

them to a lightweight board. Plus I can work on 

more than one painting at a time. 

I also prefer the texture of the sheets. The 

papers in the blocks feel like they are pressed 

fl atter than sheets even though they both may be 

cold-press paper.

Finally, the paper in the blocks will warp and 

separate from the rest of the block with enough 

water; this means you may need to tape it back 

to the block or to another board anyway. I tend to 

work very wet-in-wet, so I like to know that the 

paper will stick to the board I’ve started with.

15
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Week 3, Day 1

DON’T PANIC!
We have all experienced those moments when we realize that 

the paint is not doing what we wanted it to do. Then we panic. 

We grab for the tissue and blot like crazy or keep adding water 

and paint only to discover that we have made it worse. Pan-

icking causes us to make poor decisions, and in a class-

room setting, it can be contagious. Instead of panicking, 

realize that the spontaneity of the water and paint is 

what makes watercolor painting so exciting. Take 

a deep breath. Watch the paint do its magic, or 

think, “Okay, this wasn’t what I expected, and 

it isn’t anything like I imagined, but how can 

I make it still look great?” Perhaps it is just 

a matter of changing your perspective or 

your vision. But please, don’t panic!

Week 3, Day 2

COMMON BRUSHES
There are so many different types of watercolor brushes out 

there that it can be hard to choose the right ones. Watercolor 

brushes are made from different types of material in a variety 

of sizes and shapes. Synthetic brushes are made of polyester 

or nylon. Natural-hair brushes are usually made from the hair 

of a goat, squirrel or sable. There are even blends of synthetics, 

natural hair, or synthetic with natural hair. 

Common shapes are round, pointed round, fl at, oval and 

what is referred to as a cat’s tongue. 

A round and a pointed round are similar in shape; however, 

the pointed round comes to a longer point. A fl at is fl at and 

even across the top of the brush. The oval and cat’s tongues are 

similar, but the cat’s tongue comes to a nice point when wet. 

As for size, there is no standard among manufacturers. 

All that is agreed upon is that the smaller the number on the 

brush, the smaller the size. 

Cat’s tongue brush

No. 12 round
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Week 3, Day 3

WHICH BRUSH?
A good brush is like fi nding a long lost friend. Everyone paints 

differently, so every artist has a different preference for brushes. 

It may take some time and a bit of investment to fi nd the right 

brush for you. I often use different brushes depending on the 

look I want to achieve. I use my sable brushes for most of my 

detail work and cat’s tongue and hake brushes for washes and 

looser work.

The one brush that has become my closest friend is the 

Kolinsky sable brush. These brushes do require more of a 

fi nancial investment, but I fi nd they are worth every penny. They 

keep their point longer than synthetic brushes, plus they hold 

paint and water better when doing wet-in-wet work. I usually 

have a smaller sable (no. 6) and a larger one (no. 12) handy. 

Week 3, Day 4

TREATMENT OF BRUSHES
Never, ever leave your brush in water!

First of all, if you leave them in the water, the tips of the 

bristles on your beautiful new brushes will bend or break, or the 

handles may become waterlogged and crack.

While we’re at it, please don’t dry your brushes standing up 

either. Water can seep into the ferrule and handle of a brush, 

causing that to crack as well. The best way to dry your brushes is 

to lay them fl at and leave them fl at between washes. 

No. 12 Kolinsky sable roundNo. 6 Kolinsky sable round
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Week 3, Day 5

SOFT SCRUB BRUSH
Sometimes you want to soften an edge that has dried or lift 

a color just slightly. An old synthetic round watercolor brush 

works great for times such as these. It is also good for mixing 

large puddles of paint because you don’t want to ruin the tip on 

your beautiful, expensive Kolinsky sable.

Week 3, Day 6

THE ULTIMATE SCRUB BRUSH
There are times when a hard edge is just too stubborn for your 

old synthetic brush. That’s when you need the ultimate tool 

for quality scrubbing. It is The Ultimate Scrub Brush (not to be 

confused with a soft synthetic scrub brush, of course). Mine is 

similar to a scrub brush sold at art stores at a very special scrub 

brush price. 

I once had an offi cial art store scrub brush, but I left it in 

water and the handle cracked (oops!), then I lost it (probably 

on purpose), then I found myself in Canada with no suppliers 

of special scrub brushes. Oh no! What to do? I panicked! Okay, 

not really because that would be breaking one of my guide-

lines. Instead, I found a brush that was residing among my oil 

brushes; it had never been used. It was a hog’s hair bristle-type 

brush. I cut off the end and made it look like my old scrub 

brush. Then I discovered that it worked even better. Ha! So you 

don’t need any special brand of brush as your industrial scrub 

brush. Any type of stiff brush will do. Cut off the tip, and you 

can scrub away those little mistakes. 

The soft scrub brush

Homemade scrub brush—an old 
bristle brush with the end cut off
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Hake brushes

Week 3, Day 7

STUDIO SECRETS #3
This week’s question is from Marney in Surrey, Brit-

ish Columbia. It is, “What would you suggest for a 

good brush for putting down a wash?”

My favorite brush for a wash is a hake brush. A 

hake brush is a Japanese brush made with soft white 

goat hair. I like this type of brush for applying a nice 

even wash and for layering washes. For instance, I 

use it for my layers of poured watercolors; I use it to 

wet the paper before I pour the paint. The brush is 

soft enough not to scratch the surface or lift the layer 

of paint that is already there. I fi nd that synthetic 

wash brushes tend to lift the underlying layer of 

paint when you stroke across the surface, no matter 

how soft the bristles are.

Hakee brushes
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Week 4, Day 1

THE MOST IMPORTANT
GUIDELINE
The most important guideline of all is to have fun! Painting is 

a joy. Smile and enjoy the moments as you get lost in the act 

of creating.

Week 4, Day 2

LABEL YOUR BRUSHES
I love new brushes. They are so beautiful, and their point is still 

so perfect. But, that newness doesn’t last forever. If you are like 

me, you will continue to use your brush long after the newness 

has worn off. Then you end up with several brushes that all look 

the same. How do you tell your new and your not-quite-new 

brushes from your old brushes? I have developed a system for 

my brushes. 

My newest sable brush (a no. 6 round) is for my portrait 

work. Portraits require detail and precision so I use the newest 

brushes for this work. I can usually paint two or three portraits 

with the brush still feeling new. When it has lost that feeling, 

I use it for my fl orals. Then I move it to my landscapes stash, 

because they don’t require as much precision. When it has 

fi nally had enough, I use it for mixing colors or it becomes an 

oil brush. Sometimes my kids snag it. 

It became hard for me to keep track of which brush was 

which until I started to label them. The fi rst thing I do before I 

paint with a new brush is put a sticker or some masking tape on 

the end of it. Then I just put the month and year on the tape. I 

fi nd it much easier to keep track of my multiple brushes now.

Week 4, Day 3

KEEPING A POINT
While painting, you may notice that the hairs on the tip of 

your brush spread out. To help keep a nice point, give the tip 

of the brush a little twist and twirl on a cloth while painting or 

just before you put the brush down for the day. Leaving a little 

gum arabic or hair conditioner in your brush between painting 

sessions also helps keep the point longer. Just be sure to rinse 

the brush out well before painting again. 

Labeled paintbrushes
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Week 4, Day 4

WHERE DID I PUT MY BRUSH?
I am constantly losing my brushes while I paint. I put the big 

one down to use the little one, then I put that one down to use 

a scrub brush. Then I go back to the big one to fi nd it has rolled 

somewhere under my painting or my palette or off the table. 

Ugh! I feel like I spend more time looking for my brushes than 

actually painting. Then I realized I could cut notches into the 

top of my water container. I lay the brushes across the top of the 

container and in the notches, and voilà! No more lost brushes!

Week 4, Day 5

LIMITED PALETTE
Are you one of those people that has a bazillion colors and can’t 

remember which colors you used to mix that perfect color? That 

is because you have a bazillion colors.

I highly recommend starting with a limited palette. Get to 

know those colors really well before you add any more. You will 

also discover that you don’t need to add too many more colors. 

You’ll learn how to mix just about anything from the colors that 

you have.

My basic palette consists of eight colors: a warm and a cool 

of each primary color and two earth colors. All the secondary 

colors can be mixed from there (imagine that!).

This is my list of basic colors:

 » New Gamboge (warm yellow)

 » Winsor Yellow (cool yellow)

 » Cadmium Scarlet/Red (warm red)

 » Permanent Alizarin Crimson (cool red)

 » French Ultramarine Blue (warm blue)

 » Winsor Blue (Green Shade) (cool blue)

 » Raw Sienna (earth)

 » Burnt Sienna (earth)

Every now and again I do use other colors, but I fi nd I keep 

coming back to these eight. You may choose your own, but I fi nd 

that having a warm and a cool of each color works really well.

Notched water container
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Week 4, Day 6

ARRANGING YOUR PALETTE
Beginning watercolorists often ask how to arrange the colors 

on a palette. When arranging your palette, it is best to put all 

your yellows together, then all your reds, and fi nally all your 

blues. I also like to keep the colors I mix often close together 

(such as French Ultramarine Blue and Burnt Sienna).

I also recommend positioning your palette the same way 

every time you paint. You will begin to intuitively know where 

each color is located, and you don’t have to think about which 

color is which while you paint.

Robbie Laird watercolor palette

Week 4, Day 7

STUDIO SECRETS #4
A question Elizabeth from Montana recently 

asked is, “What brand is your palette?” I actually 

have several palettes. All of them are plastic. I keep 

several palettes around my studio because I like 

to work on different paintings at the same time. I 

can keep the mixtures I have made for a painting 

in one palette while I move on to the next painting 

and its designated palette. 

I have a John Pike watercolor palette that 

seems to be very common and popular. I also have 

a round palette, which is a Robbie Laird palette. 

It is nice for arranging colors as they appear on 

a color wheel. It is also wonderful because it has 

several pans that come out of it for different mixes 

of paint; this feature makes it my current favorite. I 

also have a travel palette. I am not sure the brand; 

I think it wore off from so much use. I take this 

palette with me everywhere since it is so convenient 

to travel with. Finally, I have all sorts of containers 

that litter my studio. I don’t know why I have so 

many, but I tend to lose them and can never fi nd the 

one that has the color I need in it. But sometimes 

when the genius shows up, you don’t want to waste 

time fi nding and washing a container.
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Robbie Laird 
watercolor palette

Travel palette

Plastic containers 
to hold paint

John Pike 
watercolor palette
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Week 5, Day 1

PRACTICE, PRACTICE, PRACTICE
It is a common understanding that musicians need to practice 

their skills to improve. Each musician starts with the basics: 

learning notes and scales. We recognize that musicians need 

to practice almost every day to become better. Athletes also 

need to practice and to continue to stay in shape in order to be 

the best at what they do. Yet it seems visual artists are expected 

to know how to draw and paint instantly. Many a beginner 

has expected that of themselves. They think that painting is a 

natural talent and what they see in their mind’s eye will fl ow 

easily from there, down their arm into their brush, and fi nally 

onto the paper. This is a misconception. Visual artists also need 

to learn basic skills such as drawing, perspective and color 

mixing before they can really excel. These skills then need to 

be practiced. The more these skills are practiced, the more 

profi cient you will become. As it is said, practice makes perfect. 

Week 5, Day 2

LABEL YOUR PALETTE
Another tip to help you remember where your colors reside is 

to label your palette. A piece of masking tape and a fi ne-tip felt 

pen do the trick.

Week 5, Day 3

FRESH PAINT
I know some artists like to squeeze out a whole tube of paint 

onto their palette. They then allow the paint to dry in the pal-

ette, and they’re ready for their next painting adventure.

I am not one of those artists. I love fresh paint! The colors 

seem so much richer when the paint is fresh, and you can get 

your darks and your blacks quicker and easier. No more wishy-

washy watercolors!

I recommend you keep your tubes handy and squirt out a 

little bit at a time. Squirt out more if you plan to paint more. It 

really isn’t that much harder to carry around a few extra tubes of 

paint, especially when you are working with a limited palette.

French Ultramarine Blue
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Week 5, Day 4

KEEPING IT FRESH
So you have squirted all your paint onto your palette, and now 

it’s hard and crusty. To get rich, fresh color, you scrub and scrub 

at it with your brush—possibly ruining that gorgeous sable in 

the process—and you still can’t seem to get a nice rich dark 

color. What to do?

Instead of chiseling it out and starting over, just spray your 

palette really well with water. Put a wet sponge inside the pan 

and keep it covered. Leave it for a day or two, and your paint 

should be nice and juicy again.

Spraying palette with water
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BUTTERFLY’S NEST
15" × 11" (38cm × 28cm)
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Week 5, Day 5

THE TWO MUST-HAVE COLORS
I know I said you can choose the colors for your limited palette, 

but I feel that there are two colors that are absolutely essential 

to any palette, especially if you are a beginner.

These colors are French Ultramarine Blue and Burnt Sienna. 

They are extremely universal and versatile. You will notice that 

these two colors are used by many of the great watercolorists, 

including John Singer Sargent.

There are many reasons why I use these colors, but they will 

be discussed later.

Week 5, Day 6

SAVE YOUR RECYCLABLES
Previously I mentioned that I have all sorts of small containers 

around my studio that I use to mix paint. These are small 

recyclable containers that often come from my kitchen or 

laundry room. Remember to be on the lookout for them, 

especially on garbage day! Small recyclable containers are 

perfect for mixing paint for your washes or pours.

The two must-have colors: Burnt 
Sienna and French Ultramarine Blue

Week 5, Day 7

STUDIO SECRETS #5 
The question this week is from John. He asks, “Do 

you ever mix brands of paint?”

The answer is yes and no. Yes, I have all differ-

ent brands of paint that I paint with. My favorite 

brands are Daniel Smith and Winsor & Newton. I 

also have a couple of Graham and Holbein colors 

in my collection that I really like. 

There is nothing wrong with mixing differ-

ent brands of paint. However, I try to stick to the 

brand that I start a painting with.

For instance, if I am using one brand of French 

Ultramarine Blue in one painting, and I run out in 

the middle of it, I try to continue to use that same 

brand until that painting is fi nished. If I do notice 

that I am running low on a certain brand that I 

will be using for a painting, I will make sure I have 

enough in advance. If I run out during the painting 

process, I scour all my myriad palettes for the same 

color, or I run to my local art supply store as soon 

as possible to purchase another tube. The reason 

for this is that there are indeed differences in the 

brands of paint. Some are subtle, while some are 

not. If the difference is not subtle, then my painting 

may look a little  “off” when half of it is painted with 

one brand of a color and the other half with 

another brand.
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Week 6, Day 1

PAINT UNTIL YOU FEEL 
LIKE PAINTING 
There will always be days when you don’t feel like painting. If 

you must know, I don’t feel like painting every day either. Some 

days I would rather read. Or sleep. Or watch TV. I have all kinds 

of different excuses not to paint on those days. 

However, because painting is my livelihood and I’m not 

going to get any better by just thinking about painting, paint I 

must. So I show up in my studio every morning and paint until 

I feel like painting. I tell myself that I will spend one hour in the 

studio painting, and I will paint until I feel like painting. This 

usually works, and then I end up painting like mad!

If you fi nd yourself having a hard time getting into the 

painting groove, start with something simple or do a quick 

sketch. Swish the paint around, see what happens when you let 

two colors mix on the paper, paint an easy passage, or draw out 

an idea you have been playing with. Then before you know it, 

you will feel like painting. 

Week 6, Day 2

DON’T EAT THE 
CADMIUMS
Cadmium paints are poisonous. So please don’t eat them. 

Week 6, Day 3

HOW DID I GET MUD?
It happens to all of us at one point or another: We paint mud 

without wanting to paint mud.

This is perhaps the biggest frustration with beginning 

watercolorists. You become adept at painting mud and wonder 

how it is that other watercolorists are not getting mud.

So how do you not get mud? The secret is to know the 

qualities of your paints.

Watercolor is an inherently transparent medium. However, 

there are some colors that are more opaque than others. 

Knowing which colors are transparent and which are opaque 

helps you understand how to stay away from mud.

The pigment of the opaque colors tends to sit on the surface 

of the paper. This becomes a problem when you put down a 

wash with an opaque color and then put another wash on top 

of it. Instead of staying in the fi bers of the paper, the opaque 

color lifts and mixes with that new wash. The next thing you 

know, that beautiful, clean color has turned to mud. 

Transparent, staining colors will stay in the fi bers of the 

paper and will not lift when you place another wash of color on 

top. So to avoid making mud, I suggest the following:

 » Use transparent, staining colors when creating layer 

upon layer of color. 

 » Stay away from mixing too many opaques together 

when mixing colors.

 » Leave your opaque colors for the top washes.

Pa in t  and  Ot he r  Supp l i e s
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WINTER ROSES
14" × 21" (36cm × 53cm)

Week 6, Day 4

TRANSPARENT VS. OPAQUE
The next question you probably asked yourself after reading 

about transparent and opaque colors is, “How do I know which 

of my paints are transparent and which are opaque?”

One simple test is to draw a line with a black permanent 

marker and paint a line of each color over the black line. If 

you can no longer see the color or it sinks into the black ink, 

it is transparent. If you can see the color on top of the line, it is 

opaque.

As seen from the test shown, Cadmium Scarlet, French 

Ultramarine Blue and Raw Sienna are sitting on top of the line. 

This means that they are more opaque than the others. 

Each brand of paint does have a difference in transparency. 

Transparency depends on the pigment and ratio of pigment 

to gum arabic used. You will discover which brand of paint you 

prefer for each color as you continue to paint.

WINSOR YELLOW

NEW GAMBOGE

PERMANENT 
ALIZARIN CRIMSON

CADMIUM SCARLET

FRENCH 
ULTRAMARINE BLUE

WINSOR BLUE

BURNT SIENNA

RAW SIENNA

YELLOW OCHRE
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FIREHOLE RIVER SPRINGS
25" × 40" (63cm × 102cm)
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Week 6, Day 5

PAINT PROPERTIES
My favorite brands are Winsor & Newton and Daniel Smith. 

Winsor & Newton is consistently one of the best brands out 

there. They are well known for their watercolors, and I like 

how clean their colors are. I don’t feel like they are too heavy or 

chalky with pigment or fi ller. Winsor & Newton also makes it 

easy to fi gure out the transparency of each color. A square on 

the tube of paint will be empty if the color is transparent; 

the square will have a diagonal line through it if the 

paint is semi-transparent (also semi-opaque); 

and the square will be black if the color 

is opaque.

My other favorite brand is Daniel 

Smith. Their colors are so rich and 

creamy right out of the tube. The 

quinacridone colors are especially 

wonderful to work with because of 

their transparency and vibrancy.

If you really want to know the 

properties of your paint, each manufacturer posts that 

information on their website. It makes life so much easier 

having that information right in front of you.

Week 6, Day 6

COLOR CHART
Making a color chart may seem tedious and boring, especially 

when you just can’t wait to get to painting, but I fi nd the chart 

extremely helpful. It is also a good thing to do when you don’t 

quite feel like painting. All you need are the colors in your 

limited palette. I like to mix my colors in a mid-value range, not 

too light and not too dark—the Goldilocks of watercolor.

To make this chart, write the color names across the top 

and down the left-hand side of the paper. Then place pure 

Winsor Yellow in the upper left corner, where the Winsor Yellow 

row intersects the Winsor Yellow column. Next mix Winsor 

Yellow with New Gamboge and put that color in the fi rst row 

(the Winsor Yellow row), second column (the New Gamboge 

column). Mix Winsor Yellow with Permanent Alizarin Crimson, 

and place it in the fi rst row, third column. Continue to fi ll in the 

chart. The pure colors are on the diagonal. 

Week 6, Day 7

STUDIO SECRETS #6
A question was posed to me recently about using 

a limited palette. The question was, “How do you 

make pink and lavender with a limited palette?”

In acrylic and oil painting, white paint is added 

to a color to lighten it. For instance, white is added 

to red to make pink. That’s not the case, however, 

in watercolor. In watercolor, water is added to a 

color to lighten it.

To make pink with a limited watercolor palette, 

water down a color like Permanent Alizarin Crim-

son to a lighter shade, thus making it look pinker. 

To make lavender, mix a nice red and blue to make 

purple, then add more water to lighten the color 

to lavender.

However, in my own painting this would be one 

of those instances when I would deviate from my 

limited palette. I would use Permanent Rose for my 

pink and my lavender.

In my painting Lavender Dreams (on page 2), I 

used Permanent Rose for the pink. For the lavender, 

I used the Permanent Rose either mixed or glazed 

with Winsor Blue (also called Phthalo Blue by 

some brands).

There are other pinks out there that you might 

prefer, but I fi nd Permanent Rose (also called 

Quinacridone Rose) to be the most versatile.
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WINSOR YELLOW

NEW GAMBOGE

PERMANENT 
ALIZARIN CRIMSON

CADMIUM SCARLET

FRENCH 
ULTRAMARINE BLUE

WINSOR BLUE

BURNT SIENNA

RAW SIENNA
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Making this chart has a number of benefi ts, including the 

following:

 » For those new to watercolor, it will help you realize how 

much water you need to add to get a mid-value. It is 

a common misunderstanding that watercolor paint is 

to be used thickly and straight out of the tube, similar 

to acrylic or oil. It does need water added to it to get it 

moving and fl owing.

 » You will see which color mixes you prefer and will even 

fi nd yourself referring to the chart for a certain color as 

you are learning your palette. 

 » You will get to know your colors very well. You will even 

start to fi gure out some of the properties of your paints 

when you do this.

 » You might actually enjoy the meditative state of 

mixing colors.
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Week 7, Day 1

WORK IS LOVE MADE 
VISIBLE

“ To love life through labor is to be 

intimate with life’s innermost secret. All 

work is empty save when there is love, 

for work is love made visible.”

—Kahlil Gibran

As with all affairs of the heart, a

relationship takes time and a commit-

ment. It takes work. So it is with painting. 

How much time do you spend on your

art? How committed are you to 

becoming a better artist?

Maybe today should not only be 

about the loved ones in your life but 

the love of your creative soul. Make a 

date with your paints. Spend some time 

planning the event. Tidy up your desk. Set 

out the water, the brushes, the palette. 

Find what it is that you want to do.

Perhaps get all dressed up. (I have 

a friend that puts on bright red lipstick 

before she paints. I prefer my favorite 

sweatshirt.)

Turn off the phone so you can be 

alone. Turn up the music. And get to 

work. Make love happen. For work is 

love made visible.

THE ATTIC ROOM
35" × 25" (89cm × 64cm)
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Week 7, Day 2

PENCILS
I like a sharp point on my pencil when I draw. I used 

to be constantly sharpening my special drawing 

pencils. I even went so far as to buy a battery-

powered pencil sharpener, which never really worked right 

and eventually fell off my desk and smashed on the fl oor. I also 

found that I was so concerned with having a sharp point that I 

never got to painting.

Then many years ago, I discovered how handy mechanical 

pencils can be. No more pencil sharpeners, and I always have 

a sharp point. Yeah! I buy packages of them and have them all 

over the house and in my studio.

The lead in the mechanical pencils is usually a 2B, which 

works well. Lead that is too soft tends to smudge all over your 

paper when your hand brushes against it as you work. Extra 

lead for mechanical pencils is also available as an H. This is 

harder than a 2B and works well on watercolor paper, espe-

cially if you are a smudger.

Week 7, Day 3

BASIC COMPOSITION
Composition is an important part of painting. It is one aspect 

of a painting that will make or break its success. Composition 

also seems to be a struggle for many artists. However, there is 

one simple rule that seems to help with composition. It is the 

golden ratio.

The Ancient Greeks determined that the golden ratio is the 

ideal ratio for aesthetics. It is basically the idea that everything 

should be broken into thirds in order to be aesthetically 

pleasing. This rule of thirds is a quick and easy solution to the 

composition dilemma.

To start, divide your paper into thirds both horizontally and 

vertically. The four spots where the lines meet are your best 

choices for the placement of your center of focus.

There are other rules of composition that will help make a 

painting more dynamic. And like all rules, they can be stretched 

and the painting will still work. Before you stretch the rules 

though, you do need to start at the beginning. The golden ratio 

is a good beginning.

Golden ratio
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Week 7, Day 4

DON’T DRAW ON YOUR PAPER! 
Unless I am working plein air (painting outdoors) or from life, 

I try not to draw on my watercolor paper. That is because when 

I draw, I want to erase. Then draw again. And erase again. Then 

before I know it, I have ruined my beautiful paper with my 

multiple pencil marks, eraser smudges, and the oils from my 

fi ngers. It becomes diffi cult to get a nice even wash because I 

have ruined the integrity of those delicate paper fi bers. 

Instead of drawing directly onto your paper, draw your 

image on tracing paper. You can erase and smudge to your little 

heart’s content and not ruin your paper. After the image is on 

the tracing paper, you can transfer it onto the watercolor paper 

using transfer paper (also known as graphite paper). This way 

your paper stays pristine. Plus you still have your drawing just 

in case your kids decide they want to paint on your painting 

when you are not looking.

Week 7, Day 5

EASY WAY TO DRAW
When I teach a class or workshop, I don’t make my students 

draw out their work. If I did have them draw, we would never get 

to painting. Instead of drawing, I have them transfer a photocopy 

of what we will be painting onto the watercolor paper.

To do this, place the photocopy onto the watercolor paper 

and tape it down so it doesn’t move. Place a piece of transfer 

paper underneath the photocopy with the dark side down. 

Trace over the photo to transfer your image onto the watercolor 

paper. Now you are ready to paint.

SPLASH OF RED
22" × 30" (56cm × 76cm)
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Week 7, Day 7

STUDIO SECRETS #7 
This week’s question is from Jane in White Rock, 

British Columbia. Her question is,  “What do you 

use a mop brush for?”

A mop brush is a natural hair brush made 

from squirrel hair. It is very absorbent, holding 

a lot of water and paint. It is also a soft brush. 

In fact, it is so soft that it becomes fl oppy when 

loaded with paint, which makes it diffi cult for 

painting fi ne detail. 

But that feature does make a mop brush great 

for putting down large washes of color and/or 

water quickly and loosely. It is good for skies and for 

a quick undercoat of diluted color. Just remember, 

fl oppy and sloppy.

Watercolor artists like Sandhu Singh use a mop 

brush to block in large washes of color before they 

begin to paint detail. 

Week 7, Day 6

MAKE YOUR OWN 
TRANSFER PAPER
There are several brands of transfer paper 

available. Some are better than others. If you 

buy transfer paper, make sure it doesn’t have 

any wax in it. The wax will resist the paint and a 

halo will appear around the pencil line.

There is also a simple way to make transfer 

paper with a piece of tracing paper (not to be 

confused with transfer paper; tracing paper is 

white and transparent). Put some tape around 

the edges so the tracing paper doesn’t tear. 

Rub a piece of graphite on the surface of the 

tracing paper; a nice soft pencil also works. Rub 

the graphite into the paper with a tissue. Use 

this transfer paper just as you would use the 

purchased kind.

Homemade transfer paper

Mop brush
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Week 8, Day 1

BECOME VISUALLY AWARE
Take a look at the world around you and note how things work 

visually. Ask yourself questions such as:

 » What color is the object?

 » What shape is the object?

 » How does the light hit the object?

 » Is it strong? Is it fi ltered and subdued?

 » What is the color of the object in light and in shadow?

 » How does the lighting shape an object?

 » What mood does it create?

 » What does the sky look like during certain times of 

the year?

BEAUTY AS WELL AS BREAD
22" × 30" (56cm × 76cm)

 » Does the lighting of summer look different than winter 

lighting on an object?

 » What makes it different?

There are so many questions to ask when trying to visually 

describe an object or a setting. You don’t need to entertain 

yourself with electronics. You can keep yourself busy just by 

refl ecting on what makes something the way it is and how you 

would paint it.
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Week 8, Day 3

TRANSFERRING AN IMAGE
The best way to transfer your image from a drawing or photocopy 

with transfer paper is with a ballpoint pen. It has a nice tip for the 

fi ne lines, and you can see where you have drawn.

And if you use different color ballpoint pens, you can use 

your photocopy to transfer an image a couple of times. This is an 

especially handy tip when the kids have painted on your painting. 

Week 8, Day 4

BUCKETS OF WATER
Quite often I see students bring in their containers of water for 

my classes. They are usually small tubs that barely hold a cup 

of water. Or I see them struggling with large ice cream buckets 

(you know, the big gallon containers). I fi nd that neither of 

these work very well. The water in little container gets dirty so 

quickly that you are either painting gray paintings or refi lling 

it every few minutes. A gallon bucket is great if you don’t want 

to get clean water often, but it takes up so much room on your 

table that you don’t know where to put your painting. Plus it is 

very awkward to carry.

My suggestion is to use a container that holds about four 

cups (one liter), like an empty peanut butter or yogurt con-

tainer. It’s not too small and not too big—just right.

Kneaded 
erasers

Ballpoint pen

Week 8, Day 2

THE BEST ERASER
The best eraser to use on your watercolor paper is a kneaded 

eraser. A kneaded eraser is gray and comes in a square or 

rectangle shape when you buy it. It is called a kneaded eraser 

because you can knead it into different shapes, and it eventually 

ends up looking like a lump of clay.

The wonderful part of a kneaded eraser is that you can 

shape it into a point and erase in small areas. It is also good 

for removing those smudges from the transfer paper without 

erasing the pencil lines you want to keep. The best part is that 

the eraser is soft enough that it doesn’t harm your paper.
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Week 8, Day 5

TAPING OVER THE STAPLES
When I stretch my paper using staples, I like to put tape over 

my staples. There are a couple of reasons why I do this.

 » If I do not put tape on, when I do a wash of color, excess 

paint and water will get trapped under the staples. The 

excess water dries slower than what is on the rest of 

the paper and pushes the paint out, creating a bloom. 

This can be a nightmare when you’re painting a sky. The 

more water that is trapped, the bigger the bloom. 

 » I pull off the tape at the end and voilà! I have a nice 

white border on the fi nished painting. It’s so much bet-

ter than a dirty board.

Week 8, Day 6

TAPING YOUR PAPER ON THE BACK
Sometimes I prefer painting to the edge of my paper, especially 

when I want to leave that beautiful deckle edge. However, I still 

want to secure my paper so it doesn’t move while painting. In 

this case, I tape the back of my paper instead of the front. To do 

so, tear a strip of wide masking tape as long as the paper. Place 

it on the paper so only one long edge of the tape sticks. Then 

roll the other long edge until the tape sticks to itself, creating a 

long loop of tape. Tape all four edges of the paper and secure 

the paper to a board. 

Taping over staples

Taping on the back of paper

Masking tape
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Butcher’s tape

Artist’s tape

Week 8, Day 7

STUDIO SECRETS #8
This week’s question is from Jenny from California. She 

asks, “What is a good tape to use for watercolor paper?” 

There are many types of tapes out there to use. 

White artist’s tape works well, and it is nice that it is 

acid-free and pH neutral. It is not super sticky, so it is 

easy to lift when your painting is complete. However, 

it is more diffi cult to fi nd outside of the United States 

and can be expensive.

I have also seen many artists use painter’s tape, 

which comes in blue or green. I don’t think this is a 

good tape to use because the color of the tape could 

throw off your eye. You will start to paint as if your 

border will always be that shade of blue or green, and it 

will defi nitely affect the outcome of your painting.

Then there is butcher’s tape. This brown tape needs 

to be wet to adhere to the paper. I have not had success 

with this tape. It will not always stick, and when it does 

fi nally stick, it is diffi cult to remove. I have torn a few 

paintings trying to remove it.

Regular masking tape may not be archival or acid-

free, but I fi nd that it works great. When I fi rst started 

to paint daily, or almost daily, I used a lot of tape. I 

discovered that masking tape is the most economical. It 

is also easy to fi nd, even in remote areas, and is neutral 

in color. Plus you can buy it in bulk. I have rolls of it all 

over my studio and in my painting bags so I don’t get 

frustrated trying to fi nd my one roll of tape.

Higher quality masking tape is much better than 

the dollar store variety, though. It sticks better and has 

a longer shelf life. However, since masking tape is not 

archival, be sure to take it off your painting after a few 

days or weeks. The glue will affect the paper over time. 

Plus, the tape can bake into the paper, making it more 

diffi cult to remove.

Artist s tapeArtist’s tape
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Week 9, Day 1

INSPIRE OTHERS
Once you have become visually aware, you 

can now help others appreciate the beauty 

that surrounds them through your art.

Week 9, Day 2

SKETCH IT!
Never underestimate the importance of 

drawing. Even though I allow my students to 

trace a photograph, I tell them that drawing 

is an important skill that will improve their 

paintings. Take some time to practice your 

drawing skills by sketching what is around 

you. Your sketches don’t need to be seen by 

anyone but you, or they can be a testament of 

your commitment to becoming a better artist. 

Remember, it is the process, not the product, 

that counts.

TICKLED PINK
14" × 21" (36cm × 53cm)
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Week 9, Day 3

PAINT AND DRAW FROM LIFE
The best way to improve your skill as an artist is to sketch and 

paint from life. Form, shape and color appear very different in 

real life than in a photograph. Photos tend to fl atten out objects 

and landscapes. When you paint from life, you learn how to 

capture the dimensionality, or depth, of your subject better. It 

will also help you understand that dimensionality when you do 

paint from photographs.

Week 9, Day 4

CARRY A SKETCHBOOK
Carry a sketchbook wherever you go. Or use a tablet if you have 

one.  You can sketch at games, in church, sitting in an airport, 

sitting on the bus or just waiting for time to pass. It can be a 

quick sketch or something more detailed.

A sketch is all about eye-hand coordination, so it doesn’t 

matter how long you spend on it or if the sketch is completed. 

All that matters is that you practiced.

Week 9, Day 5

THE DIGITAL STUDIO
Painting from photographs is a common and often productive 

way to create. Many of my own paintings begin with a 

photograph. 

I start by looking through the photos that I have taken when 

I am out and about. Then I start to play with my photographs, 

trying to fi nd the best composition, coloring and contrast.

In these cases, my computer becomes my sketchbook. 

Using photoediting software, I adjust my image and even 

combine a couple of photos into one that will become my 

fi nished masterpiece.
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Week 9, Day 6

PHOTO EDITING
Most photo editing programs come 

with the basics of zoom, crop and 

rotate. But they also come with features 

with which you can adjust the lighting. 

I prefer brightening my photos. Then 

I adjust the contrast to create more 

drama. Finally, I add more saturation to 

make the color pop. 

Some programs come with fi lters. 

These can add an artistic fl air to what 

would otherwise be a bland photo. 

However, nothing can replace your own 

artistic fl air. A photo is meant to inspire 

you to paint. And the digital studio, like 

a sketchbook, helps your ideas come 

more into focus.
Original photo Edited photo

Week 9, Day 7

STUDIO SECRETS #9
Katharine from Vancouver asks,  “How do I make 

my painting look less like my photograph and 

more like a piece of art?”

Photographs can be valuable references to 

paint from. However, photographs usually capture 

everything in crisp, clear detail. Life is not like that.

When we look at an object, we see only the 

object in detail. Our peripheral vision (the vision 

that occurs outside of the very center of our gaze) 

will sense certain objects that are there, but they 

are out of focus. We may not even know what the 

objects are; we just know they are there. They come 

into focus only when we change our gaze or move 

our head to see it more clearly.

Sometimes when we paint from a photograph, 

we are tempted to paint everything in detail, just 

as the photograph captured it. There is nothing 

wrong with this; it’s great for when you are trying 

to capture the calmness of a still life or a setting.

However, a painting might make a stronger 

statement if only the focal point is in crisp detail, 

and the objects around it are softer and out of focus. 

This works well when trying to capture movement 

and motion.

Some of my favorite artists did not have the 

same advantages that we have with photographs 

today. They relied more on painting from life and 

were more aware of how our vision works. Mary 

Cassatt and Edgar Degas, among others, sought 

to capture this  “visual perception.”  Their paintings 

put the detail only where they want your eye to go, 

thus creating movement throughout the image and 

giving you a sense of really being there. 
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Week 10, Day 1

HOW INVENTIVE CAN YOU BE?
You are the creator, artist, author, poet and composer of your 

own imagination. It is your work to create as you please. 

Invent away!

Week 10, Day 2

CARRY A COOL BAG
I am not an organized person, but I have discovered that I need 

to be somewhat organized if I want to be able to paint wherever 

I go, especially if I want to paint outdoors. I once had a canvas 

bag that I carried around, but it felt too big and clumsy. So I 

went on a quest to fi nd the perfect bag. It had to be small and 

lightweight, and it had to hold all my watercolor necessities 

(excluding the paper). What I found was a cute little bag in the 

craft aisle, an aisle I tend to avoid at all costs because I am an 

artist, not a crafter. (This harkens back to my childhood and 

my quest to be different from my older sisters who do like to 

craft.) However, it was the perfect fi t, and who knew that the 

craft aisle held so many inspirational and useful items? The 

best part about the handy little tote bag is that there is space 

for everything, including my brush roll, my palette and various 

odds and ends. Plus it is so cute! Bonus! 

I carry it everywhere. I even keep it by my desk in my studio. 

I carry it upstairs to the kitchen when I want to work while the 

kids are doing homework. I take it on the bus. I take it to my 

daughter’s swim meets. I take it to Spain. I feel super-organized 

and effi cient—like an artist that paints in style.

If you are not into animal prints or polka dots, there are 

lightweight canvas bags that can be found in hardware stores. 

They disguise themselves as tool bags, but we all know that 

they work best as watercolor totes. 

Totebag for painting supplies

W hi te  in  Wate rco lo r
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Week 10, Day 3

SAVE YOUR WHITES
White paper is a beautiful thing. It has a glow 

to it that white paint doesn’t seem to have. 

Plus it looks more natural in a painting. 

So in watercolor, it’s important that you 

save your whites so you can retain this glow. 

To do that, you carefully and painstakingly 

paint around that white area. Or you protect 

it with a resist called masking fl uid while 

you paint.

Week 10, Day 4

ARTIST’S MASKING FLUID
Masking fl uid is a great way to preserve the 

whites in watercolor. It is applied to those 

areas that you do not want covered with 

paint, retaining the white of the paper. Once 

applied, you are free to paint over and around 

it without worrying that the area will get 

paint on it. After you have painted freely, 

remove the masking fl uid and the white 

paper is preserved. 

Here are some things to remember about 

masking fl uid:

 » Make sure you are using nonperma-

nent masking fl uid.

 » Do not shake your masking fl uid. This 

creates bubbles that pop when it is 

applied and creates pinholes for the 

paint to get into. Masking fl uid also 

clumps up in the bottle and hardens 

much faster when it is shaken. Instead 

of shaking, stir it with a straw or stick.

 » Keep it in a cool, dark place between 

uses. Try storing the bottle in a dark 

sock away from heat and sunlight. 

 » If your masking fl uid is older than a 

year, get a new bottle.

 » Do not leave your painting in a hot, 

sunlit place while it has masking fl uid 

on it. 

SUPERNOVA
24" × 18" (61cm × 46cm)
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Week 10, Day 5

THE PERILS OF MASKING FLUID
Masking fl uid bottles never seem to be made just right. You open a 

brand new bottle and start masking only to accidently knock it over, 

spilling it on your jeans, on your paintings, and perhaps on your 

carpet, from which it will never come out. Now you no longer have 

masking fl uid left. 

And if you happen to leave the lid off of that bottle while you 

answer the phone or help a child with her homework, the masking 

starts to dry and clump, becoming diffi cult or impossible to use. 

Or when the bottle is less than half full, the opening is not big 

enough to get whatever tool you are using to the bottom of the 

bottle. So you decide to pour it into the lid, thinking that you are 

being smart. But then you don’t use it all up, and you pour what is in 

the lid back into the bottle for next time. However, when next time 

comes, the lid is stuck. It won’t come off because the masking left in 

the lid has glued the lid shut. Sigh. It is all so very exhausting! 

After much trial and error though, I found the perfect solution 

for my masking fl uid. I pour what I think will be the right amount 

into an old fi lm canister or spice jar and replace the lid on my full 

bottle of masking fl uid. 

Since there is just some of my masking in the fi lm canister, if it 

spills, I still have more. If I have some left over and put the lid on 

the canister, the lid pops right off. And the opening is big enough 

for whatever tool I decide to use for applying the mask. 

Masking fl uid stored 
in fi lm canisters

Rigger brush

Saving the white paper with masking fl uid
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Week 10, Day 6

HOW TO APPLY 
MASKING FLUID
Masking fl uid can be temperamental and diffi cult to work 

with the fi rst few times you use it. One important thing to 

remember is to never, ever use your good brushes with it. It 

will ruin them. Instead, use an inexpensive brush found at 

your local craft store or dollar store.

I prefer to apply masking fl uid with a long, thin, rigger-type 

brush. When the masking fl uid dries, it clumps up at the base 

and splays the hairs out. If you have a bigger brush, this splay 

of hairs gets bigger and more cumbersome to work with. With 

a thin brush, the splay is manageable. If the masking fl uid does 

clump on the end of the bristles, I can just snip the end of the 

bristles and still have more brush to work with.

When using a brush, keep a jar of soapy water close by. Dip 

your brush into the soapy water before you dip it into the 

masking fl uid. The soap coats the hairs on the brush and 

keeps the masking fl uid from clumping up as quickly. Con-

tinue to dip it into the soapy water throughout the application. 

Dip the brush back in and swish it around in the soapy water 

when you feel the brush start to drag across the paper. 

Soapy water for coating masking 
fl uid brush

Week 10, Day 7

STUDIO SECRETS #10
This week’s question is from Penny in Vancouver. 

It is, “What is gum arabic and why is it in water-

color paint?”

Gum arabic is a gum-like binder made from 

the hardened tree sap of the acacia tree. Gum 

arabic has properties that make it glue-like. As 

a binder, it’s nontoxic and edible, and you’d be 

surprised to know how many things it is used in! 

Soda, candy and postage stamps are just a few.

Since it is a natural binder, it is used in water-

color paint to help pigment bind to paper. Without 

a binder, the pigments in paint would just brush 

off, like chalk or dirt. Binders ensure the paint 

stays where we put it.

Gum arabic is one of the oldest binders for paint. 

It dissolves easily in water, allowing the paint to 

fl ow. Another binder that is used in watercolor 

is honey. 

Other binders are used for specifi c types of paint. 

Egg yolks are the binder for egg tempera. Encaustics 

(as well as crayons and colored pencils) use wax. 

Oil paints use a drying oil (the most common being 

linseed oil) that has been boiled with resin as its 

binder. Acrylics, which have only been around since 

the 1950s, use an acrylic polymer (a type of plastic) 

as the binder.
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Week 11, Day 1

INSPIRATION

“ You can’t wait for inspiration. You have to go after it with 

a club.” 

—Jack London

Week 11, Day 2

RULING PEN
My favorite way to apply masking fl uid is with a ruling pen. 

A ruling pen is a drafting tool used for drawing lines with ink 

when drafting by hand was more popular. Now the ruling pen 

can be used to draw lines and fi ll in areas with masking fl uid. 

The width of the line can be adjusted with the screw on 

top of the ruling pen. The pen works best when the edge of 

it touches the paper at an angle, letting the fl uid glide across 

the paper. 

Unlike the brush, you can allow the masking fl uid to dry 

on the pen. Once it has dried, you can easily pull the masking 

from the tip of the ruling pen, making it so much easier to use 

and clean than a brush.

Week 11, Day 3

SUBSTITUTE RULING PEN
Now that you hunted all over the Internet and ordered a ruling 

pen, you are dying to use it! But it will be days before it arrives, 

and you really want to try masking fl uid and paint now. What 

to do? Before throwing yourself onto your fainting couch, try 

making a substitute ruling pen. It can be made with an ordinary 

drinking straw. 

Cut the end of the straw at an angle. It is best to cut it at a 

rounded angle instead of a point. If the straw is too pointy, it 

will scratch your paper and the masking as you put on 

the masking fl uid.

The straw should act like a quill. Dip it in 

enough fl uid that it will come out easily, but 

don’t dip it in so much that it comes out in a big 

glob. You may want to tap out the excess or practice 

before you put it onto your painting.

Straws are also good for stirring masking fl uid. But 

the best part about a straw is you can throw it away 

or cut off the end and use the rest the next time you 

apply masking. 

Cut a straw to serve as a quill

Week 11, Day 4

OTHER TOOLS FOR MASKING
Unless you have children or grandchildren, you may not have 

straws on hand. Now what? Well, there are a few other items 

that can be used to apply masking fl uid. Chopsticks, toothpicks 

or even a small stick from your garden are useful tools. There 

are even refi llable masking pens available. You may need to try a 

few items before you fi nd the one that works best for you. 
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Week 11, Day 6

TEXTURE TECHNIQUES WITH
MASKING FLUID
When I am painting, there are times I want to create the 

appearance of texture by using masking fl uid. This could be 

the texture of a stucco building, falling snow or a dirty city 

sidewalk. I apply the masking fl uid with a piece of scrubby 

sponge and then either pour paint or use a brush to paint over 

that area. Using this type of sponge will deposit the fl uid onto 

your painting in a way that resembles a rough and pebbly 

texture. For best results, cut up the sponge into pieces that are a 

workable size. 

Week 11, Day 5

MASKING LARGE AREAS
You don’t usually need to mask large areas when painting. 

However, since I pour a lot of my paintings and can be quite 

sloppy about it, I do frequently need to protect larger areas of 

my paintings.

For these large areas, I still use masking fl uid. I have 

tried using adhesive fi lm products and sticky shelf liner, but 

I have discovered that the paint can get under the edges if 

my masking is not sticking properly. I tried to remedy this 

by sealing the edge with masking fl uid, but when I lifted 

the masking fl uid and the liner, there was a line where the 

fl uid met the liner. And that line drives me bonkers! So I use 

masking fl uid for the large areas. (Yes, I do use a lot, but what 

else are you going to do with it?)

The easiest way to apply masking fl uid to large areas is to 

fi rst outline the area with masking fl uid using whatever tool 

you feel most comfortable with. Then gently pour the fl uid into 

the area and spread it with your fi nger. The lined area creates 

a dam, and you can spread the poured mask quickly with your 

fi nger. As long as you don’t spill any on your clothes or carpet, it 

is an easy cleanup. Just wash your hands afterward. 

Mask larger areas using your fi nger

Use a sponge to apply 
textured masking fl uid
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HOTEL DON CURRO
30" × 20" (76cm × 51cm)

Week 11, Day 7

STUDIO SECRETS #11 
This week’s question is one that I am often 

asked during my studio tours and classes 

concerning my poured watercolors. The 

question is, “How do you know where to 

put your masking fl uid?”

For my poured watercolors, I alternately 

apply layers of masking fl uid and paint. 

The masking fl uid preserves the colors 

and values that I want to save while I pour 

another layer of paint across the paper. 

When I fi rst decide what I am going to 

pour, I draw it out onto my paper, making 

sure the drawing is dark. For most of my 

watercolors, I draw with a light pencil, 

but for my poured watercolors, I need my 

pencil lines to be dark. This is because 

when you wet the paper and add layer 

upon layer of paint, the pencil lines start to 

fade. If the lines are too light, it is diffi cult 

to see them each time a new masking layer 

is added. 

Using a black-and-white photograph of 

the image I am painting, I determine which 

values I want to save with my masking 

fl uid. I start by saving the lightest value, 

which is white. I apply the masking fl uid to 

the white paper and then I apply a layer of 

poured paint.

Once the fi rst pour has dried, I again 

look at my black-and-white photo and 

determine the next value I want to save. I 

apply the masking to that value and pour 

again. I continue to build up the layers of 

masking fl uid and paint until I am left with 

the darkest areas. Finally, I remove the 

masks and voilà, I have my painting!
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Week 12, Day 1

THE PROPERTIES OF WATER
I once had a student say to me that when she realized she was 

painting with water, her paintings improved a great deal. That 

is true for her and will be true for you. Watercolor is painting 

fi rst with water, and then with pigment. 

Once you understand the properties of water, it is easier to 

let the water do most of the work. You are there to guide the 

pigments along as they come in contact with water and 

other pigments.

Week 12, Day 2

MORE TEXTURE TECHNIQUES WITH 
MASKING FLUID
Another way to achieve texture with masking fl uid is by using 

a toothbrush to splatter the mask. I do this for asphalt on my 

poured watercolors and for the sparkles on water and waves.

My preference is for a soft child-size toothbrush—one 

that your child is not using (obviously). Dip it in soapy water 

(similar to applying masking with a brush), and then dip the 

toothbrush into the mask. Rub your fi nger along the bristles of 

the toothbrush with it facing toward the paper. You may want to 

cover up areas that you don’t want masked with a paper towel 

while doing this. It can be messy.

Now you can pour or paint over the masking fl uid, and 

when it is lifted, there is the appearance of texture or sparkles.

SPARKLING WAVES
7" × 10" (18cm × 25cm)
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Week 12, Day 3

REMOVING MASKING FLUID
The best way to remove masking fl uid is to fi rst take a corner of 

a large area of mask, and then peel it away. Pull it gently up and 

away from your paper. 

Please make sure your paper is completely dry when you 

do this. Now you can take that large chunk of masking fl uid, 

roll it into a ball, and use it to rub and lift away smaller pieces 

of masking that remain on your painting.

Week 12, Day 4

RUBBER SOLE
Another great way to remove masking fl uid is with a mask-

ing fl uid remover or rubber cement pick up. I prefer to call it a 

“rubber sole,” since it reminds me of the rubber sole from the 

bottom of a shoe. 

Lifting large areas of masking fl uid
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Week 12, Day 5

MASKING FLUID ACCIDENTS
It can be very diffi cult to remove masking fl uid if it spills 

onto your table, fl oor or clothing. If the table or fl oor has a 

nonporous surface, leave the fl uid to dry, and then peel it off. 

If the fl uid spills onto carpet, clothing or some other porous 

surface, it gums up and is not easily removed. However, I have 

discovered that Goo Gone works wonders. Apply the cleaner 

to the area of the spill (repeating as many times as necessary) to 

break up the masking fl uid. Blot the spill, and throw the item in 

the wash if appropriate.

Week 12, Day 6

KEEPING THE MASKING ON
Previously I mentioned that masking fl uid should not be left on 

your paper in a hot or sunny place. It should also not be left on 

your paper for long periods of time because the masking fl uid 

can bake into your paper and never come off. To prevent this 

from happening, be sure to take it off of your paper within a 

couple of days of application (or weeks—but no longer!), even 

if your painting is not done. It is easier to reapply masking fl uid 

than it is to paint the whole painting again. 

That said, I admit I have had success removing masking fl uid 

that had been on my paper for several weeks. I was able to do 

this by putting the painting in a dark plastic garbage bag and 

keeping it in a cool spot. Please make sure the paper is dry before 

you place it in a bag so mold doesn’t grow in that damp and dark 

bag. And don’t forget about it! Go back and fi nish the painting 

before it is too late and you really cannot remove the masking. 
Masking fl uid 

remover

YOUNG GIRL READING 
18" × 22" (46cm × 56cm)

Detail of hand painted with 
watercolor and acrylic
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Week 12, Day 7

STUDIO SECRETS #12
This week’s question is from Donna in Victoria, 

British Columbia. It is, “What do you do if you 

have left the masking fl uid on your painting 

too long?” 

That is a problem that I have experienced 

myself. When I fi rst moved to Victoria, I had a 

beautiful sunroom that was my studio. I loved the 

view and the light. I also loved the warmth from 

the summer sun. My previous studio had been 

the kitchen table, away from natural light. I was 

so excited to be in my new studio that I decided to 

start painting right away.

My painting was carefully planned out, and I 

got to work. It was a portrait and required careful 

thought and planning. I masked out a few areas 

of the hair and part of the hand so I could paint 

around it more easily. 

After spending some time working on my paint-

ing, I discovered the one drawback of my sun-

room: My masking fl uid had baked into my paper 

in just a couple of days. 

I was devastated! I tried everything to get the 

masking off, including sandpaper and a craft knife. 

But it was to no avail; the masking would not 

budge. So I decided I needed to cover it up. I got 

out my white acrylic paint and set to work. I covered 

up the masking on the hand with a few thin layers 

of the white acrylic paint. Then I painted with my 

watercolor, and sometimes the watercolor mixed 

with acrylic on top of the acrylic covered mask. I 

applied washes in thin layers similar to how I had 

been working all along. Since acrylic is a water-

based medium, it worked. I couldn’t even tell that 

there was masking fl uid underneath the paint. I 

was delighted.

I have also had success using watercolor 

ground when I have accidentally left the masking 

fl uid on longer than I should. Watercolor ground 

is similar to a gesso or primer that is applied to a 

canvas wood or other surface in preparation for 

painting. The watercolor ground is porous like 

paper and accepts watercolor more easily than 

gesso. It is also a great way to cover up mistakes. 

Apply the ground, let it dry, then paint. 
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Week 13, Day 1

GO WITH THE FLOW
Since we are talking about watercolor and painting with color 

and water, it is good to just go with the fl ow of the paint.

See what the water does. How does the water move? How 

do colors and pigments react with each other? Let it fl ow. Let it 

glide. Enjoy the movement and watch it dance.

Back  in  t he  B lack

Week 13, Day 2

SAVE YOUR OLD HAND TOWELS
When I am painting, I wipe my brush often to control the 

moisture that goes into my paint and onto my paper. I keep an 

old hand towel or washcloth handy for this purpose. If I used 

paper towels instead, I’d go through a whole roll very quickly. 

The hand towel is environmentally friendly, and I can hang it 

up to dry or toss it into the washer with other towels before I 

use it again. 
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Week 13, Day 3

MIX YOUR BLACKS
Although there is black watercolor paint 

available, I prefer to mix my blacks. I fi nd 

the black that comes out of the tube to 

look fl at, dead—there’s no life or light to 

it. Black paint can even give your paper 

the appearance of having a hole in it.

Mixing your blacks gives you the 

fl exibility to create depth and to vary 

your darkest darks. You can make a 

warm or cool dark, a reddish black, 

greenish black, brownish black, or 

whatever type of black you can envision, 

allowing for a richness that is not found 

in a tube black.

Week 13, Day 4

THE BEST BLACK
When discussing paint colors, I mentioned two must-have 

colors: French Ultramarine Blue and Burnt Sienna. 

French Ultramarine Blue and Burnt Sienna mixed together 

make the best black. One reason I like the combination of these 

two colors is I can make it a warm black by adding more Burnt 

Sienna or a cool black by adding more French Ultramarine Blue. 

More Burnt Sienna makes a 
warm gray

More French Ultramarine Blue 
makes a cool gray

Week 13, Day 5

THE BEST BLACK BECOMES THE 
BEST GRAY
Now that you know how to mix a good black, you can make 

an even more fabulous gray. Just add water to your French 

Ultramarine Blue and Burnt Sienna mix, creating a gray. To 

make it a warm gray, add more Burnt Sienna. To make a cool 

gray, add more French Ultramarine Blue.
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HAROLD
16½" × 13" (42cm × 33cm)

Week 13, Day 6

MORE REASONS TO 
LOVE THE BEST BLACK
There are so many reasons to love the 

mixture of French Ultramarine Blue 

and Burnt Sienna for your blacks. One, 

mentioned previously, is that you can 

vary your black between warm and cool, 

giving it interest. This effect is seen in the 

window behind the portrait of Harold. 

Another reason is that these 

two colors both create a wonderful 

granulating effect. This granulation 

catches the light in different ways, 

making the black much more varied and 

appealing. This granulation can also be 

seen when using the combination to 

create gray, as seen in the wood behind 

Harold. Knowing that these colors 

create a granulating effect, I can use it in 

places where I want to create the illusion 

of rough texture. 
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COWGIRL
21" × 27½" (53cm × 70cm)

Week 13, Day 7

STUDIO SECRETS #13
Pat from Richmond, British Columbia, asks,  “Do 

you paint every day?”

I wish I could paint every day! Unfortunately, I 

don’t paint every day, but I do paint fi ve or six days 

out of the week. Some days it is as little as thirty 

minutes, and other days it is for hours. There have 

been times in my life when I have not been able to 

paint at all and other times when I have been able 

to paint all day and all night long. Now my goal is 

to pick up my paintbrush and apply paint to paper 

at least once a day, and although it may not be every 

day, I do try.
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Week 14, Day 1

LISTEN TO 
SOME MUSIC
I fi nd that listening to some of my 

favorite music helps me get in the zone 

for painting. It also helps when doing 

different types of painting. Something 

fast and upbeat is good for painting 

quickly. Calm classical music works 

for detail work and when I need to 

stay relaxed.

Sometimes it helps you get in the 

zone so well that you don’t even notice 

when the music stops. That is when you 

know you have entered a world of your 

own and you are painting to the beat of 

your own drum.

Week 14, Day 2

THE BEST REASON 
FOR THE BEST BLACK
It can be diffi cult to commit to painting 

a black or a really dark color. You might 

wonder, What if I mess it up? What if I 

put it in the wrong place? What if I can’t 

undo it?!

With the French Ultramarine Blue 

and Burnt Sienna mix, you can undo it! 

Since these two colors are opaque and 

sit on the surface of the paper (another 

reason to know the properties of your 

paint), you can easily lift them off. Just 

use some water in your soft scrub brush.

Knowing how well these two colors 

lift, I have used the technique of lifting 

in several of my paintings. For East End 

Girl, I painted the background with the 

US (French Ultramarine Blue and Burnt 

Sienna) combo and then lifted out the 

bars behind her with a soft scrub brush.

EAST END GIRL
20" × 12½" (51cm × 32cm)
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Week 14, Day 3

LIFTING PAINT
To lift paint, you can use either your soft or hard scrub brush, 

depending on what you want to lift. I use the soft scrub brush 

to lighten a color or soften an edge. A hard scrub brush is 

used to remove a color completely or to soften those stubborn 

staining colors, such as Winsor Blue. 

To lift paint, wet your brush and lightly scrub the surface of 

the paper. Do make sure you have a tissue handy to dab at your 

paper as you lift the paint. If you don’t dab your paper or rinse 

your brush, you will end up pushing dirty water around. Also 

the paper can become too wet. Then the paint around the area 

you are lifting will bleed, defeating the purpose of lifting. 

Lifting paint
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Week 14, Day 4

A RICH VELVETY BLACK
Another option for black is to mix the three primary colors. One 

of my favorite blacks is Winsor Blue (Green Shade) mixed with 

Permanent Alizarin Crimson and a small amount of Winsor 

Yellow. Too much yellow will make the mix brown and muddy. 

I use just enough yellow to neutralize the purple of the Winsor 

Blue with the Alizarin Crimson. Of course it is easiest to get this 

black with fresh paint.

Since this mix is made with staining colors, it is diffi cult to 

work with. Staining colors are those colors that stay in the fi bers 

of the paper and do not lift easily. This black does not lift easily. 

But it is so rich and yummy. I used this black (and gray) for The 

Matriarch, and it allowed me to create wonderful drama.

Week 14, Day 6

SCRUBBING AWAY
When trying to scrub away color or a line with your scrub 

brush, it is best to do so in a circular motion. Scrubbing in a 

straight line will create just that, a straight line. Unless that line 

is what you want, scrubbing in a circular motion creates a more 

natural transition. 

Week 14, Day 5

BLACK CAN BE USED
Black watercolor can be used at times. It is best to use black 

mixed with other colors; the addition of black will allow you 

to push your color over the edge if you are having a hard time 

getting the darkness you desire. 

There are even some watercolors that already have black in 

the mix. Indigo is a beautiful rich blue that has black as one of 

its components, which makes it a deeper blue. 

Week 14, Day 7

STUDIO SECRETS #14 
Wendy from Victoria asked me which 

tissues I prefer to use when painting. I 

do prefer a nice soft tissue when lifting 

paint or dabbing at excess paint. Kleenex 

Everyday tissues are soft, absorbent and 

don’t have lotion or other additives in 

them. Paper towels and some brands of 

tissue are too rough for lifting and are not 

absorbent. These don’t seem to wick the 

water away from the paper easily. It is also 

a good idea to stay away from tissues that 

are antiviral or have lotion in them. These 

contain oils that could be left behind on 

the paper. These oils can then become 

diffi cult to paint over, leaving a discolored 

spot or smudges on your painting.
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THE MATRIARCH
29" × 21" (74cm × 53cm)
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Week 15, Day 1

ONLY PAPER
Remember, it is only a piece of paper. It costs about the same as 

a Starbucks coffee. Painting can be more rewarding, refreshing 

and energizing than a cup of Joe.

So skip your coffee today and paint instead.

Week 15, Day 2

TO DARKEN A COLOR
When trying to darken or dull a color, you can do one of two 

things: add the complement or add a neutral tint.

When you add a complementary color to the original color, 

it will darken it. (The complementary color is the opposite color 

on the color wheel.) For instance, if you want to darken a red, 

add green to it. The same goes for purple and yellow and for 

blue and orange.

Week 15, Day 3

NEUTRAL TINT
You can also use a neutral tint to darken or gray a color. You can 

buy neutral tint in a tube, or you can make your own. 

To make your own, mix French Ultramarine Blue and Burnt 

Sienna—another use for those two fabulous colors. So to darken 

a red, just add some French Ultramarine Blue and Burnt Sienna.

PERMANENT 
ALIZARIN CRIMSON

GREEN 
(COMPLEMENT)

DARKER RED

PERMANENT 
ALIZARIN CRIMSON

FRENCH 
ULTRAMARINE 
BLUE + BURNT 

SIENNA

DARKER RED

+ =

+ =
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Week 15, Day 4

VALUE IS MORE IMPORTANT
THAN COLOR
Too often you can get caught up in trying to reproduce the 

color that you see in a reference photograph. When painting 

realistically, the color that you see and are trying to recreate is 

not nearly as important as the value of that color. The success 

of a painting is based more on getting correct values than on 

the colors that you use. Values are the shades of gray between 

black and white, or the darks and lights.

You can paint the subject in your photograph any color. As 

long as you represent the values you see correctly, the painting 

will appear realistic, thus making value more important 

than color. 

A GARDEN TREAT
12" × 16" (30cm × 41cm)

The colors in the above painting, A Garden Treat, were 

painted differently than the original photograph. Yet you can 

still tell where the light is coming from and that it is a painting 

of strawberries in a bowl.
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Week 15, Day 5

GORGEOUS GRAYS
Gray may seem like a boring color, but you can make gorgeous 

grays by mixing your complementary colors. (Remember that 

complementary colors are those that are opposites on the color 

wheel.) Now there are no more boring grays!

Week 15, Day 6

MAKE YOUR OWN VALUE CHART
Having a value chart or scale handy is essential for a new 

watercolorist. A value scale is a great way to organize the 

range of color from light to dark, or from white to black. 

The scale allows for the comparison of this range, with 

white on one end of the scale and black on the other, and 

shades of gray in between. You can either buy value charts, 

or you can easily make your own. 

To make your own, use black watercolor paint or mix 

French Ultramarine Blue and Burnt Sienna into a black, 

and then draw ten or more rectangles on your watercolor 

paper. Paint one rectangle with the black mix; this is value 

10. Leave one rectangle unpainted; this is value 1, the 

white of the paper.

Slowly add water to the black and paint a rectangle 

after each addition. Each rectangle you paint will be 

lighter than the next. You may end up painting more than 

one rectangle with the same value as you try to fi gure out 

how much water to add to the paint to make it lighter. 

Continue to add water until the mixture resembles weak 

tea; this is a light value; this is the lightest value, value 2.

Cut out the rectangles that vary in value, leaving 

behind those that look similar to another. Punch two 

holes into each. Thread a key ring through one hole in 

each rectangle to hold them together. Use the other hole 

to compare values. Place this hole over your reference 

photo and then your painting to check if you have painted 

the correct value. It helps to squint your eyes to see if 

the value matches. Now you can adjust the values of the 

painting if they don’t match the photo.

YELLOW +

+

PURPLE

GREENRED

Value chart on key ring
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Mixes of various shades of gray for my fi nal value 
scale. This will be reduced to ten values with black 
being #10 and the white of the paper being #1.

Week 15, Day 7

STUDIO SECRETS #15
A question that is often posed in my classes is, 

“What is the difference between regular watercolor 

colors and those that say hue (e.g., cobalt hue in 

place of cobalt blue)?”

A hue is a color that is similar to the original but 

an ingredient (usually the main pigment) has been 

substituted. This substitution is made because the 

original pigment is either toxic, unavailable or 

very expensive.

The color of a hue can be similar to the original 

color. However, I have noticed that since the original 

pigment may not be present, the property of the 

paint may be slightly different. For instance, the hue 

may not be as staining or as granulating as 

the original.

Both cobalt hue and manganese hue are 

common since the minerals have been removed 

from paints due to environmental concerns and 

environmental concerns. 

BLUE + ORANGE = GORGEOUS GRAY
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Week 16, Day 1

A PERFORMANCE ART

“ Because watercolor actually moves on the paper, it is the 

most active of all mediums, almost a performance art.” 

—Nita Engle

Week 16, Day 2

FLAT WASH
A fl at wash is an even wash without any gradation from top to 

bottom or side to side. It is one value. There is no detail, so it 

can create a graphic look. It is great for glazes, underpaintings 

and skies.

There are a couple of ways to do a fl at wash, either with a 

beaded wash or with a wet paper wash.

Week 16, Day 3

BEADED WASH
A beaded wash is dependent upon gravity as it follows a bead 

of paint down the paper as you paint. To create a beaded wash, 

mix the color that you are going to use in a recyclable container 

or on your palette. This mix of paint and water needs to be nice 

and juicy. Make sure you have enough color prepared to cover 

the area you want to paint so you don’t run out in the middle of 

your wash!

Tilt your board with your paper on it at an angle. The larger 

the angle, the faster the paint will run. Now dip your brush into 

the paint and start to paint. Gently follow that bead of paint 

down the paper. It is best to use the tip of your brush as you 

direct the paint; using the side may create streaks in the wash. 

Let gravity guide you and the paint. You can go side to side 

with the bead or use small up-and-down strokes. Dip your 

brush back into your juicy mix as the bead starts to dry to 

reload it with paint. Do not dip the brush back into the water; 

this will dilute the paint. Leave the paper at an angle to dry. 

Beaded wash with 
#6 Kolinsky sable 

round brush

Wet-in-wet painting

Washes ,  G la zes  and  Wet- in -Wet
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Week 16, Day 4

ENDING THE BEAD
Upon completion of your beaded wash, you may have an extra 

bead of paint at the bottom of the wash. If left to dry, the excess 

paint will creep back up and create an unwanted bloom. 

To prevent this, dry off your brush, and use your brush to 

absorb the excess bead. You may have to dry off your brush a 

couple of times to get all the excess paint picked up. 

FIRST LOVE
18" × 30" (46cm × 76cm)

Dry your brush to 
absorb the excess paint
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CHINATOWN MARKET
18" × 13" (44cm × 33cm)
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Week 16, Day 7

STUDIO SECRETS #16
A question that is often asked by my beginning 

students is, “Can I use a blow dryer to dry the 

paint?”

Yes, you may use a blow dryer to speed up the 

drying process when painting. However, when 

doing large washes or pours, let your painting 

rest for at least ten to fi fteen minutes before using 

the blow dryer. This lets the water distribute more 

evenly and allows the paint to settle into the paper. 

Blow-drying when it is still too wet will push the 

water around, and unsavory things will happen.

Also realize that blow-drying will actually 

lighten the color. It really is best to let things dry 

naturally whenever possible.

Week 16, Day 5

DON’T GO BACK
As you practice your beaded wash, you may discover that you 

missed a spot or two. It may be tempting to fi x it in the middle 

of your wash. But don’t go back! You will cause disarray and 

mayhem in your even wash. 

As you carry your bead of paint down the paper, the 

part that you just painted is drying faster than your bead. By 

returning to your mishap, you will be adding very wet paint to 

a semi-wet area. The wet paint pushes out the drying pigment 

and creates a bloom.

Then your beaded wash is done for, and you hang your head 

and cry. The tears from your crying will create more blooms. 

Disaster. So don’t go back. Not yet.

Instead, carry on. Keep on painting. You can take care of your 

mishaps after your wash has dried.

Week 16, Day 6

REPAIRING THE WASH
If you miss a spot or two while doing a beaded wash, don’t go 

back and don’t panic. Just wait for the wash to dry.

Then, using the paint you mixed for the wash (make sure you 

have not diluted it!), carefully fi ll in the holes. Using a smaller 

brush or one with a fi ne point(and making sure there is little pint 

in your brush), gently touch up the hole. If done carefully you can 

fi ll in your holes and pretend like it never happened. 
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Week 17, Day 1

GO FOR A WALK
When the weather is agreeable, get 

outside with your camera. Take a walk 

and see what you can see. Spend some 

time exploring the world outside. Be 

inspired by what is around you. Then 

take that inspiration back into the studio 

and into your paintings.

Week 17, Day 2

MAKING YOUR 
PAINT LIQUID
Mixing a color for a wash or a pour 

may seem simple enough, but there is 

actually a trick to it. Sometimes when 

you mix paint, lumps of the paint hide 

at the bottom of the mix just waiting 

to destroy your painting in the middle 

of your perfect wash. I know this from 

experience. Trust me.

There are ways to prevent that from 

happening. Start off with a pea-sized 

drop of paint and just a little bit of water. 

Instead of putting that bit of paint at the 

bottom of the container, put it on the 

side. Now use your yucky brush (not 

your nice sable), and slowly mix the 

paint into your water.

Once it is mixed, you may add 

more water until you reach the value 

and consistency you want. Repeat this 

process whenever you need to add more 

paint as well.

INTO THE WOODS
29" × 21" (74cm × 53cm)

Mixing paint on the side
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Week 17, Day 3

WET PAPER WASH
The second way to achieve an even fl at wash is 

with what I call a wet paper wash. This type of 

wash works well for large areas of color.

First, mix your color in a recyclable container. 

Then wet your paper with clean water using 

your hake brush.

Once wet, apply the color that you mixed 

using a criss-cross motion. Then tilt and tip the 

board, making sure the water and paint are 

being distributed evenly. 

After the excess paint has run off the board, 

wipe up with a paper towel, and leave the wash 

fl at to dry. 

Week 17, Day 4

GETTING THE PAINT 
TO MOVE
There are times—especially when it’s warm—

that the paper will dry too quickly when doing a 

wet paper wash. The paint stops moving before 

you get that even wash, and uneven lines or 

blooms of paint can be seen. To get the paint 

moving again, spray a light mist of water over 

the paper, especially where the paint has dried.

Wet the paper

Apply the paint

Move paper around to distribute color evenly
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Week 17, Day 5

PROTECTING YOUR BLOCK
If you’re working on a watercolor block and plan to get a 

bit wild with your paint, you will want to protect the paper 

underneath the top sheet. To do this, apply a piece of tape to 

the exposed area, where you begin to tear off your paper. Now 

those paint spills and splatters won’t get soaked up by the rest 

of your paper.

Week 17, Day 6

PUSH IT OUT
As you are painting a wet paper wash, sometimes the paint 

gets trapped under your taped edges. Be sure to push it out 

from under the tape and wick it away with a tissue. If you 

don’t, that excess paint might come back and haunt you as 

uneven blossoms of paint, which is not what you want for your 

beautiful fl at wash.

Push the paint from under the tapeUse tape to protect the paper in the block

Week 17, Day 7

STUDIO SECRETS #17 
This week’s inquiry comes from Marion in 

Germany. She asks, “What kind of paper do you 

use for your poured watercolors and how long 

could masking fl uid stay on the paper? Could you 

estimate how long the drying process is between 

the layers?”

For my pours I use 300-lb. (640gsm) cold-press 

paper. I prefer this because I will wet and re-wet 

my paper for my layers of poured paint. The 

heavier paper holds up to this re-wetting better 

than lighter-weight paper. 

I can leave the masking fl uid on the paper 

for up to a couple of weeks as long as I keep the 

painting in a cool and dark place. Please do not 

leave the masked painting in the heat or sun or 

the masking fl uid will bake into the paper and 

never come off! If it is diffi cult to fi nd a cool and 

dark place, leave it on for only a couple of days 

or less. 

I do let the paper dry completely between 

pours before I apply the masking fl uid. I usually let 

the painting dry overnight, but it depends on the 

humidity in the air. I live in a more humid part of 

the world, so it takes longer for my paintings to dry.

You can blow-dry your painting as long as you 

let it sit at least fi fteen minutes before doing. Keep 

the heat of the dryer off the masking fl uid; use 

the cool setting or keep the dryer moving over the 

whole painting.
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THE MATISSE
28" × 21" (71cm × 53cm)
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Week 18, Day 1

THERE IS MORE THAN ONE WAY
TO PAINT
Have you ever considered how differently your painting would 

look if you painted it yesterday or tomorrow instead of today?

There is more than just one way to approach a painting. 

There is a world of possibilities out there. All of them are 

waiting to be tried. Which one are you going to try today?

Week 18, Day 2

GRADATED BEADED WASH
A gradated or graduated wash is a wash that gets progressively 

lighter in value. It starts out with a desired color and value and 

gets lighter as more water is added to the wash.

This type of wash can be done as a beaded wash. The only 

difference is that water is added to your mixture of color as you 

progress down the board. The blue stripes in the lower left-

hand corner of Crashing are done as a gradated beaded wash.

Gradated 
beaded wash

CRASHING
14" × 20" (36cm × 51cm)
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Week 18, Day 3

GRADATED WET PAPER WASH
A gradated wet paper wash is similar to the fl at wet paper 

wash. With the gradated wash, however, you don’t put the color 

over the whole paper.

Start off by wetting the paper or area with water. Then add 

your mix of color only halfway down the area. Rinse out your 

brush. Remove the excess water from the brush.

Now pull the wash down into the rest of the wet area using 

a criss-cross motion. Continue to rinse and dry off your brush 

END OF THE DAY
22" × 28" (56cm × 71cm)

until you reach the bottom of the paper. Tilt your paper and let 

the water spread evenly throughout, wiping the excess water 

and paint off the edges. Make sure the paint doesn’t spread too 

far down into the area you want left lighter. Once the excess 

water is wiped off, leave the paper fl at to dry.
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Week 18, Day 5

ADDING WATER TO PAINT
Adding water to your mix of paint for a gradated wash can be 

done by dipping your brush into the water before dipping into 

your paint mix. My favorite tool to add water to the mix is a 

medicine or eye dropper. A dropper adds more water to the mix 

quickly and before the bead on your wash has a chance to dry 

out. It is best to give your paint mix a little stir with your brush 

every time you add more water to it before you apply it to your 

bead. This is so the water and paint mix evenly.

The dropper also works well when adding color to a certain 

area when I am pouring paint. 

Week 18, Day 6

GLAZING OR WET-ON-DRY
Glazing in watercolor is a type of layering of colors. In this 

technique, color is painted in an area and allowed to completely 

dry. Another thin layer of color is then painted, or glazed on top, 

of the dry color. Glazing is also called wet-on-dry painting.

For instance, when painting an orange, start with a yellow 

wash. Allow it to dry, then glaze with a red on top of the yellow. 

So why do I not just mix an orange? Because in glazing, 

the colors of each layer come through, giving a beautiful glow. 

There is more of a stained-glass effect with the glazing, and 

light seems to shine from it. 

Different colors glazed over yellow

Medicine or eye 
dropper

Painted orange

Week 18, Day 4

LOSING HAIR
Sometimes you get a brush that is losing its hair. Or you have a 

dog that likes to shed. Either way, you might end up with hair 

in your beautiful wash.

It can be removed only when the paper is really wet or 

completely dry. If you try to remove the hair while the paper is 

in between those two stages, you will ruin your wash.

When it is really wet, take another brush and try to carefully 

lift or push it out. If you miss that opportunity, wait for it to dry, 

and then brush the hair off.

Glazed orange
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Mixing paint into liquid 
form for washes

Week 18, Day 7

STUDIO SECRETS #18
This week’s questions were asked as part of the 

comments posted on my YouTube video about 

pouring watercolor. The fi rst question is,  “How do 

you wet your paper (while pouring)?”

Before I begin pouring paint, I wet my paper 

thoroughly with a large hake brush. A hake brush 

is a wash brush with soft hairs. I prefer this over a 

regular wash brush because the bristles are softer 

and don’t scratch or lift the layers of paint I have 

already put down. I sometimes pour water onto 

the painting and spread it all over the paper with 

the hake brush. Then I pour the paint.

The second question is,  “Do you use less water 

on the paper as you add darker layers?”

No, I do not use less water on the paper when I 

do the initial wash of water, but I do use less water 

in the paint. For the darker layers, I wet the whole 

paper again with the hake brush. I then shake off 

the water sitting on top of the layers of masking 

fl uid. Since more masking fl uid is added to the 

painting with each successive layer, more water will 

accumulate on top of the mask. While the paper is 

still wet, I pour on the concentrated paint color.
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Week 19, Day 1

WHERE TO START?
I am often asked about how to begin a painting. My answer is 

to start with the hardest area of the painting or portion you feel 

will give you the greatest challenge. That way you won’t paint 

a part of your painting beautifully just to ruin it by fl oundering 

into unknown territory.

If you fi nd the most diffi cult part to be the background, do 

that fi rst. If it is the main focal point, start painting there. Once 

you master the hard part, you will feel much better about the 

whole painting process.

Week 19, Day 2

WHY GLAZE?
Glazing is done to change or modify the color, shade or tint of 

previous washes. It is a great technique for getting crisp, clean 

detail, and as mentioned before, it is also a wonderful way to 

get luminous color. 

Week 19, Day 3

BEST COLORS FOR GLAZING
It is easier to glaze with transparent colors; either staining or 

nonstaining colors will work.

Opaque colors tend to lift with each wash, mix with your 

new color(s), and create mud. Stay away from the opaques until 

you are nearing completion of the painting.

Week 19, Day 4

LAYERING COLOR FOR SUNSETS 
AND SUNRISES 
Glazing your gradated washes makes a fabulous sky. Start with 

your lightest color fi rst (I started with yellow and red). Then 

layer other colors on top of that color. Allow each color to dry 

before layering the next color.

Transparent colors 
are better for glazing

Week 19, Day 5

CREATING SOFTNESS WITH
WET-IN-WET WASHES
One way to create softness in your watercolor painting is to 

paint wet-in-wet. Wet-in-wet painting is a technique often 

used in watercolor and is the hardest to master since there is 

less control.

This technique depends on the wetness and saturation of 

the paper and the amount of pigment added to the wet paper. 

Colors can be placed side by side and allowed to fl ow together, 

or color may be dropped into another color.
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Week 19, Day 6

HARD AND SOFT LINES
A photograph tends to fl atten everything into hard surfaces that 

lose their dimensionality. When painting from a photograph, it 

can be hard to remember to soften some of your lines.

Our vision is such that when we focus on an object, we see 

the item that is in focus much clearer, sharper, and with more 

detail. Those items in our peripheral vision are in softer focus 

or appear fuzzy unless we focus on them. This is very different 

from a photograph.

VIEW FROM JERICHO BEACH
11" × 14" (28cm × 36cm)

By putting harder, crisper lines around your focal point, you 

will be drawing attention to it, which is what you want. Painting 

softer or fuzzy lines as you move away from your focal point 

creates dimension, and it becomes a support for your focal 

point instead of competing with it. Hard lines around the focal 

point with soft lines on the periphery also make the painting 

more true to human vision and less like a photograph. 
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CORDOBA CAFE
22" × 30" (56cm × 72cm)

Week 19, Day 7

STUDIO SECRETS #19
On my pouring videos and in my 

demonstrations, I’m often asked about the 

colors I use for pouring. I usually use only 

three colors: the three primary colors yellow, 

red, and blue. Every other color comes from 

a combination of some or all of these colors. 

However, which yellow, which red, and which 

blue I use can vary. Some suggestions are:

 » For yellow, you can use Winsor Yellow, 

Aureolin or Azo Yellow.

 » For red, use Permanent Rose, Permanent 

Alizarin Crimson or Anthraquinoid Red.

 » For blue, use either Winsor Blue or 

Indanthrone Blue.

I recommend these colors because they 

stain. It is important to have staining colors 

when pouring because masking fl uid will be 

put on top of the dried paint. If the paint is a 

nonstaining color, the color will lift when the 

masking fl uid is lifted. If the paint is staining, it 

will stay put.

More information about the staining 

quality of a color can be found on each paint 

manufacturer’s website.
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Week 20, Day 1

ANOTHER STARTING POINT
With watercolor, you need to remember that it is best 

to paint light to dark. Figure out your lightest areas 

and paint those areas as a starting point. Then build 

up the painting from there. 

Week 20, Day 2

WET-IN-WET PAINTING
Wet-in-wet painting can feel like a challenge. But as with all 

things, it just takes practice. It is getting to know the feel of the 

brush, the sheen of the paper, and the consistency of the paint.

Only practice and time spent doing it will help you master 

wet-in-wet painting.

Week 20, Day 3

DRYING PAPER
When painting wet-in-wet, you need to realize that the wetter 

the paper, the further the paint will spread. As the moisture in 

the paper evaporates or dries, the paint will not spread as far. 

If you don’t want the paint to spread too far, wait for the 

gloss, or shine, of the water to leave the paper before adding paint.

Week 20, Day 4

MORE PAINT THAN WATER
The most important thing to remember when painting wet-in-

wet is to have more paint in your brush than water.

If you don’t, the extra water in your brush will push out the 

paint already on the paper and make a bloom or blossom. 

The drying paper with the addition of thicker paint will 

cause the paint to spread even less, and you can paint images 

with a softness to them. The combination of drying paper and 

thicker paint from your brush will cause the paint to spread 

even less. 

Blooms result when there is more 
water than paint in your brush
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Week 20, Day 5

IN THE BELLY OF THE BRUSH
As previously mentioned, it is important to have more paint in 

your brush than water when painting wet-in-wet. Sometimes 

when you rinse your brush and then dip it into your paint, a 

drop of water hides in the belly of the brush (which is the fat-

test part of the brush, usually close to the handle). This drop of 

water will sit there until the most inopportune time. Then it will 

come rushing forth into your beautiful wet-in-wet wash, push-

ing everything out of its way and creating a bloom.

To avoid this, tap that beast of a water drop out of your 

brush onto your towel.

Then you can also tap the belly of the brush onto the towel 

after picking up your paint. If you tap just the belly, it will catch 

that water drop, leaving the paint behind on the tip, ready to 

help you create a masterpiece. 

PURPLE PINSTRIPE
15" × 22" (38cm × 56cm)

Paint fl ows and mixes more 
when really wet
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STRANDS OF SILK
22" × 30" (56cm × 76cm)

Week 20, Day 6

LIFTING WITH WET-IN-WET
With wet-in-wet painting, not only can you add color, but you 

can take color away. You can easily lift some color out while it is 

still wet to create lighter, soft effects.

To do this, wait till your wet-in-wet painting is just damp 

after putting color into an area. Rinse your brush, dry it off, and 

then carefully drag it through your painting. You may need to 

rinse and dry off your brush often when doing this because the 

brush ends up picking up paint.

Keep in mind that when lifting, you sometimes won’t see 

the full effect until the painting is completely dry. 
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FISH FOOD
21" × 28" (53cm × 71cm)

Week 20, Day 7

STUDIO SECRETS #20 
Another question I am asked about my poured 

watercolors is, “How do you know where to pour 

your colors?”

That is a good question. There are a few things 

that I take into consideration when I start a pour. 

Among them are:

 » Where is the light coming from?

 » What color palette do I want to use? 

 » Do I want to try to match the colors to the 

ones in the photograph or use a different 

arrangement of colors?

I also take into account that the eye is drawn 

to warm colors in a painting and that cool colors 

recede. I usually start with my warm colors and 

pour them in the direction that the light is falling 

across my focal point, or the direction I want the 

viewer’s eye to move. I then pour my cooler colors 

around most or some of the edges of the painting. 

This gives the painting a vignette look that helps 

draw the eye to the focal point.

Since I usually use only three colors, I try to pour 

them in the direction that will help them mix into 

the colors that I want and am happy with.
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Week 21, Day 1

FINAL JEOPARDY
Sometimes it can be hard to be patient when painting, 

especially with wet-in-wet washes. Try playing a little ditty in 

your head as you wait for your wash to dry. For me, it is the 

Final Jeopardy theme song. Or I celebrate my birthday again 

by singing  “Happy Birthday.”  Singing these songs allows 

enough time to pass that my wash is dry enough that I can 

drop in more color. 

Week 21, Day 2

DROPPING IN WATER
Although I mentioned that it is best to have more paint in 

your brush than water, what would happen if just water was 

dropped into an area? This drop of water would push pigment 

out, creating a bloom or blossom that might create just the 

effect you want. However, the paper needs to have just the 

right amount of moisture for this technique to work. The paper 

can’t be too wet or too dry—it’s the Goldilocks of wet-in-wet 

painting. The paper will no longer be shiny, but there will still 

be a slight sheen or glossiness to it.

Week 21, Day 3

KEEP IT MOIST
When working wet-in-wet, it can be hard to keep your paper 

moist. That’s why I have a spray bottle handy. The bottle needs 

to give a light mist, however. Spray a light mist of water into 

the air about 6" to 8" (15cm to 20cm) above your painting. This 

keeps the air humid and moist, and you don’t have water drops 

affecting your wash.
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PORTRAIT OF A YOUNG GIRL
20" × 16" (51cm × 41cm)

Week 21, Day 4

MISTING BOTTLE
Many art stores carry spray bottles that 

do give a light mist. My favorite mister 

is a bottle that some sort of body spritz 

came in. It was one of those gifts that a 

family member gave me about fi fteen 

years ago. I immediately dumped the 

smelly body stuff and have used the 

bottle ever since. It was one of the best 

gifts I have ever received. 

Eyeglass cleaner bottles also make 

great misters. Just don’t mix it up with 

the real eyeglass cleaner.

So before you go running off to the 

art store, be sure to check around your 

house for a bottle with a nice light 

mist. The cosmetics expert in your 

house just might have one they are 

willing to part with.

Week 21, Day 5

BREAK IT DOWN
If you feel overwhelmed and rushed 

when working wet-in-wet, try break-

ing the painting down into sections 

instead of trying to do it all at once. 

Use natural lines, folds or images as a 

stopping point.
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Week 21, Day 6

LARGE AREAS OF 
WET-IN-WET PAINTING
Breaking down a painting for wet-in-wet 

areas is easy to do if you have natural lines in 

your painting where you can stop. However, 

sometimes you don’t have a hard line, and 

you don’t want to create one that might show 

through successive layers of paint.

For those areas, you can wet a smaller 

area with water, paint into it, then soften the 

edge with water before the paint reaches it. 

Continue to paint, softening the edges of the 

painted area as you go.

BEGINNINGS
30" × 22" (76cm × 56cm)

GRAND PRISMATIC POOL (DETAIL) 
25" × 40" (64cm × 102cm)
(Final painting on page 128)

Week 21, Day 7

STUDIO SECRETS #21 
This week’s question comes from Sam from 

Brentwood Bay, British Columbia. She asks, 

“How do you get the diffused light spots in your 

backgrounds?”

There are a couple of ways to do this. The 

fi rst is to work wet-in-wet, and while the paint 

is drying, drop in some water. Usually you want 

to have more paint in your brush than water, 

but this time you want the opposite. The drop 

of water will push the pigment out as it dries 

further, leaving behind the white of the paper.

The other way is to go back with a scrub 

brush after the wash has dried. Softly scrub the 

area with some water. Keep using clean water 

as you scrub, and sop up the dirty water with a 

tissue as you try to lighten the paint. 
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Week 22, Day 1

ACCEPT YOUR MISTAKES
Mistakes happen. They are all part of the learning process. 

Accept them. Embrace them.

One thing is for certain: You will remember what you did 

wrong much sooner than what you did right. 

Week 22, Day 2

SOFTENING AN EDGE
Wet-in-wet painting is a great way to paint objects softly, but 

sometimes you only want the edge of an object to appear soft. 

Softening an edge needs to be done while the paint is still wet. 

Take a clean, slightly wet brush (not too wet), and lightly touch 

just the edge of what you want softened. The paint will fl ow 

into the water that the damp brush leaves behind.

Week 22, Day 3

DRYBRUSHING
The dry-brush technique is a wonderful way to create texture. 

To do this technique, make sure there is more paint than 

water in your brush. The brush should not be very wet, hence 

the name drybrushing. The paint you use can be diluted with 

water so it is pale, but there should still not be too much water 

in the brush.

Next, gently drag the brush across the surface of your paper. 

Use cold-press or rough paper since the raised surface of the 

paper will catch the paint from the brush.

A lovely texture is left on the surface, with either the white 

of the paper or another color showing through underneath.

Softening an edge

Dr ybr ush ing  and  Sa l t  E f fect s
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Week 22, Day 4

WONDERFUL WOOD
One of the most common and effective uses 

of the dry-brush technique is for re-creating 

wood and peeling paint on wood. It just 

makes you want to reach out and touch it to 

see if it is real. You can even sense the prick of 

a splinter when drybrushing is done well.

KNOCK, KNOCK
7" × 10" (18cm × 25cm)

LOCK AND KEY
11" × 15" (28cm × 38cm)
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Week 22, Day 5

SPARKLING WATER
Drybrushing is also a great and easy way to create sparkles 

on the water. It can be done with paint on white paper, 

creating a sparkling ocean on a bright sunlight day, or with 

darker paint over light paint. You can even use white paint 

over a dark color.

Week 22, Day 6

PAINT ON A TILT
There are many advantages to painting on a tilt. It allows the 

paint to fl ow downward, you can better see what you are 

painting, and it is easier on your neck and shoulders.

I have an easel at home that adjusts the tilt anywhere 

from fl at to straight up and down, depending on what type 

of wash I am doing. It is just a tabletop easel, but it does the 

job well.

MILL BAY, BC
7" × 11" (18cm × 28cm)
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AUTUMN’S BOUNTY
15" × 22" (38cm × 56cm)

Drawing used at the start of the painting

Week 22, Day 7

STUDIO SECRETS #22
This week’s question is from Kathleen. Her 

question is about my poured watercolors. She 

asks, “How do you continue to see the base 

drawing underneath all the layers so you can 

accurately apply masking?”

That is a great question. Usually when you 

draw out your image on watercolor paper, you 

don’t want the pencil lines to be too dark and 

overtake the effect of the painted image. However, 

with poured watercolors, you do want the pencil 

lines very dark. The lines will fade with each suc-

cessive layer of water and paint that you add. Often, 

if the pencil lines are too dark in a white area, the 

masking fl uid lifts them when it is taken off.
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Week 23, Day 1

PAINT FOR THE LOVE OF IT
As I was running through my favorite park one morning, I 

refl ected on how painting is like running.

I started running just a few years ago. I probably will never 

win a race. I probably will never be a great runner. I know I 

don’t look like a runner with a thin, lithe runner’s body.

But I certainly love running. I enjoy discovering new places 

and seeing new things while running. I like the rhythm that my 

legs and my arms get into while running. I am excited by the 

ideas I get while running. I am relieved when the weight of the 

world begins to lift as I run. Most importantly, I delight in the 

feeling I get after I have completed a run. 

The same can be true of painting. Many people discover 

painting later in life and may not ever win an award or be one 

of the great painters of the world; they may never look like an 

artist. (What does an artist look like, anyway?) However, that is 

not why most of us paint. We paint because we enjoy discover-

ing new possibilities of expressing with color, line and form. We 

are amazed by the way colors interact. We are excited by the 

rhythm and fl ow of watercolor. Most importantly, we delight in 

the feeling we get while painting and in that sense of creating 

something of our very own. Simply put, we paint because we 

love it. 

Week 23, Day 2

WHEN YOU DON’T HAVE AN EASEL
Carrying an easel everywhere you go can be a drag at times. 

Or maybe you just haven’t invested in one that you like for your 

studio. If you don’t have an easel but want to paint on a tilt, just 

use whatever is handy. A paper towel roll, a tissue box, a rolled 

towel, or your brush roll work well for putting your board at a tilt.

HARBOUR MISTRESS
14" × 20" (36cm × 51cm)
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Week 23, Day 3

SPECKLED ROCKS
As previously mentioned, there are 

many wonderful uses for a toothbrush 

when creating texture. You can splatter 

masking or paint. I especially like using a 

toothbrush for making speckled rocks. 

To do this, dip the toothbrush into 

your choice of paint, gently rub along 

the bristles with your fi nger, and 

speckle away. Spritz some of the fl ecks 

of paint with water to create softer 

looking marks. 

Week 23, Day 4

ASPHALT STREETS
Not only can you splatter masking fl uid 

with a toothbrush for asphalt streets, 

you can splatter paint to get the look 

of a pebbled road. This can be done for 

asphalt, dirt or gravel-covered lanes.

SPANISH OLIVE GROVE
11" × 15" (28cm × 38cm)

99

S4098_i_094_109.indd   99S4098_i_094_109.indd   99 10/24/16   9:03 AM10/24/16   9:03 AM



ORPHEUM
29" × 21" (74cm × 53cm)
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Week 23, Day 6

ANOTHER WAY TO PAINT 
SPARKLING WATER
There are many ways to create sparkles on 

water. Drybrushing and using masking fl uid are 

some ways. Splattering white paint is another. 

Yet another way to create the 

sparkles is to use a craft 

knife. Gently scratch the 

surface of the paper to 

remove the paint, 

creating sparkles in 

some wonderful ways, 

especially if you forgot to save 

the whites at the beginning. I actually prefer this 

to using white paint because the white of the 

paper always looks so much fresher than paint. 

Just be careful not to scratch so hard that it cuts 

your paper!

Week 23, Day 5

FALLING SNOW
Use white watercolor, gouache or even acrylic 

with a toothbrush to create falling snow or a 

snowstorm. Also try using iridescent colors for the 

snow and see how it sparkles in the light. 

RATHTREVOR BEACH
7" × 10" (18cm × 25cm)

Scratched paint

Week 23, Day 7

STUDIO SECRETS #23
This week’s question comes from Gillian of  Van-

couver, British Columbia. She asks,  “Do you ever 

use salt for texture in your watercolor paintings? If 

so, when and for what effects?”

Yes, I use salt, and I fi nd the effects of salt excit-

ing. Salt allows for the paint to create unpredict-

able yet interesting textures. 

There are a couple of ways and places where I 

use salt. I use different types of salt for capturing 

the texture in buildings, such as stucco or brick. I 

also use salt in painting landscapes; it is great for 

stars, trees, sand, and other possibilities.

Depending on the size of the salt, you can get 

various effects for your painting. These effects are 

best created when the paint is allowed to air dry. 

The salt technique does not work with a blow dryer. 
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Week 24, Day 1

WHAT DO ARTISTS DO?

“ Artists make the world beautiful for others because they 

see more of its beauties and so teach others to see them.”

—William Merritt Chase

Week 24, Day 2

TABLE SALT
Table salt is an easy way to create texture for rocks and sand. 

It is also a wonderful way to create the texture of carpet and 

fabric (which can be seen in The Attic Room on page 34). To 

do this, generously sprinkle salt from at least 6" to 8" (15cm 

to 20cm) above as you paint the area. With a brush in one 

hand and a salt shaker in the other, generously sprinkle salt 

from at least 6" to 8" above you as your paint the area. The salt 

should be spread out evenly and not in big clumps. The paint 

also needs to be wet when the salt is sprinkled. Then allow the 

paint with the salt to air dry. Remove the salt when dry. 

ABOVE EL MOLINO
15" × 11" (38cm × 28cm)

ENGLISHMAN RIVER FALLS
11" × 7" (28cm × 18cm)

Coarse salt in paint
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Week 24, Day 3

OTHER USES FORTABLE SALT
Table salt can also be used to create the look of foliage, starry 

nights and snow. For these effects, apply the salt after an area 

has been painted and is starting to dry; the shine should have 

left the paper, but it should still have a sheen to it. Gently toss 

or sprinkle a light amount of salt from high above the painting 

(at least 12" [30cm] above so the salt is more likely to scatter 

and spread unevenly). This way of salting will create a starlike 

pattern. Let air dry and remove 

the salt. 

Week 24, Day 4

KOSHER SALT
Kosher salt is useful for achieving that plaster and mortar 

look or for the look of old weathered buildings. Add just a few 

sprinkles for a hint of texture, or add much more to get that 

rough look of stucco. The paint needs to be wet when you add 

the salt, so I recommend you sprinkle as you paint. You can even 

add color into an already salted area as long as the paint 

is still wet. 

WINTER BIRCH TREES
11" × 15" (28cm × 38cm)

Table salt effect Kosher salt effect
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Week 24, Day 5

COARSE SALT
Coarse salt also creates some interesting textures. 

It is great for rocky beaches and roads as well 

as buildings. There are many other appealing 

things you can do with the texture that coarse 

salt produces. For example, I used it in China-

town Lantern to add texture to the ceiling  and in 

Chinatown Market (page 70) to texture the spices 

and mushrooms. 

Coarse salt does work best if there is a 

generous amount of pigment. It does take longer 

to dry, but the effects are worth the wait. 

Week 24, Day 6

WHICH SALT?
As you experiment, you will realize that the size of 

the salt affects the different effects you generate. 

For instance, in Driftwood Gathering, I used three 

sizes of salt to achieve the appearance of distance I 

wanted for the beach rocks and sand. I used table 

salt for the area furthest away from the viewer. For 

the middle ground, I used kosher salt. And for the 

foreground, I used big chunks of sea salt.

CHINATOWN LANTERN
21" × 21" (53cm × 53cm)

CHINATOWN MARKET 
(DETAIL)

Week 24, Day 7

STUDIO SECRETS #24
This week’s questions are from Peter of New York 

City. He asks, “Do you ever paint on top of the salt, 

or do you paint fi rst and then add the salt? And 

does salt damage the paper over time?”

When using salt, I paint the area fi rst and then 

add the salt while the paint is still wet. I do not 

paint on top of the salt area after the paint has 

dried, because the textural effect of the salt can 

be removed. However, I do apply a quick wash 

of water or a pale-colored glaze to the area after 

removing all the salt. I do this with either a large 

round brush or a hake brush and a light touch. 

Once the dried salt is removed from the paint-

ing, some dust is left behind. I apply the wash 

to remove the dust, due to its possible corrosive 

qualities, and to brighten the painted area. As for 

damaging the paper, if the salt and dust are properly 

removed, there shouldn’t be anything left to harm 

the paper. I have used salt for years and have not 

noticed any deterioration of my work because of it. 
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DRIFTWOOD GATHERING
24" × 35½" (61cm × 90cm)
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Week 25, Day 1

WHAT IS YOUR MOOD?
Your mood can affect your painting. If you are refl ective and 

meditative, your painting might be calmer. If you are energetic 

and feel like dancing, your painting might refl ect that instead.

Sometimes I approach the painting based on the way I feel. 

At other times I approach a painting with the way I want to feel. 

I tend to do my wet-in-wet washes and pieces with movement 

when I am at my happiest or when I want to feel my happiest. 

I paint more detailed, quieter sections when I need to think 

through a problem or when I need a calming infl uence. 

Week 25, Day 2

TOO WET FOR SALT?
Salt works best in a dry climate. The effect of salt does not work 

if you try to blow-dry it, so it is best to let it air dry. But it also 

does not work as well if you leave it out in the sun because it 

dries too quickly.

When it is humid, the salt simply doesn’t want to dry. I 

discovered this while painting Driftwood Gathering. It was 

winter in Victoria, British Columbia, and it had been raining for 

days on end. I was in the middle of painting and discovered 

that the salt wasn’t drying because it was so humid. 

I didn’t know what to do, so I experimented. I heated my 

oven to 200° F, turned it off, then inserted my painting into 

the oven and left the oven door open. (Well, I had to leave the 

door open because the painting was too big otherwise.) I am 

happy to report that it worked, and the fi nished painting is the 

evidence! Sometimes a little experimentation pays off.

Week 25, Day 3

SCRAPING SALT
When your salt has dried, it needs to come off the painting. To 

remove the dried salt, I like to use a palette knife or similar item. 

My favorite tool to use, though, is a pan scraper that I think I 

bought from Pampered Chef many years ago.

Week 25, Day 4

STICKY SALT
There are times that you may accidentally leave the salt on your 

painting too long. When this happens, the salt will stick to the 

painting and refuse to come off. When this happens, give the 

painting with the salt on it a quick wash of water, rewetting the 

salt. Then as soon as the salt dries, scrape it off before it has the 

chance to stick to the painting again.

Coarse salt effect

Metal palette knife Pan scraper
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CHINATOWN, VANCOUVER, BC
27" × 21" (69cm × 53cm)
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Week 25, Day 6

REMEMBER THAT . . . 
Watercolor dries lighter in color than the 

color you put down on the paper. 

It will dry even lighter when salt is 

added because some of the salt absorbs 

the paint. 

WADDINGTON ALLEY
21½" × 14½" (55cm × 37cm)

Week 25, Day 5

GLAZING OVER SALT
Using clear water or a color to glaze 

or wash over the salt effect, especially 

if opaque or semi-opaque colors 

were used with the salt, can be tricky. 

Because opaque and semi-opaque 

paints leave the pigment on the surface 

rather than stain the paper, these colors 

can be lifted easily.

This wash may lift the pigments 

already in place and mix the colors 

together, thus reducing the salt effect 

and possibly making mud. To avoid 

this, take the glaze color nice and juicy, 

with enough water in it to allow it to 

fl ow easily. Then quickly pass over the 

surface of your paper in one go. Your 

brush should barely touch the paper. If 

you stay on the paper too long with your 

brush, it will lift the color.

If the color isn’t right yet, you need to 

be patient. Let it dry and then repeat.
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Week 25, Day 7

STUDIO SECRETS #25
This week’s question comes from Dana in France. She 

asks, “What size paper do you normally use for your 

watercolor work?”

My painting sizes are based on the sizes of water-

color paper that’s readily available. A full sheet of 

paper is 22" × 30" (56cm × 76cm), which I use for my 

large paintings. I cut that in half to get the half sheet 

size of 15" × 22" (38cm × 56cm).

A quarter sheet is 11" × 15" (28cm × 38cm), but 

I usually tape it off for an 11" × 14" (28cm × 36cm) 

painting. This fi ts nicely into a 16" × 20" (41cm × 51cm) 

frame.

And fi nally, I will cut the quarter sheet in half, to 

7½" × 11" (19cm × 28cm), for small, quick studies.

Different paper sizes: full sheet, 
half-sheet and eighth-sheet
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Week 26, Day 1

CELEBRATE!
Once a year we as Americans celebrate and refl ect 

on the freedoms that we have and share. One 

such freedom is the freedom to express yourself, 

whether that is through words, song or paint.

Celebrate the freedom you have by painting 

what is in your heart. As Albert Einstein said, 

“Everything that is really great and inspiring is 

created by the individual who can labor in freedom.”

Week 26, Day 2

COFFEE
Coffee granules can create interesting textures and 

allow you to achieve that perfect coffee color in 

a painting. Try it to get the graininess of wood or 

bark or for granules of mud and dirt. Be sure to test 

your coffee fi rst before you add it to your painting. 

Freeze dried is best and some brands work better 

than others.

WELCOME TO THE MILL
15" × 11" (38cm × 28cm) Painted coffee

More  Tex t u re  Techn iques
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Week 26, Day 3

WAX PAPER
Ordinary kitchen items can make excellent additions to your 

studio. Wax paper is one such item. It can produce patterns 

and markings on a watercolor that otherwise would be diffi cult 

to achieve. Adding the wax paper to wet paint can give the 

impression of stone-like structures, fi sh or rocks. To use wax 

paper, put a wash of paint down, and add the wax paper to the 

wet paint. Then add more saturated, thicker paint around the 

wax paper. Allow the paint to dry, and remove the wax paper. 

Wax paper was used in the painting Englishman River Refl ection 

to make the rocks under the surface of the water.

Week 26, Day 4

RUBBING ALCOHOL
Rubbing alcohol creates some unique effects that can be used 

in backgrounds and for patterns. The rubbing alcohol acts 

similarly to water when it is dropped into paint. It pushes 

the pigment away, but with rubbing alcohol, the reaction 

happens quicker and has more fi xed results.
ENGLISHMAN RIVER REFLECTION
15" × 11" (38cm × 28cm)

Wax paper effect

Rubbing alcohol effect
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Week 26, Day 5

ROCKS IN 
WATERCOLOR
Constructing effortless yet effective 

rocks in watercolor can be a simple pro-

cess. First, use granulating colors such 

as French Ultramarine Blue and Burnt 

Sienna (and remember they also make a 

fabulous gray).

Next, put down the color where 

you want the rocks. While the paint is 

still wet, scrunch up a piece of ordinary 

plastic wrap and place it in the paint 

(Figure 1). Let the paint dry (Figure 2). 

Then remove the plastic wrap. You now 

have the beginnings of your rocks.

Use the dark lines that the plastic 

wrap left behind to further defi ne the 

rocks with a darker mix of paint. 

Week 26, Day 6

PLASTIC WRAP TIP
As you are painting with plastic wrap, 

you might, at some point, frantically 

reach for your box of wrap 

only to have the roll come 

fl ying out, causing you to 

panic as you scramble to 

pick the roll up off the fl oor. 

It is very frustrating, and 

you wonder why it has to be 

so hard to get a little bit of 

plastic out of a box. 

Unbeknownst to many, there are tabs on the sides of the 

plastic wrap boxes that can be pushed in to keep the roll from 

fl ying out of the box, allowing your painting session to go 

much smoother. 

1

2
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CLIFFS OF RONDA
14" × 11" (36cm × 28cm)

Week 26, Day 7

STUDIO SECRETS #26
A question that Jenna in Idaho asked recently 

was,  “Can you mix watercolor and acrylic in a 

painting?”

The answer is: Of course!

With art, almost anything goes in the struggle 

to express our vision. Acrylic and watercolor 

work well together because they are both water-

based mediums. As previously mentioned, white 

acrylic paint works just as well as watercolor, if 

not betterin some situations. 

I know many artists and illustrators that 

use both mediums. Know, however, that some 

transparent watercolor societies and competitions 

accept only purely watercolor paintings (with no 

acrylic paint, gouache or ink). Other watercolor 

societies accept any water-based medium 

(including acrylic paint, watercolor and gouache). If 

you are interested in joining a watercolor society or 

competition, make sure you understand what they 

are looking for.

Each society has different rules and guidelines 

for submission and acceptance of work. These 

guidelines can usually be found on a society’s 

website or in a prospectus and are enacted by a 

board of members accomplished in the medium or 

watercolor.
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Week 27, Day 1

GET INSPIRED!
Getting out to visit local art fairs and 

festivals can be fun and creatively 

stimulating. There is so much inspiration 

to be found at these events. It is also 

a good way to meet other artists and 

connect with your arts community.

Week 27, Day 2

ANOTHER WAY TO CREATE ROCKS
Another way to make rocks in watercolor is to use a palette 

knife. Mix a variety of rock-like colors to a thick consistency and 

paint them where you’d like the rocks. Using the side of your 

palette knife, scrape away some of the paint, creating rocks and 

rock shapes.
Week 27, Day 3

BUBBLE WRAP
Bubble wrap can add some interesting elements to your water-

color painting. Paint the surface, and while the paint is still wet, 

press bubble wrap into the paint, and allow to dry. It does help 

to weigh the bubble wrap down with a book while drying.

Just imagine all the pattern possibilities that different-size 

bubble wrap has to offer. 

Palette-knife rocks

Bubble wrap effect

CATTLE POINT OAK
15" × 22" (38cm × 56cm)
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TUMULTUOUS SEAS
15" × 22" (38cm × 56cm)

Week 27, Day 4

STAMPING
A stamp is another tool to try when painting. Stamping 

can be used to create grass so you don’t have to paint every 

single blade. 

To make your own grass stamp, you will need a piece of 

illustration or mat board. Cut out a small square of the board, 

then use a craft knife to scratch in some grasslike blades. Add a 

piece of tape on the back to make a handle for the stamp.

Apply paint to your new stamp and use that to print the 

grass onto your painting. You can apply one color to the stamp 

or a variety of grass colors, such as yellow and green. Spritz the 

printed grass with water so it doesn’t look so contrived and 

more like a painting. Now you can give the impression of a 

whole meadow with just one stamp.

Stamping effect
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Week 27, Day 6

FERNS IN WATERCOLOR
Living in the Northwest, I see an abundance 

of ferns. There are so many that it can feel 

overwhelming when trying to paint a forest 

full of them. But ferns and other leaves can 

also be painted using stamps, thus allowing 

you to create a plethora of foliage without 

laboring over every frond. 

Week 27, Day 5

MORE STAMPING
Stamping is also a great way to create trees. 

Instead of scratching grass into the mat 

board, scratch some tree shapes. Apply some 

paint to the stamp and start stamping! Spritz 

with water and you have a forest of trees.

The background trees in the painting 

Forest Frills were made using a stamp. 

FOREST FRILLS
24" × 18" (61cm × 46cm)

G

e a pl

over every frond
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THE GUARDIAN
24" × 36" (61cm × 91cm)

Week 27, Day 7

STUDIO SECRETS #27 
Miriam in New York asks about stamping with 

watercolor. “Can you reuse a stamp on another 

painting at a later time or do you have to make a 

new stamp? How deep do you cut your stamp and 

how much paint do you load on the stamp?”

First of all, I have been able to reuse a stamp, 

but not for long as it will only last a few times 

of being loaded up with paint. I am usually 

able to use one stamp for painting. However, 

depending on the size of the painting, I may have 

to cut several stamps. If it is a smaller painting, 

I am able to save that stamp for another small 

painting. It is best to make the stamp out of 

illustration board instead of matte board if you 

want to reuse it often. It is best to make the stamp 

out of illustration board if you do want to reuse it 

more often.

Second, the deeper the stamp is cut, the more it 

shows the reverse of the engraved image and the 

more texture you will get. Play with cutting at differ-

ent depths to discover what you like. 

Finally, I fi nd that I do need to put quite a bit of 

paint on the stamp. It is best to test the stamp on a 

separate piece of paper before proceeding to your 

masterpiece.
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Week 28, Day 1

COURAGE
It takes courage to try something new or to move a painting 

forward. As Eleanor Roosevelt once said, “We gain strength, and 

courage, and confi dence by each experience in which we really 

stop to look fear in the face . . . we must do that which we think 

we cannot.”

Have some courage, go forth and paint!

Week 28, Day 2

A FAN OF A BRUSH
A synthetic fan brush works great for making grass. This brush 

can usually be found in the acrylic section of your local art store. 

The synthetic ones separate nicer than the real hair brushes, 

which makes for better grass. Load it up and see what the fan 

brush can do. 

Week 28, Day 3

BRUSHSTROKES 
Use directional brushstrokes to create the sense of movement.

Painting grass with a fan brush

Fan brush

Use directional brush

Fan brush
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Week 28, Day 4

CREATING LIGHT GRASS
In watercolor, you paint from light to dark. This is different 

than oil and acrylic. When painting grass in oil and acrylic, you 

can paint light grass on top of darker grass strokes. However, 

since you need to save light areas with watercolor, it is easier 

to think about painting the dark spaces between the grass 

blades instead.

First paint your lightest grass color, then load up your fan 

brush with dark paint and stroke it into the lighter areas. If you 

have a shadow area, like under a tree for example, paint the 

darker color of the shadowed grass, and pull that shadow color 

into the light areas with the fan brush.

Week 28, Day 5

ATMOSPHERIC PERSPECTIVE
Atmospheric perspective, also called aerial perspective, is 

the phenomenon that occurs when faraway objects take on 

atmospheric colors and start to fade. An object will lose color 

saturation and warmth as it gets farther away from the viewer. 

Thus it becomes more blue-gray and lighter in value.

This is most easily seen in photos and paintings of mountains 

and islands. However, the concept applies to all of your paintings. 

To indicate distance within a still life or even a portrait, paint the 

objects toward the back in lighter blue-gray tones. 

HILLS OF ANDALUCIA
11" × 14" (28cm × 36cm)
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Week 28, Day 6

CREATING DISTANCE 
WITH GRASS
When creating the sense of distance 

with grass, remember that things up 

closer will appear larger. The grass 

up close will be longer and taller. The 

strokes of grass will get smaller and 

smaller the farther back it goes. 

Eventually, the grass will just become 

color without any strokes.

SECRETS SHARED
21" × 28" (53cm × 71cm)

Week 28, Day 7

STUDIO SECRETS #28
Carlin in Utah asks,  “Who is your favorite artist, 

teacher and/or style of painting?”

I love watercolor, of course, and am attracted 

to it wherever I go. I do have many favorite 

watercolorists. They are John Singer Sargent, 

Winslow Homer and Andrew Wyeth. All of these 

artists are no longer living, but they have been 

huge infl uences on my work, and I consider them 

to be my favorite teachers. By studying their work 

and trying to reproduce what they have done, I 

have learned how to improve my own painting. 

I have also taken courses from current 

watercolorists to whom I feel a connection. These 

are usually not the artists who teach the latest 

trends but the ones with wisdom in which I truly 

wish to partake. These artists have mastered their 

craft and are willing to share their knowledge and 

love of the medium with me as well as others.

I believe it is important to fi nd a few artists 

who are passionate about their work and can be 

a motivation to you. Their work and inspired life 

can become exemplars for your own work. You will 

discover that there are things you can learn from 

these virtuosos that can be incorporated into your 

own vision and art. 
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CASCADIA
30" × 22" (76cm × 56cm)
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Week 29, Day 1

INSPIRATION STATION
Turn down the critic inside your head 

and turn up the inspirational thoughts. 

I call this your own personal Inspiration 

Station. Things always go better when 

you turn on the Inspiration Station.

To help fi nd that station, look for an 

amazing part of your painting that you 

really like and congratulate yourself for 

creating it. That was you who put down 

that gorgeous color, who captured that 

mood, or shaded that area perfectly. Once 

you acknowledge that, the critic will 

have to quiet down, and the rest of your 

painting will go much more smoothly.

Week 29, Day 2

SPRAY IT!
The best way to learn is through play. 

Have a little fun and play with your 

paint. One way I play is to use spray 

and squirt bottles to move paint 

around. The bottles I prefer for this have 

a dribbly type of spray as opposed to a 

soft mist.

RED HOLLYHOCKS
17" × 11½" (43cm × 29cm)
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Week 29, Day 3

PAINT GOES WHERE 
THERE IS WATER
The really cool part about spraying paint 

is that the paint will try to travel into 

areas where there is water. By spraying 

paint with a spitty spray bottle, you get 

drips and dribbles on your paper that 

the paint fl ows into. The white of the 

paper can be left without using masking 

just by judiciously spraying the paint. Do 

be careful! If too much water is sprayed, 

you’ll wet the whole paper, causing all 

your paint to mix into one great big wet 

conglomeration of color. 

Week 29, Day 4

SPRAYING THE EDGE
To get all those wonderful results and 

white spaces left behind when spray, you 

do need to consider a couple of things. 

First of all, I discovered that it is best 

to do this technique on paper that has 

not been soaked and stretched. Soaking 

your paper will take the sizing out of the 

paper. By leaving the sizing in the paper, 

the water and paint will skip across the 

paper, leaving behind white areas and 

creating some lacy effects. (Even though 

the paper isn’t stretched, you can still 

tape it down to keep it in place.)

Now spray the edge of the paint or 

puddle of paint. Spraying in the middle 

of a puddle of paint will only make the 

puddle larger and add more water to 

the paint that is already there. Spraying 

the edge will get it moving and help it to 

skip across the paper. 

HOLLYHOCKS
14" × 11" (36cm × 28cm)
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Big fl oppy brush for foliage

Week 29, Day 6

FUN FOLIAGE WITH A 
DIFFERENT BRUSH
Different-size brushes will create 

different-size splatters of paint. I like 

to use a big fl oppy brush to start off my 

splatters because the big drops of paint 

that result cover a lot of area quickly. 

Then I move to a smaller brush for 

smaller drops of different colored paint 

as the painting begins to dry. 

Experiment with what you have and 

see what works best for you and for 

your painting.

Week 29, Day 5

FUN FOLIAGE
There are several ways besides stamping 

to make foliage and leaves. One way is 

to splatter paint.

Load up your brush with different 

colors of paint. Tap the brush against 

another brush or stick. Be sure to get 

close enough to your paper that the 

paint lands on the paper. Be sure to 

protect the areas that you do not want to 

get splattered and messy.

This technique works best when 

done wet-in-wet with different colors 

of foliage.

SPRING IN VICTORIA
11" × 14" (28cm × 36cm)

Cat’s tongue brush
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THROUGH ROSE COLORED GLASSES
22" × 30" (56cm × 76cm)
(painted on Aquabord)

Week 29, Day 7

STUDIO SECRETS #29
A common question I receive from my students 

and my collectors is,  “What is Aquabord?”

Aquabord is a hard board coated with clay 

that is made by Ampersand. It is similar in texture 

to cold-press watercolor paper and accepts 

watercolor paint very nicely. There are a few 

differences between Aquabord and cold-press 

paper, though. The main difference is that the 

board surface is more workable than paper. This 

allows for the paint to be lifted much easier. This 

is obviously good for fi xing mistakes or to lighten 

an area. However, when layering large washes of 

color, it doesn’t seem to dry as evenly as paper. 

You need to make sure the area you are layering is 

completely dry before applying another glaze.

The color also appears more vibrant on the 

board than on paper. It is easier to achieve a 

brighter color and darker darks with fewer glazes. 

I also fi nd Aquabord has an appealing texture that, 

while similar to cold-press paper, is a bit pebbly, and 

that lends well to certain subjects.

Aquabord does accept masking fl uid as well as 

wet-in-wet painting. Painting on the Aquabord 

is not exactly like painting on paper but is pretty 

close. The best part about Aquabord is that if you 

seal it with a clear fi xative, it doesn’t need to be put 

behind glass. 
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Week 30, Day 1

PLAYING IT SAFE?

“ Being in sync with watercolor requires a confi dent hand 

and a willingness to be on the razor’s edge. If you crash and 

burn, so what? Surely, playing it safe won’t take you where 

you want to be.”

—Frank LaLumia

There is so much more to gain by taking a risk. After all, it is 

only paper, pigment and water.

Week 30, Day 2

SPONGING TREES
Yet another, and perhaps most common, way to create foliage 

is with a natural sea sponge. However, using a sponge can 

generate a contrived look by producing the same pattern of 

leaves over and over again. To avoid a look that’s too uniform, 

turn your sponge different ways and use different sides of 

it when applying the paint. This will help you make various 

patterns and shapes of leaves and foliage.

Week 30, Day 3

MORE SPONGING
Another way to break up the repetitive look of the sponge is to 

lightly spray the paint with water while it is still wet. This will 

cause some areas to merge and become soft, thus breaking up 

the pattern of the sponge. 

The background trees in Englishman River Refl ection (page 

111) were made with a sponge. Week 30, Day 4

PROTECTING YOUR PHOTOS
Sometimes when I paint from a photograph, I drop water 

or paint onto, inevitably, the most important part of the 

photograph. The photograph becomes discolored, or even 

worse, the color is removed completely.

As a beginner, I wasn’t sure how to complete the area 

where the photograph was ruined, and I would panic. Then I 

got smart.

Now I protect my photograph from this mishap by placing 

it in either in a zippered baggie or a clear plastic sleeve from an 

offi ce supply store. I can still see the photograph, and when I 

spill paint or water, it is easy to clean up.

Natural sponge
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Week 30, Day 5

EARTH PIGMENTS
Throughout history, paint has been made from natural earth 

pigments. These were ground into fi ne powder by artists or 

their apprentices and mixed with a binder to make paint. As 

technology advanced and chemists discovered synthetic forms 

of paint, we got away from natural colors. However, there is a 

resurgence in using natural pigments for paint. Some of these 

pigments make unique and gorgeous colors.

The most magnifi cent part of using natural pigments is 

the way they react to each other and to water in wet-in-wet 

painting. Watching how different pigments push and pull each 

other is like having a little science lab in your painting. Since 

some pigments are heavier than others, they will stay put while 

lighter pigments move through and around them, creating 

wonderful texture—the perfect texture for earth.

Detail of Grand Prismatic Pool (see page 128 for complete piece)

Earth tone Malachite Genuine
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Week 30, Day 6

GET MESSY
I enjoy watching someone paint who hasn’t yet discovered the joy of 

painting with wild abandon. They try to be so careful with the paint 

and panic if it splashes outside their comfort zone. I’m not sure why 

this is. Perhaps it is bad childhood memories and years of being told 

not to make a mess.

But sometimes making a mess is just what you need. It opens up 

the possibilities to what can be discovered and allows you to be in 

the moment of painting, when you are not worried about the mess 

around you. So give your imagination room to create and get messy.

And if you are worried about creating too much of a mess 

because you are in a small apartment or your kids will scold you, 

invest in a drop cloth or plastic tablecloth. Then don an old shirt or 

apron and let yourself go.

GRAND PRISMATIC POOL
25" × 40" (64cm × 102cm)

Week 30, Day 7

STUDIO SECRETS #30 
A question from Sharon in Victoria is, 

“What watercolor magazines would you 

recommend for a beginning watercolorist?”

There are a variety of magazines that 

provide how-to tips and articles as well as 

inspiration for artists of every level. I am a 

fan of Watercolor Artist magazine, pub-

lished by F+W Media, and to the plethora 

of resources connected to the magazine on 

the Artist’s Network (artistsnetwork.com). 

Another beautiful magazine full of 

inspiration is The Art of Watercolour. This is 

produced in France and is available in both 

English and French. It showcases the work 

of many international watercolor artists 

bringing watercolor to a whole new level. 

Finally, for those of you who enjoy art 

of any medium, International Artist features 

artists from around the world and provides 

step-by-step demonstrations. 
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Week 31, Day 1

LEARNING TO DRAW

“ Learning to draw is really a matter of 

learning to see—to see correctly—and that 

means a good deal more than merely looking 

with the eye.”

—Kimon Nicolaïdes, The Natural Way to Draw

Week 31, Day 2

LOOK AT YOUR 
SUBJECT OFTEN
Have you been painting a subject and then 

looked at your painting and wondered why it 

doesn’t look at all like your subject and what you 

were trying to paint? This might be due to forging 

ahead without really looking at and studying the 

subject as you continue to paint. 

The subject needs to be constantly observed. 

Keep it available to you at all times. Throughout 

the process, ask yourself questions like: 

What makes this object unique or what about 

this photo do I like? Is it the lighting? The compo-

sition? The contrast and/or color?

Does the fl ower have four or fi ve petals? Do 

the leaves have pointed or round tips? Are the 

angles sharp or more curved? 

Identifying these traits as you draw and paint 

will aid in the interpretation of what it is you want 

to express in your work.

Observe your subject constantly
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Week 31, Day 3

CREATIVE DECISIONS: DOES IT 
MAKE SENSE?
When we start on our painting journey, we want to 

paint everything—including everything in our photo. 

There are times when you need to ask yourself, what 

am I seeing here? Does it make sense? Will it make 

sense to the viewer? Does it add to the composition, 

mood, or story of the painting?

If it doesn’t make sense, you have the option of 

leaving it out of your painting or changing it to tell a 

better story. You are the artist, after all.

CHARCOAL STUDY OF PEACHES
11" × 14" (28cm × 36cm)

131

S4098_i_130_147.indd   131S4098_i_130_147.indd   131 10/24/16   9:13 AM10/24/16   9:13 AM



Week 31, Day 5

PRACTICE DRAWING
WITH A MARKER
I discovered long ago that when I sketch with a pencil in my 

sketchbook, I want to erase. And erase some more. I probably 

spend more time erasing than sketching. Then nothing 

gets drawn.

Does that sound familiar? If you are someone who spends 

all your time sketching with your eraser instead of your pencil, 

try sketching with a marker or a pen instead. The temptation to 

erase is no longer there. You are forced to commit to a line. This 

commitment can be such freedom. The more you commit, the 

better you will get.

I saw a huge improvement in my drawing skills 

when I gave up the pencil. I’m sure you will also.

Week 31, Day 6

DATE YOUR SKETCHES 
I discovered years ago how benefi cial it is to write the date on 

your sketches and possibly even a few thoughts about what you 

were doing or experiencing on those days. Either do this on the 

front or on the back of the sketch.

Week 31, Day 4

SKETCHING ACTIVITY GUIDELINE
It is recommend by the U.S. Department of Health and Human 

Services that a healthy adult engages in aerobic activity at least 

150 minutes each week. This works out to be just over 20 min-

utes per day. It is also suggested that by increasing this amount 

of exercise, more health benefi ts will be achieved. 

These are good guidelines that I feel can be applied to draw-

ing as well. By spending 20 to 30 minutes each day sketching, 

you can not only maintain but also improve your drawing skills. 

If you want to really improve your artistic skills, spend more 

than 30 minutes each day engaged in painting and/or drawing.

If you need to set a timer because you have an appointment 

or aren’t quite in the mood yet to draw, then do so. By setting 

a timer, you are dedicating yourself to that full 20 minutes of 

drawing and will not do anything else until you are done. After 

several sessions like this, it becomes a habit, and you will start 

to look forward to your drawing time. And if you have a hard 

time committing to a full 20 or 30 minutes, try doing two or 

three 10-minute sketches instead. 
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Week 31, Day 7

STUDIO SECRETS #31
This week’s question is from Nancy in Ottawa, 

Ontario. She says,  “I enjoy drawing detail but fi nd 

myself constantly trying to fi x my sketches. I can 

spend hours drawing before I even start painting. 

Is there an easier way to speed up the drawing 

process so I can get to painting sooner?”

Drawing is a very important skill to have if 

your painting technique is going to improve. It is 

the foundation to a good painting. It is especially 

important to have a good foundation in watercolor 

since the idea of repairing a watercolor gone 

wrong can be daunting. And the more detailed 

you want your painting, the more detailed your 

drawing will be. Thus, drawing will take longer. 

As with all skills that you wish to become good at, 

drawing takes practice and time. We don’t become 

maestros overnight.

However, there are a few things that can be done 

to speed up your drawing process and get you mov-

ing on to your painting. One option is to transfer an 

enlarged photograph to your paper using graphite 

paper rather than drawing the image freehand. 

Another option is to use a grid, drawn out on 

tracing paper, for your drawing. Suggestions for 

how to draw a grid are on pages 136–137. 

Both using a grid and transferring an image with 

graphite will actually help improve your drawing 

skills. In the meantime, practice drawing whenever 

you can.

Spend time sketching
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Week 32, Day 1

THE IMPORTANCE OF 
LEARNING TO DRAW
Drawing is the means to an end. As 

Betty Edwards, author of Drawing on the 

Right Side of the Brain, says, “By learning 

to draw you will learn to see differently 

and . . . become confi dent of the natural 

world, to awaken your eye to the lovely 

language of forms, to express yourself in 

that language.“

According to Edwards, it is also 

a good idea to learn how to draw 

realism. By doing so, you learn to see 

and observe more profoundly, you 

gain confi dence in your artistic skills, 

and your brain will approach problem 

solving more creatively. 

Week 32, Day 2

BLIND CONTOUR 
DRAWING
Blind contour drawing is an exercise 

that improves your hand-eye coordination. It is an activity that 

is often done in beginning drawing classes.

The concept of the blind contour is that you draw your subject 

without looking at the paper on which you’re drawing. You are 

to feel the subject with your eyes as you draw it, matching your 

eye movement with your pencil movement. The contour is the 

outline or main lines of the subject, thus no shading is required. 

To do blind contour, set up an object or two in front of you. 

Place a piece of paper on the table for drawing and another 

piece of paper over your hand. Follow the contours of the 

objects with your eyes as you slowly draw on the paper. Since 

you are drawing slowly, the top sheet of paper won't inhibit 

your drawing and may even help you slow down and really 

look at the object. Do not lift your pencil as you do this. If you 

have to go back over an area, do so without lifting the pencil. 

Do not be tempted to look at your drawing until the end. 

As you continue to practice blind contour drawing, you will 

notice an improvement in your illustrative skills. 

A drawing of my grandmother
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Week 32, Day 3

MODIFIED BLIND
CONTOUR DRAWING
Modifi ed blind contour is similar to the blind contour exercise, 

but you allow yourself a couple of peeks during the process. 

These glances are to reorient yourself and your drawing tool 

as you examine relationships of size and proportion. Modifi ed 

blind contour drawing strengthens your observation skills, 

connecting them to your drawing skills. 

As you become more accustomed to this method, you will 

realize how valuable this application of observing is when it is 

time to create your masterpiece.

Blind contour 
drawing
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Week 32, Day 4

AN EASY WAY TO DRAW 
IN PROPORTION
Proportion can be a diffi cult concept to 

grasp as you are drawing. This is especially 

true if the mathematics of it eludes you. 

Fortunately, there is an easy way to enlarge 

and draw in proportion if you are drawing 

from a photograph or a sketch. And it 

doesn’t require math, which is even better.

First, take your photograph and draw 

a diagonal line from the lower left corner 

to the upper right corner (Figure 1). Next, 

place a piece of tracing paper over the 

photo and draw the side and bottom 

edges, extending the lines out. This cre-

ates two lines that are perpendicular to 

each other.

Now draw another diagonal line from 

the lower left corner to upper right corner 

of the photo and extend it out further onto 

the tracing paper (Figure 2).

Then determine the height (or width) 

that you want your fi nal painting to be. 

Draw a line from that height over to meet 

the diagonal line (Figure 3). Where that 

line meets the diagonal line, draw another 

line down (Figure 4). This will be the size 

of your fi nal image and is in proportion 

to your photograph, allowing for a more 

accurate drawing.

What is great about this method is 

that you can extend the diagonal line out 

further and make the drawing as large as 

you wantwhile keeping it in proportion to 

the photograph.

1 2

3 4
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Week 32, Day 5

DRAWING FROM A GRID
When I was fi rst introduced to a grid, it was the type with 

little squares. I understood the concept but still struggled with 

drawing accurately and the mathematics of it, so I quickly 

abandoned the grid. Then a friend of mine introduced me to a 

much better grid. A whole other world of drawing opened up 

for me.

This grid starts with how you start to draw your photograph 

in proportion to your future painting. Using that same piece of 

tracing paper from the previous page, you will draw another 

diagonal, making an X (Figure 5). At the same time, you will 

draw an X on your photograph.

Then you will draw intersecting horizontal and vertical lines 

through the middle of the X on both the drawing paper and 

photograph (Figure 6). Now your paper and photo is divided 

into four rectangles. These rectangles are then divided further 

by adding another X and intersecting horizontal and vertical 

lines to each one.

Each of these rectangles can again be divided up into 

smaller ones in the same way (Figure 7). You can get as small as 

you want if you need to capture more detail. You can also label 

the boxes with letters and/or numbers to help remember what 

part of the grid you are drawing. 

I found this grid easier to follow than the squares because I 

was able to see negative spaces and angles better, thus produc-

ing a better drawing. 

5 6 7

137

S4098_i_130_147.indd   137S4098_i_130_147.indd   137 10/24/16   9:14 AM10/24/16   9:14 AM



Week 32, Day 6

MAKE YOUR OWN LIGHT TABLE
Light tables are a great tool to use to transfer images onto 

watercolor paper. They can also be costly and take up a lot 

of room.

When I am in need of a light table for a large sheet of 

watercolor paper, I just make my own. This can be done easily 

if you have a kitchen or dining table that splits to accommodate 

a leaf. Split the table (leaving the leaf out) and lay a piece of 

clear acrylic (the kind available at most hardware stores) over 

the open area. Place a lamp on the fl oor underneath the clear 

acrylic and turn the lights down low. Then tape your enlarged 

drawing or photograph onto the clear acrylic. Place your water-

color paper over the enlarged drawing and trace the image onto 

the watercolor paper before you begin to paint. 

Week 32, Day 7

STUDIO SECRETS #32 
Chris from Ohio asks,  “Do you have a list of books 

that you recommend for beginning watercolorists?”

There are so many wonderful watercolor books 

out there, but there are a few that I recommend to 

my students. Here is the list:

 » How to Make a Watercolor Paint Itself by Nita 

Engle—This book is one that I refer to the 

most in my classes. It has so many useful 

techniques, and Engle really shows how 

to use the natural properties of water and 

paint to your advantage.

 » Watercolor: Painting Outside the Lines by 

Linda Kemp—This is my favorite book for 

teaching and understanding the concept of 

negative painting—that is, painting objects 

by painting the space around them. Since 

watercolor uses so much negative painting, 

it is a good concept to grasp.

 » Watercolor Basics: Let’s Get Started by Jack 

Reid—Reid shows in simple steps how to 

paint in watercolor. This is demonstrated 

in everything from how to stroke the paint 

on with a brush to how to complete a simple 

painting.

 » Painting Beautiful Watercolors from 

Photographs by Jan Kunz—This book is 

wonderful for showing how to set up a 

simple still life and photograph it. Kunz also 

shows how to create different compositions 

from a single photograph.

 » Splash: The Best of Watercolor edited by 

Rachel Rubin Wolf—There are many books 

in the Splash series, published since 1991. 

Although they are not technically how-to 

books, the series has inspiration that covers 

all genres of watercolor. It explores and 

highlights the many possibilities present in 

this amazing medium. 
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Finished grid with drawing

TENDER HEARTS
20" × 16" (51cm × 41cm)
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Week 33, Day 1

WHAT IS PAINTING?
Painting is but drawing with color.

Week 33, Day 2

PRACTICE MARK
MAKING
It is always fun to see what your brush 

can do. Practice making marks with 

different brushes to see what a single 

stroke will do. Sometimes there is 

beauty to be found in a single mark of 

the brush.

Week 33, Day 3

PUT A FINGER ON IT 
Sometimes when I am painting an 

image with loads of detail and exacting 

requirements, I tend to lose my place in 

the photograph. In order to keep myself 

from getting lost, I put my fi nger on 

the spot in the photograph that I am 

painting. That way my eye travels easier 

and faster between photo and painting. 
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Week 33, Day 4

LIGHTEN UP
Sometimes when you are painting, you put your paint down 

onto the paper and realize it is too dark. Instead of panicking 

and dabbing it with a paper towel, just add water. Quickly dip 

your brush into your bucket or grab another wet brush and add 

water to the paint on the paper. This will lighten the color. 

RED BREASTED NUTHATCH
7" × 11" (18cm × 28cm)
(painted in pen, ink and watercolor)
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Week 33, Day 5

WATER WASHES AWAY
Water washes away most mistakes. As long as the paper and/or 

paint are wet, water can wash away unwanted dribbles, drips and 

strokes of bad judgment. Remember to keep a spray bottle handy 

to help wash those mistakes away.

Week 33, Day 6

PAINTING UPSIDE DOWN
A common drawing exercise in most art courses is to practice 

drawing upside down. This is done so your mind separates 

what it thinks it sees from what it actually does see. It will focus 

down this value, and color much better if it doesn’t know what 

it is you are painting. There is another reason to paint upside 

down, and sideways, and sometimes from all directions. I will 

often paint upside down when I have something to paint in the 

far left corner of my painting.

You see, I am right-handed and keep all my paints and 

water container on the right side of the painting. So when I 

turn my painting upside down, I protect my paper from drips 

and dribbles and prevent my arm from overstretching and my 

sleeve from picking up wet paint.

The most important thing to remember when painting 

upside down: Turn your photo reference upside down to match 

the painting!

Week 33, Day 7

STUDIO SECRETS #33
Nada from Saanich, British Columbia, says,  “I usu-

ally divide my watercolor paper in half and quarter 

sheets, but what is the best way to divide my paper 

so it fi ts into standard size frames of 8" × 10" (20cm 

× 25cm), 11" × 14" (28cm × 36cm) and 16" × 20" 

(41cm × 51cm)?”

That is a good question. 

Take a sheet of 22" × 30" (56cm × 76cm) 

watercolor paper and measure 16" (41cm) along 

the long edge. Cut at this mark to get two sheets, 

one that is 16" × 22" (41cm × 56cm) and one that 

is 14" × 22" (36cm × 56cm). Now divide the 14" × 

22" (36cm × 56cm) in half along the long edge to 

make two sheets that measure 11" × 14" (28cm × 

56cm). Take the 16" × 22" (41cm × 56cm) piece of 

paper and trim 2" (5cm) off the long edge to make a 

sheet that is 16" × 20" (41cm × 51cm). This 2" (5cm) 

piece can become a test strip for color or other 

experiments. 

You can use the 16" × 20" (41cm × 51cm) sheet 

to paint on or divide it in half each way to make 

four 8" × 10" (20cm × 25cm) sheets of paper. 

When painting on any of these size sheets, don’t 

tape the front, as the white border will be visible 

when you put your painting in that standard size 

mat and frame. 
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30" (76cm)

16" (41cm) 14" (36cm)

22" (56cm) 22" (56cm)

16" (41cm) 14" (36cm)

14" (36cm)

14" (36cm)

14" (36cm)

20" (51cm)

2" (5cm)

2" (5cm)

11" (28cm)

11" (28cm)

11" (28cm)

11" (28cm)

8" (20cm) 8" (20cm)

10" (25cm)

10" (25cm)
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Week 34, Day 1

PROGRESSION
It’s about progression, not perfection.

Week 34, Day 2

OPENING A STUBBORN 
TUBE OF PAINT
If you haven’t used your watercolors recently, you may notice 

that some of the tubes refuse to open. This is because the paint 

has dried in the cap, making it diffi cult to get the top off. 

Soaking the tube in water will sometimes soften the paint 

enough to screw the top off. There are times, though, that the 

cap still refuses to open. You twist and twist until the tube feels 

like it will split. 

Before this happens, try using a rubber jar opener or gripper. 

Squeeze the tube of paint from the bottom, pushing the paint 

toward the top (like a tube of toothpaste). Then use the rubber 

gripper to open the paint. 

Week 34, Day 3

PAINTING UPRIGHT
Painting at an easel seems to be a scary prospect to most 

beginning watercolorists, but I highly recommend it. It allows 

you to get in close and quickly back away to see if the painting 

is working as a whole. It keeps you from getting hyper-focused 

on one area and forgetting about the rest of the painting.

Painting upright also feels freeing when you want to do big, 

broad strokes. It is easier to dance around the painting as you 

quickly put in color.

If you have a hard time standing for long periods of time, 

get yourself one of those plush stool-like chairs that allows you 

to adjust the height. Mine has wheels so I can roll it around my 

studio when I grow weary of standing or if I ran too far that 

morning. Plus it spins in circles.

The position of the painting on page 145 as I was working on it

Rubber gripper used to open bottles and jars
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LOWER FALLS OF THE YELLOWSTONE
60" × 42" (152cm × 107cm)
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Week 34, Day 6

PROTECTING THE 
PAINTING
Lay a piece of copier paper or tracing 

paper over the dried part of your paint-

ing you are not working on to protect it 

from water drops and smudges. 

Week 34, Day 4

DOES YOUR PAINT BEAD UP 
TOO MUCH?
Sometimes when you get a brand-new beautiful palette, the 

surface will be so slick that the paint beads up. When it does 

this, it is hard to see if you’re mixing the paint in the color and 

consistency that you want.

If this happens, roughen up that palette a bit. Use a sponge 

or some sandpaper and rub it over the surface to give it 

some texture. Now the paint will catch in the grooves 

instead of beading up.

Week 34, Day 5

GO AT YOUR OWN PACE
Don’t rush the creative process.
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ATHENA
Watercolor and pencil
18½" × 30" (47cm × 76cm)

Week 34, Day 7

STUDIO SECRETS #34
Barbara from Sidney, British Columbia, says 

that she loves the deckle edges of handmade 

watercolor paper. However, it is diffi cult to 

tear. She asks if there is a way to tear the 

watercolor paper so it still appears to have a 

deckle edge. 

Yes, Barbara, there is. Handmade paper 

usually has fi bers that are longer and tougher 

than mould-made paper, thus making it more 

diffi cult to tear. I have found that by wetting 

the side that I want to tear and using a metal 

ruler, I am able to tear away the paper, giving 

the edge a deckle look.
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Week 35, Day 1

THINK POSITIVELY
Over the next few days you will be learning how to do negative 

painting. The key to this is to think positively while you are 

painting negatively. Just like the Little Engine That Could, chant 

to yourself, “I think I can, I think I can, I think I can!” Before you 

know it, you can!

Week 35, Day 2

PAINT NEGATIVELY
Painting in watercolor requires that you save your whites and 

your light areas. Since white is not used to lighten a color, 

you end up painting from light to dark. Usually this requires 

painting around your light areas. Negative painting is where, 

instead of painting the object (also known as positive painting), 

you paint outside or around the object. It is also painting the 

spaces between objects. When you paint around your light 

areas, you may already be doing a type of negative painting. 

Watercolor depends greatly upon this concept of negative 

painting as you paint around the light areas. Once you 

consciously grasp this concept, your watercolor painting will 

signifi cantly improve.

Negat ive  Pa in t ing 

and  Mus ica l  Mat t e r s

Painted rock examples
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Week 35, Day 3

AN EXERCISE IN NEGATIVE
PAINTING: DAY 1
Negative painting can be a diffi cult theory to grasp at fi rst. 

However, this exercise of painting rocks should help you 

become more familiar with the concept. 

First draw several rock-like shapes. These shapes will be left 

as the white of the paper. Next, mix up some nice juicy color. This 

can be one color or a combination of colors that you may want to 

paint wet-in-wet. It is easiest to stick to analogous colors (colors 

that are next to each other on the color wheel). The color needs to 

be on the lighter end of the value scale to make it easier to build 

up the color as you continue with the exercise. Start by painting 

one or more of the colors around the rock shapes, leaving the 

rocks white. Let the painting completely dry. 

Week 35, Day 4

AN EXERCISE IN NEGATIVE
PAINTING: DAY 2
Now that your painting has dried, it is time for the next step.

Draw in some more rock shapes. Place these shapes 

underneath the fi rst white rock layer or elsewhere. However, 

this second layer of rocks should not touch or overlap each 

other. Using color that is slightly more saturated (darker in 

value) than the fi rst layer, paint around and outside the white 

rocks as well as the next layer of rocks.

Let this new layer of paint dry.

Negative Painting Day 1

Negative Painting Day 2

Drawn rocks
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Week 35, Day 5

AN EXERCISE IN NEGATIVE
PAINTING: DAY 3
After the second layer of paint is dry, draw a third layer of rocks. 

Again, place this layer underneath or around the fi rst two layers 

of rocks, but these new rocks also should not touch. Continue 

to paint around all the layers of rocks. The color you use should 

be more saturated and darker in value than the fi rst two layers 

of juicy color.

Week 35, Day 6

AN EXERCISE IN NEGATIVE
PAINTING: DAY 4
Today you will no longer think of just painting around the rock 

shapes, you think about painting the spaces between the rocks. 

As you do this, the shapes of the rocks become less complete. 

The spaces start to look like you are painting little triangles, 

diamonds and other polygonal shapes. They look like they are 

underneath the fi rst rocks that you drew. 

For this layer, make a nice rich dark using your primary colors, 

including the colors that you used in the fi rst washes. Remember, 

you are painting outside or around all the rocks layers.

Now you have a painting of rocks done negatively. This 

concept can be further applied to any number of subjects. Try 

leaves, fl owers or even birds by layering shapes and paint-

ing the spaces between those shapes. Negative painting gets 

easier with practice and will fl ow into all other areas of your 

artistic practice. 

Negative Painting Day 3

Negative Painting Day 4
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SEPTEMBER WRENS
14" × 20" (36cm × 51cm)

Week 35, Day 7

STUDIO SECRETS #35
I once met another artist who asked me, “Are you 

a self-taught artist?” I replied, “What is a self-

taught artist? Are not all artists self-taught?”

I feel that, in art, as in most aspects of life, it 

doesn’t matter how much we are told how to paint; 

we don’t learn until we apply that knowledge. It is 

up to you to apply the knowledge. It is about your 

own motivation and desire to learn. It is about your 

own hard work and perseverance. No one else but 

you can do that.

The properties of watercolor (and any other 

medium) are never fully understood until you 

actually paint in it. You can sit in class after class 

about watercolor but the “Aha!” moments don’t 

happen until you try what you’ve learned. This can 

happen in a university classroom, a workshop or in 

your studio at home.

The teaching and the learning happen as you are 

doing. You will always be learning if you are doing. 

And through all my own learning, I have discovered 

that painting has taught me more about myself 

than I have taught myself about painting. 
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Week 36, Day 1

THE SPACES IN BETWEEN
Like the spaces in negative painting, the spaces between 

painting sessions can be just as important as when you are 

painting. Don’t worry if you aren’t able to paint at the moment. 

This is the time to meditate, ponder, refl ect and gather research.

You are simply fi lling your bucket and getting yourself ready 

for when the time comes to paint.

Week 36, Day 2

KEEPING YOUR HAND STEADY
When trying to keep your hand steady while painting, it is 

easier to do so if you gently rest a fi nger or the side of your hand 

on your painting.

GREAT BLUE HERON
14" × 21" (26cm × 53cm)

Steady your hand with your pinky fi nger
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Week 36, Day 3

PAINTING A STRAIGHT LINE
A great way to paint a straight line is to use a piece of cardboard 

as an edge. It works better than paper or a ruler because the 

cardboard soaks up the paint, instead of allowing the paint to 

pass under it. It even works better than masking tape because 

sometimes the tape won’t stick, or it sticks too much.

Week 36, Day 4

CHASING A BLOOM
Sometimes as you are painting, you start to watch a bloom or 

blossom spread over your paper in the wrong place. This might 

put you into a panic, and you quickly grab your wet brush and 

dab at it, hoping that adding more water will make the bloom 

go away.

But that’s not the case. It just makes it worse!

Instead of grabbing a wet brush, grab a soft, dry hake brush. 

Gently brush over the bloom to help evenly distribute the 

water that is already on the paper. The brush will also gently lift 

some of that excess water.

It is best to catch the bloom while it is still growing. Once 

the paper becomes too dry, the bloom is harder to fi x. 

Week 36, Day 5

DON’T TAINT THE PAINT!
When I pour paint, I usually use three primary colors: red, 

yellow and blue. I dilute these three colors and place them into 

individual containers for pouring. If you are like me, you don’t 

want to have tubs of clean water all over the place where they 

are likely to get in the way or spill; you also don’t want to have 

three different brushes to mix with.

So, when mixing paint into liquid form, start with yellow, 

since yellow (or your lightest color) is the easiest color to taint. 

Mix it using clean water and a clean brush. Then move to red 

and fi nally blue. 

If the water is yellow or a bit of yellow is stuck in your 

brush, it won’t matter much when mixing it into a darker color. 

However, if you start with blue and then move to yellow, you 

may end up with green instead. 

Use cardboard to paint a straight line

Catch a bloom while it is still growing
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COLORFUL FRONT STREET
21" × 14" (53cm × 36cm)
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Week 36, Day 6

ENHANCE, EMBELLISH 
AND EVEN EXAGGERATE
At times this is what an artist must do to 

tell the story better.

Week 36, Day 7

STUDIO SECRETS #36 
When I teach pouring watercolor classes, I always 

have a couple of students hold up their paint pots to 

me and ask,  “Is this the right color?” But what they 

are really asking is, “Is this the right value?”

It is diffi cult to tell what value a color is just by 

looking at it mixed up in your little container. The 

only way to know if you have the right value is to test 

it on a scrap piece of watercolor paper. If it is too light 

in value, add more paint. If it is too dark, add 

more water.
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Week 37, Day 1

ENTERTAIN THE 
CREATIVE GENIUS
As mentioned at the beginning of 

this book, when you are ready to 

paint, your creative genius might 

show up in your studio or it 

might not. 

When that creative genius does 

decide to come into your studio, 

make sure you entertain it. Think 

of it as a guest coming to stay for 

the afternoon, and if you are lucky, 

for the whole day or longer. What 

do you normally do when a guest 

arrives at your door? 

Most of us make time for our 

guests. We clear our schedules. We 

don’t answer the phone. We don’t 

make other commitments. We 

ignore Facebook posts. We excuse 

ourselves from doing all those things because our guest needs 

our attention. The guest has arrived, and we will entertain and 

be entertained, as well.

I know it can be hard to entertain certain guests, but think 

of the creative genius as your favorite guest. It is your best 

friend, and it has arrived at your door. If you make time for that 

creative genius of a guest, it will continue to be your best friend 

and will be there for you when you need it the most. 

Week 37, Day 2

WARM AND COOL COLORS
When artists speak of warm and cool colors, they are speaking 

of the way a color makes you feel and of how a color is 

perceived in a painting. 

Warm colors are usually associated with the sun and heat. 

Cool colors are associated with ice or cold. Therefore, we 

immediately think of the warm colors as being yellow, orange 

and red. Cool colors are greens, blues and purples. 

Warm colors are also perceived as coming forward or closer 

to you, creating a cozy feeling. Cooler colors recede and pull 

away, creating a distant feeling. 

Knowing this, you can plan your painting better. Since 

warm colors tend to come forward, they work well in a focal 

point, as they jump out and hug the viewer, demanding 

attention. Cool colors draw back, keeping their distance; they 

are best left to the edges of the painting where they quietly wait 

to be noticed. 

SEGO LILY
11" × 14" (28cm × 36cm) 
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Week 37, Day 3

SHADES OF WHITE
Not all whites are the same. There is ghost white, ivory white, 

antique white and snow white. Then there are warm whites, 

cool whites, off whites, and many other shades—or rather, 

hues—of white.

It can be diffi cult to paint these whites and to separate one 

white from another. A general rule of thumb is to remember 

that warm colors come forward and cool colors recede. With 

that in mind, add a bit of warmth to your white in an area that 

you want to come forward. Add cool colors to the white that 

you want to recede or move into the background.

Week 37, Day 4

THE PING-PONG EFFECT
Having too much white (meaning the white of the paper) 

throughout a painting creates what I like to call a ping-pong effect.

The white of the paper attracts the viewer’s eye. It can be 

distracting to the viewer if there are too many whites that are 

all the same white. The eye will ping-pong around the painting, 

not knowing where to land.

It is best to place your whitest white in, around or near the 

focal point. All other whites should contain a tint of color to 

keep the eye from being distracted and keep it directed toward 

the focal point.

ENCHANTED IRIS
14" × 21" (36cm × 53cm)
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Week 37, Day 5

AVOID WHITE NEAR 
BORDERS
The whitest white should not be within 

1 inch (25mm) of the border. Whites this 

close to the border will lead the viewer’s eye 

out of the painting and into the next one. 

You want to keep the viewer’s eye within 

your own painting as long as possible.

NARCISSUS
15" × 11" (38cm × 28cm) 
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Week 37, Day 6

STAINING THE PAPER
When painting a white object, you may notice that the white 

has many different shades that range from light to dark values 

depending on the light source. However, it can be easy to lose 

that lovely white by going too dark too fast. Sometimes the 

white of the paper just needs a very pale stain or glaze of color 

over it to give it a hint of warmth or a hint of cool. 

I like to think of this stain or glaze of color as a weak tea, like 

when you have barely dipped your tea bag into the water. The 

glaze should be the color and consistency of weak tea, so it just 

barely stains the paper.

It is always easier to gradually go darker with more glazes of 

thin color if you need to. It is more diffi cult and more work to 

get the white of the paper back once you’ve gone too dark.

Week 37, Day 7

STUDIO SECRETS #37
Lynn, a watercolor enthusiast, asks,  “When do 

you make the leap to call oneself an artist?” 

That is a wonderful question.

I recently came to the realization that I am an 

artist and have been my whole life. Since that real-

ization, I have embraced the artist that I am and 

have noticed that we all have an artist within us.

Art comes in many forms, and you probably 

embrace many of them without realizing it.

It can be in something as simple as the way you 

look at an object; it can be in being a professional 

artist, and it can be everything in between. Art is 

but a form to capture your personal world and 

experiences. It is another way to express ourselves.

As German artist Joseph Beuys once said, 

“Every man is an artist.” Pablo Picasso even said, 

“Every child is an artist. The problem is how to 

remain an artist once he grows up.” I believe that 

the child-artist within us gets scared and hides as 

we age. It takes nurturing and a little care to bring it 

forth. (Sometimes pretty colors or shapes help, too.) 

It also takes some confi dence to say that you 

are an artist. Yet, you are already an artist. Just call 

that artist forth! Embrace the artist! Wear a beret if 

you have to. Give your inner artist that permission 

it needs to be an artist and to no longer hide inside 

of you. Go ahead and announce it to yourself, your 

loved ones and the world: I am an artist!
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Week 38, Day 1

THE SECRET TO PAINTING

“ The only secret I have got is damned hard work. I know 

of no genius but the genius of hard work.” 

               —J. M. W. Turner 

Week 38, Day 2

DO YOU TASTE COLOR?
Synesthesia is a fascinating neurological condition where 

sensory pathways in the brain cross and the senses become 

mingled. In other words, sight can cross with the sense of smell, 

touch, hearing and/or taste. It is a rare occurrence, but there are 

some people who can taste color when they see it.

Then there are others (most of us) that associate a color 

with a certain taste based on experiences. I fi nd certain colors 

extremely yummy, making me hungry and wanting more. This 

might explain why I enjoy food so much, or maybe why I love 

to paint. 

So when you see a color, can you taste it? If so, what does it 

taste like?

Week 38, Day 3

WHAT SOUND DOES COLOR MAKE?
Synesthesia cannot only cause you to taste color, but it might 

cause you to hear a color. This type of synesthesia is called 

chromesthesia. People with chromesthesia perceive color 

spontaneously and without effort while listening to music. 

Although you may not perceive color this way, try to listen 

with your eyes the next time you listen to music and see if 

certain notes suggest color. 

Week 38, Day 4

WHAT DOES A SOUND LOOK LIKE?
After considering the color of music and/or a particular note 

or chord, consider what that sound would look like. Isolate 

a familiar sound (rain, wind, a bell) and try to paint what it 

sounds like.

What color would it be? What shape would it take? How big 

does the sound need to be on your paper? 

This fun exercise will heighten your awareness of the 

connection between the auditory and the visual, creating some 

exciting experiences for you and your viewer. 

The sound of rain
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Week 38, Day 5

PAINT A COMPOSITION
Wassily Kandinsky, a pioneer of nonobjective and abstract art, 

was deeply infl uenced by the power of music. In fact, it was 

Richard Wagner’s music that convinced Kandinsky to devote 

his life to art. 

Of Wagner’s music, Kandinsky said, “The violins, the deep 

tones of the basses, and especially the wind instruments at 

that time embodied for me all the power of that pre-nocturnal 

hour. I saw all my colors in my mind; they stood before my 

eyes. Wild, almost crazy lines were sketched in front of me. I 

did not dare use the expression that Wagner had painted ‘my 

hour’ musically.”

It was then that Kandinsky realized that a painting could 

have powers equivalent to those of music. Kandinsky spent 

most of his artistic life translating music into art. These paint-

ings went beyond just applying a color to a note or a sound. 

These paintings became a musical score.

COMPOSITION 6
 Wassily Kandisky

77" × 118" (195cm × 200cm)
(See page  223 for credit  information.)

Before I knew the history of Kandinsky and his synesthesia 

of music and visual art, I held the belief that well-done abstracts 

are musical. Perhaps there is something to that after all.

If you are an abstract artist or wish to venture into it, this 

might be a good exercise for you to try. Figure out what color 

several notes in a musical composition would be to you, then 

try to combine those notes into a painting. Consider the colors 

that signify a high pitch and those that represent a deep chord. 

Listen to the music with your eyes closed and see the colors in 

your mind’s eye. Where are they placed? In front of you or off 

to the side? Is the sound demanding all the viewer’s attention 

or is it soft and subtle, supporting a larger sound? What would 

it look like if you combined these colors into a painting? Would 

the painting refl ect the notes and the musical score?

Then let the colors fl ow out of your brush as if you are 

creating the music. It will become your visual account of your 

auditory adventure.
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Week 38, Day 6

DOES YOUR PAINTING HAVE A
THEME SONG?
With the concept of synesthesia and the connection between 

music and painting, you now see the infl uence music might 

have on your painting. Although Kandinsky painted music in 

an abstract form, the mood that music creates can affect more 

realistic paintings as well.

When thinking about your painting, consider choosing 

a theme song or genre of music to help capture a mood. For 

instance, in my paintings of  Yellowstone, I knew that I wanted 

epic paintings to portray how grand and epic Yellowstone 

National Park is. Knowing this, I purposely listened to epic 

CLEPSYDRA GEYSER
32" × 40" (81cm × 102cm)

music, the kind written for movies that makes you feel like a 

superhero or an adventurer discovering new lands. I listened 

to only this genre of music while painting this series. I even lis-

tened to it when thinking about painting while walking the dog 

and doing housework. In fact, I am listening to it as I write this 

entry. I like to think the music worked to effect the paintings, 

and I hear the music whenever I view them.
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SPRING THAW
11" × 14" (28cm × 34cm)

Week 38, Day 7

STUDIO SECRETS #38
Robert from Victoria, British Columbia, asks,  

“How would you create the effect of ice in 

watercolor?” 

I like to use white watercolor or gouache to 

create the illusion of ice. White watercolor is an 

opaque paint that, when glazed over an area in your 

painting, will give that area an opacity similar to 

ice. Applying a thin layer of white watercolor to a 

window will also create the illusion of glass.
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Week 39, Day 1

CAPTURING MOOD

“ Watercolor, with all its subtle color and value gradations 

and its many welcome surprises, is the perfect medium for 

capturing mood.” 

—Ray Hendershot

Week 39, Day 2

COLOR AFFECTS MOOD
We all know that color can represent and affect mood. Blue 

usually signifi es sadness, and orange is bouncy and happy. Try 

creating your next painting with colors that represent how you 

feel and the mood you want to portray to your audience. By 

changing the color in your painting, you can change the mood.

Week 39, Day 3

COLOR CHORDS
Watercolorist Judy Morris fi rst introduced the term “color 

chords” to me many years ago. The concept is to use colors 

that work well together in a painting to represent a mood. Her 

term for this concept goes well with my belief that well-done 

paintings have a musical quality to them. 

Instead of using the colors that occur in your photo, try a 

color chord. Color chords are similar to musical chords. They 

are different colors (like notes) that, when used together, 

become a harmonious and pleasing combination. These color 

chords can be found anywhere: a piece of fabric, a photograph 

from a magazine, even another painting. Once you decide on 

the color chord and mood you want to express, try to use those 

colors in your painting. 

Week 39, Day 4

COLOR CHORD CHART
Once you have found a color chord that you like, fi gure out 

how to achieve those colors with the paints in your palette. 

Using a scrap piece of watercolor paper, mix and test different 

color concoctions to match the colors in your color chord. Make 

sure you label how you mixed those colors, because if you are 

like me, you will forget.

Creat ing  Dynamic  Pa in t ings
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GOLDEN GLOW
10" × 14" (25cm × 36cm)

Color chord used for 
Golden Glow
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Week 39, Day 5

FOCAL POINTS
The focal point is the part of the painting that you 

want your viewer to witness fi rst or focus on. It is 

what the narrative of the painting is all about. It is 

the main character. Everything else in the painting is 

like a cast of characters that support or add to the main 

character in the story. 

ROSY GLOW
10" × 14" (25cm × 36cm)

is

main 

Color chord used for 
Rosy Glow
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Week 39, Day 6

KEEPING THE VIEWER’S EYE 
WITHIN THE PAINTING
When trying to assess if your painting is working, track 

the movement of your eye. Make sure it stays within 

the painting and isn’t being led off the paper. It should 

be led around the painting and back to the focal point. 

Usually your eye will enter a painting from the bottom 

and move up to the right. It will be attracted to contrast, 

warm colors, soft edges and subdued colors. If your 

eye keeps going to a section other than the focal point 

or is moving out of the painting, there may be some 

adjustments that need to be made. Your eye needs to 

keep going back to the focal point. You also want the 

viewer’s eye to stay in your painting and not have it go 

into the painting next to it.

UNITY
30" × 22" (76cm × 56cm)

Week 39, Day 7

STUDIO SECRETS #39
This week’s question comes from Jane in 

Vancouver. She asks, “Do I always need a light 

source and shadows in every painting?”

The answer is that it depends on what you 

want to say.

Most images already have a light source or sev-

eral light sources. Even photos taken with a fl ash 

have a light source. The fl ash tends to wash things 

out, making some colors and values more even 

and making objects appear fl at. Multiple light 

sources can cause confusion and dilute the mes-

sage, unless the confusion and business of several 

light sources is what you want to portray.

Some paintings do have a diffused light source, 

such as rainy or foggy scenes. Others may have 

a scattered light source, such as a sun-dappled 

garden.

However, a single light source does help defi ne 

an object, giving it more dimension and depth. This 

can also aid in seeing and shaping an object and 

painting it better, especially for novice painters. It 

will help create a sense or realism, and shadows 

help ground the object.
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THE PIANO LESSON
36" × 24" (91cm × 61cm)
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Week 40, Day 1

FAKE IT UNTIL YOU 
BECOME IT
In her TED talk titled “Your Body 

Language Shapes Who You Are,” social 

psychologist Amy Cuddy discusses 

“power posing” and how our body 

language can affect the way we see 

ourselves. She suggests that by trying 

some power poses for a few minutes 

before a stressful evaluative situation, 

you will become more confi dent and 

able to approach these situations. 

Although painting may not be a 

stressful evaluative situation to some, 

we all need some confi dence as we 

approach our painting. So what harm 

would it be to try some power poses 

(along with the superhero music) 

before you begin to paint?

Cuddy also discusses the feeling of 

being an impostor, which can come eas-

ily to those who wonder if we have what 

it takes to be an artist. She takes the 

fake-it-until-you-make-it approach fur-

ther to suggest that you can fake it until 

you become it. As Cuddy says, “Don’t 

fake it until you make it. Fake it until you 

become it. Do it enough until you actually 

become it and internalize.”

So if you don’t feel like an artist, keep 

on faking it until you become the artist 

that you really want to be. 

Week 40, Day 2

CONTRAST
There are a few ways to keep your viewer’s attention on your 

focal point. One way is to make sure your lightest lights and 

your darkest darks are in the focal point. This high contrast will 

automatically attract your viewer’s eye.

Week 40, Day 3

COMPLEMENTARY COLORS
Choosing complementary colors for your painting also helps 

to guide the viewer’s eye to the focal point. Complementary 

colors are just another type of contrast in a painting.

WILLIE’S BAKERY
30" × 22" (76cm × 56cm)
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Week 40, Day 4

DRAMA
A strong light source and high contrast 

in values create a more dramatic feel. 

Keep this in mind if you want to grab 

your viewer’s attention right away.

Week 40, Day 5

TIMELESS 
TRANQUILITY
Diffused light, lower contrast and more 

subdued and soft colors can give a 

timeless tranquility to your painting. It 

infuses a sense of quiet romanticism into 

a work of art.

STORY TIME
22" × 30" (56cm × 76cm)

GOLDEN GEM
22" × 30" (56cm × 76cm)
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Week 40, Day 6

PAINTING FOG
With fog, the light is so diffused that 

there aren’t any shadows or defi ned 

shapes. Everything becomes soft, blurry 

and neutral in color. 

CHESTERMAN BEACH FOG
7" × 10" (18cm × 25cm)

Week 40, Day 7

STUDIO SECRETS #40 
After a long hiatus from painting in watercolor, 

Jennifer from Vancouver returned to painting by taking 

some classes with me. One of her fi rst questions was 

about her paint. She asks,  “I have all these tubes of 

watercolor paints that have dried in the tube—are they 

still okay to use?”

Of course they are! They may just be diffi cult to get 

out of the tube. One way to get to that dried paint is to 

slice open the tube with a knife, making it into its own 

little pan of color. Spray with water to reactivate the 

paint, and you are good to go. 
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Week 41, Day 1

LEARN SOMETHING NEW 
EVERY DAY
Brain studies suggest that by learning 

something new every day, you increase your 

overall health and well-being. I have been 

painting for many years, and I have no doubt 

that every time I pick up a brush and paint, 

I am learning something new. Spend time 

painting every day, and you will be learning 

something new. Your brain will thank you.

Week 41, Day 2

SATISFYINGLY SMALL
Up until a few years ago, I hardly ever 

worked smaller than a half sheet of 

watercolor paper. I had always loved 

working big.

But that was before I met my match 

in a commission portrait—a very large 

commission portrait. So it sat on my easel for 

weeks. Staring at me. Taunting me.

I turned it upside down. I turned it 

around. I even put it in another room.

It didn’t work. It had stopped my creative 

fl ow. I was frustrated, and I felt guilty if I 

worked on anything else. So I didn’t. I went 

weeks without picking up my brush.

Then one day during a torrential rainstorm, I had enough. 

The lack of painting was depressing me, and the rain wasn’t 

helping. I had kept a stack of photos a mile high on my side 

table that I wanted to paint someday. Today was that day.

However I still felt guilty about working on a large piece. I 

felt like I didn’t have a right to do so until my commission was 

done. But a small piece is okay, right? 

I grabbed a scrap piece of paper and went to work. And 

you know what? My fl ow returned. I was back in the game. 

After I completed the fi rst one, I painted another and another. 

It was so satisfying to feel successful at these small pieces that 

I was able to return to the commission with fresh eyes. It was 

completed the very next day.

TOFINO RAIN
8" × 6½" (20cm × 17cm)
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Week 41, Day 3

GIVE YOURSELF A TIME LIMIT
Part of my working small was that I gave myself a couple of 

rules. One rule was that I had only an hour to complete the 

painting. Although it was only an hour or less, I found a lot can 

be done and learned in that time.

I discovered that it was actually freeing to me to have a time 

limit. I had permission to work fast and furiously. Unnecessary 

details had to be eliminated. Shapes were simplifi ed, and I 

didn’t have time to overthink it. I found success in these small 

paintings, success that gave me the courage to work bigger in 

the same time frame and to venture into painting in public and 

the great outdoors.

AFTER THE RAIN
7" × 11" (18cm × 28cm)
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Week 41, Day 4

USE YOUR BIGGEST BRUSH
Prior to doing these small sketches and studies, I always just 

used a no. 6 brush. For everything. I wanted to break free from 

that no. 6 round brush, so another guideline I gave myself for 

these small paintings was to use my biggest brush. My biggest 

brush at that time was a no. 12 round, which I had seldom used.

What a difference it has made to my painting! I was able to 

simplify my subject and I became quicker and more adept at 

adding paint. I discovered that I could dance and move with the 

paint, enjoying the process even more. In fact, I now love using 

a big brush so much that I have gone even bigger—to a no. 

30!—for when I do large pieces.

So pull out that big brush and paint away. If you don’t have 

one, be sure to invest in one with a good point.

HAYDEN VALLEY, YELLOWSTONE 
NATIONAL PARK
7" × 10" (18cm × 25cm)

EVENTIDE
14" × 10" (36cm × 25cm)
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Week 41, Day 5

GO BIGGER
This may seem obvious, but the bigger 

the painting, or the bigger the area to 

cover, the bigger the brush. That doesn’t 

mean that you need to stick with the big 

brush through the whole painting. Just 

use it to cover a large area quickly before 

you do your detail work.

Week 41, Day 6

REFLECTIONS
When painting water, remember that 

the water refl ects the sky. Refl ections are 

also usually lighter with a dark object 

and darker with a light object. 

HARBOR REFLECTIONS
16" × 20" (41cm × 51cm)

Week 41, Day 7

STUDIO SECRETS #41
Dianne from Victoria enjoys painting still water 

with boats and refl ections. However, she feels 

like her images are so still that they look stiff and, 

thus, unrealistic. She asks,  “How can I improve my 

paintings of refl ections so they don’t look forced 

and unnatural?” 

Dianne, even though you can see an image 

refl ected perfectly and your photo captured it 

this way, most water still has movement, even if 

it is slight. This movement can be things moving 

around on the surface or a current underneath. To 

make the painting feel more natural, try to keep 

the refl ection slightly softer than the object above 

the surface. This will not only allow the viewer to 

separate the object from the refl ection, but it will 

give some life to the painting. 
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Week 42, Day 1

PLEIN AIR PAINTING
When the weather becomes warmer (or in some areas, 

cooler), there comes the desire to be outside more. This is a 

great opportunity to pick up your brushes and do some plein 

air painting. 

Plein air is a French term for “open air.” In painting, it refers 

to painting outdoors. This can be done from the comfort of your 

backyard garden or during a picnic in the park. Gather some of 

your favorite painting supplies and head outside. Just be sure 

to dress for the weather, and don’t forget the sunscreen and the 

bug spray. 

Week 42, Day 2

GET COMFORTABLE
When plein air painting, take a look around and fi nd something 

that interests you—and get comfortable. Put on a big hat or fi nd 

a shady spot to paint from. Try to keep your paper out of direct 

sun. This will reduce the glare from your paper and protect 

your eyes. You can either stand at an easel or fi nd a bench or a 

blanket to sit on with your painting in your lap. Make it as easy 

as you can for yourself so the struggle is in the painting, not in 

dealing with physical ailments and environmental conditions. 

Plein air painting at Bench 1775 Winery
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Week 42, Day 3

SIMPLIFY
Decide what really makes your plein air scene and what “noise” 

is best left out. Sketch the scene fi rst in a small sketchbook if 

you need to. Try to break down the scene into the basic shapes 

of square, rectangle, circle or triangle so the drawing doesn’t 

take too long. 

Before you begin to paint, consider certain elements about 

the scene. Pay attention to the light. Is it strong or diffused? What 

direction is it coming from? How could you best express this? 

Wet-in-wet? Wet-on-dry? Or drybrushing? What technique 

would capture these qualities the best? Since the light is 

constantly changing, by identifying these attributes before you 

begin, you will have more success as you are painting. 

Week 42, Day 4

PARE DOWN WORKS
Don’t bring your whole studio outdoors. Try to minimize what 

you bring. Keep your palette small, and try to use only a couple 

of brushes. Use smaller paper.

Think about what you really need. You want to be able to 

walk down that path to the perfect painting scene without 

being weighed down by your portable studio.

VIEW FROM BENCH 1775
10" × 14" (25cm × 36cm)
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Week 42, Day 6

MAKE IT SMALLER
I have a couple of small palettes that I keep handy for when I 

travel. My smallest one is made from a small candy or mint tin. 

I love it because I can carry it in my purse just about anywhere. 

I even carry it to the kids’ swim meets and on airplanes, so I can 

paint on long fl ights to Europe.

I created this palette by fi rst fi nding some small empty 

pans from an art supply store. Next, I fi lled the pans with the 

colors that I like to use and let the paint dry out just a bit. Then 

I stuck the pans to the bottom of the box with Blue-Tack (also 

known as mounting putty). The lid can be used as an area to 

mix your colors.

Travel palette

Small palette made using a tin 
from a craft store

Week 42, Day 5

HAVE PALETTE, WILL TRAVEL
Small portable travel palettes are defi nitely a must for plein 

air painting. Find one that packs up easily into your art bag or 

backpack. You may also want one that fi ts easily in your hand 

(some have holes for your thumb) or on the bench next to you. 

ll palette made usising
raft store
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HILLSIDE WINERY
15" × 11" (38cm × 28cm)

Week 42, Day 7

STUDIO SECRETS #42
Christine likes to paint outdoors but gets 

frustrated when her palette leaks every-

where. She asks if there is an easy way 

to keep the mess away from her other 

supplies.

The simple solution is to put your 

palette in a zippered plastic bag. This is an 

obvious solution, yet I am surprised how 

often it is not thought of and how long 

it took me to think of it! (My practical 

genius appears less often than the 

creative genius.) 

I also pop my wet cloth into the bag 

when I pack up to go home. The cloth 

soaks up the excess from the palette, 

and all my other supplies stay dry and 

somewhat clean.

You can do the same with your bigger 

palette—keep it in a large bag separate 

from everything else. It also helps if 

you can keep your palette fl at when 

transporting it. 
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Week 43, Day 1

IMPROVISE
If you forgot that perfect color or that perfect brush while 

painting plein air, improvise! You are an artist, after all. It is 

about being creative. You just might discover something new 

and exciting.

Week 43, Day 2

DON’T FORGET THE WATER
When painting plein air, don’t forget the water! That means 

water to drink and water to paint with. I tend to keep the two 

separate and carry two different containers. 
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Week 43, Day 4

WATER BRUSH
For those times when it is not handy to have water sitting 

around (like at ballgames or sitting on an airplane), I use 

a water brush. Fill this brush with water and gently 

squeeze it so a drop or two of water comes out. It is 

perfect for quick little watercolor sketches.

Week 43, Day 3

PORTABLE WATER CONTAINER
One way to keep your plein air 

kit lightweight is to use portable 

water containers. These containers 

are collapsible and some have a 

handle to hang off the side of 

your easel.

I recently found this wonderful water 

container called a Hydration Pouch to 

carry my water in. It has a hook on it so I can 

hang it off the handle of my carrying bag. The best part is that it 

folds up on itself, so I can easily toss it into just about any bag or 

backpack while traveling.

tting on an airplane), I use 

with water and gently 

water comes out. It is

or sketches.

PASSING CLOUDS
8½" × 19" (22cm × 48cm
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Week 43, Day 5

PLAN A PAINTING HOLIDAY
When the weather turns and painting outside becomes more 

diffi cult, it is a good time to think about holidays and vacations. 

Plan a little R&R with your paints and your brush—something 

to look forward to during those dark and dreary days. It can be 

your dream vacation where you can live the artist life painting 

in the vineyards of France or the canals of Venice. Or it can be 

just a weekend camping trip to the lake or even time spent in 

your backyard. 

If you decide on a backyard painting holiday, be sure to 

tell everyone you will be away that weekend. Invite your 

creative genius along, buy your favorite snacks (no cooking this 

weekend!), turn off the phone and imagine you are someplace 

foreign and exotic as you happily paint away.

Week 43, Day 6

WATERCOLOR PIGMENT STICKS
Pigment sticks have recently become all the rage, and they 

are fabulous for travel and plein air painting. These sticks are 

concentrated watercolor paint with most of the liquid removed. 

You can activate the sticks by placing water on them or by 

drawing with them and then adding water. My favorite thing to 

do with the stick, though, is to slice off a piece just large enough 

to fi t into a pan. Then I put the pan into my palette ready for 

travel or onto my palette when all the other spots are already 

fi lled with paint.

PARADISE FOUND AT POINT NO POINT
10" × 14" (25cm × 36cm)
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Week 43, Day 7

STUDIO SECRETS #43 
Now that we have discussed going smaller, 

what about going larger? Tami from Wyoming 

asks about the roll of watercolor paper that 

she bought. A roll of paper is usually 10 yards 

(9m) long and either 44½" (113cm) or 51" 
(130cm) wide. She wants to use the paper to 

paint much larger than a full sheet but worries 

about the weight of stapling it to a board. She 

asks if there is a way to keep a big painting 

lightweight.

Yes, Tami, there is. Watercolor paper can 

be stretched onto stretcher bars like a canvas. 

To do this, decide the size painting you want 

and prepare the stretcher bars, then cut 

the paper to 2" (5cm) larger on each side. 

This allows you to fold the paper over the 

stretcher bars and staple it to the back. 

Wet the paper in the bathtub or by 

spraying it thoroughly. I like to lay a plastic 

tablecloth down to keep the paper clean. 

Now lay the bars on the paper and cut each 

corner up to the stretcher bar, and cut each 

corner at an angle (Figure 1). Next, staple 

the center of one side (Figure 2). Tuck in 

the corner (Figure 3) and staple it in place 

(Figure 4). Continue to staple the centers of 

each side and tuck in each corner. Finally, 

gently pull the paper and staple from the 

center out to the corners on each side. This is 

similar to stretching an ordinary canvas.

Be sure to keep a spray bottle handy in 

case the paper starts to dry. Leave it to dry, 

with the paper side up, in a dry area.

Remember to use 100% cotton paper. It 

will expand when it is wet and will shrink up 

tight like a actual canvas when it is dry. 

1

2

3

4
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Week 44, Day 1

PORTRAIT OF THE ARTIST

“ Every portrait that is painted with feeling is a portrait of 

the artist, not of the sitter.”

    —Oscar Wilde

Week 44, Day 2

PAINTING A PORTRAIT
When painting your fi rst portrait, it is best to start with painting 

someone you do not know. That way you won’t get caught up 

on trying to make your painting perfectly refl ect the person, 

and you can just focus on technique. Then as you improve 

technique, it becomes easier to portray the essence and 

personality of the person you are painting. 

Week 44, Day 3

DRAWING A PORTRAIT
It is always best to paint a person from life. However, if you 

are unable to paint from life, you can paint from a photograph. 

When using a photograph, choose one that has a good range of 

values and shows the face well.

Some studio photographs that you fi nd in magazines or the 

school photographs of your children will often use lighting and 

computer software that fl attens out features.

These photos are more diffi cult to paint from. Good natural 

lighting and a person’s unique features actually make it easier 

to use like a map to help in painting a portrait.

If you do choose a photo from a magazine or online, 

remember to respect the copyright of the artist or photographer. 

It is okay to practice your painting skills from their work; it is 

not okay to sell it for profi t.

Por t r a i t s

UNCLE PAUL
14" × 11" (36cm × 28cm)
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Week 44, Day 4

THE IDEAL FACE
When drawing or painting the face, it is important to 

understand where the features should be placed. There are 

guidelines for drawing the ideal face.

On the ideal face, the head is egg-shaped, with the eyes 

positioned halfway down from the top of the head when 

viewed straight on at eye level. The head is as wide as fi ve eye 

widths, with one eye width between the eyes. Other guidelines 

can be seen in the above diagram.

By understanding where these features are usually placed, 

it will become easier to see how your model’s face is different 

and what makes them unique. Referring to these guidelines 

will help you improve your drawing of the face and help you to 

capture the individuality of your sitter.

The head is 5 eye widths 
across with 1 eye width 
between the eyes

The bottom of 
nose is halfway 
between the eye-
brow and chin

Eyes are half way between 
the top of the head and the 
chin (exclusive of hair)

Plumb lines from the inside 
of the eye to the outside 
edge of the nostril
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Week 44, Day 5

PAINTING SKIN TONES
When I begin painting a person, I start with the lightest color to 

the skin as an undercoat.

This will either be warm or cool depending on the 

complexion and lighting of the individual.

For warm complexions, I often use a combination of 

New Gamboge with either Permanent Alizarin Crimson 

or Permanent Rose. For cool or darker complexions, a 

Week 44, Day 6

MODELING THE FACE
Once I have done a wash of base skin color, I will start to model 

the face by using the same two colors that I used for the base in 

various values. I will use more yellow in warm areas and more 

of the red in cool areas, allowing the colors to mingle and blend 

on the paper. This change in temperature from warm to cool 

helps to create the appearance of roundness to the head. 

For darker complexions Burnt Sienna can be added to the 

mix of the yellow and the red.

The lightest colors on the face should be closest to the light 

source, keeping in mind that the highlights should be reserved 

for shiny areas and/or those areas closest to the viewer. 

combination of Raw Sienna with either Permanent Alizarin 

Crimson or Permanent Rose is a good base color. This 

undercoat is a very light and loose mix placed over the whole 

face, including the eyes and teeth, the neck, and into the hair 

and the clothing. 

PERMANENT 
ROSE +

+ +
+

+

+ + +NEW 
GAMBOGE

RAW 
SIENNA

RAW 
SIENNA

PERMANENT 
ROSE

BURNT 
SIENNA

BURNT 
SIENNA

RAW 
SIENNA

RAW 
SIENNA

PERMANENT 
ROSE

NEW 
GAMBOGE

PERMANENT 
ALIZARIN 
CRIMSON

PERMANENT 
ALIZARIN 
CRIMSON

PERMANENT 
ALIZARIN 
CRIMSON
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Week 44, Day 7

STUDIO SECRETS #44
Coral from Prince Rupert, British Columbia, asks, 

“What is the advantage of using 300-lb. (640gsm) 

cold press paper for portraits?”

There are a few advantages to this.

First of all, it doesn’t buckle the way 140-lb. 

(300gsm) tends to buckle and warp when it gets 

really wet.

Thus, the heavier weight paper will accept a lot 

of water easier, which makes layering and working 

wet-in-wet is easier to do.

You can layer and build up your portrait 

without worrying that your paper will no longer 

accept the paint. 

Second, since the paper is thick, you can also 

scrub and erase much more easily. This is helpful 

when you are a beginner. 

Also, if you are heavy-handed with the paint 

and color and want to lighten up, making a more 

subtle or softer portrait, the 300-lb. (640gsm) paper 

will help with this. As mentioned, it absorbs more 

water and paint than 140-lb. (300gsm) paper, mak-

ing the fi nal appearance lighter than it would be on 

the lighter weight paper.

Finally, I personally like the way a heavier piece 

of paper sits behind a mat. It just feels like it needs 

to be taken more seriously, similar to how others 

view the painting of portraits. 

A

Progression of a wash
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Week 45, Day 1

TECHNIQUE ALLOWS FOR FLUENCY
It is diffi cult to express yourself in a language you don’t know. 

How can you write an opera in Italian if you don’t know Italian? 

By learning how to paint and mastering technique, you can 

better express yourself with visual language. 

Week 45, Day 2

SHADOW COLORS
As you model the face with warm and cool colors, shadow 

color and even refl ected light can be added in the same way, 

keeping in mind the temperature of the shadow. 

I prefer using Cobalt Blue and either Permanent Alizarin 

Crimson or Permanent Rose for the color of shadows. For 

darker complexions, continue to add Burnt Sienna to the mix.

A glaze of these colors will also tone down and neutralize 

the skin if it becomes too orange.

Week 45, Day 3

COBALT VS. 
FRENCH ULTRAMARINE BLUE
French Ultramarine Blue is a fabulous color and creates some 

wonderful darks. It also granulates beautifully. There are times 

when I want the color of French Ultramarine but not the heavy 

granulation. Painting a person and their various skin tones is 

one of those times. This is when I prefer to use Cobalt Blue. 

Cobalt Blue and French Ultramarine Blue are similar in light 

washes yet the cobalt does not granulate as much as 

the Ultramarine. 

PERMANENT 
ROSE

PERMANENT 
ROSE

COBALT 
BLUE

PERMANENT 
ALIZARIN 
CRIMSON

COBALT 
BLUE

COBALT 
BLUE

RAW 
SIENNA

Week 45, Day 4

DON’T EAT THE
COBALT
Like cadmiums, colbalt colors are 

also poisonous.

+

+

+ +

Cobalt paints
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BROWN EYED GIRL
11" × 15" (28cm × 38cm)

Week 45, Day 5

PAINTING HAIR
When painting hair, instead of painting every strand, try to 

paint the shapes that compose the hair. It helps to squint your 

eyes to see these shapes. Keep the detail of hair around the face 

and let the paint become loose as it moves away from 

the face. 

ASHER
21" × 14" (53cm × 36cm)
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Week 45, Day 6

BACKGROUNDS
Merge the background with the model 

by bringing that background color into 

the fi gure. Making some lines soft on the 

fi gure, letting parts recede and mingle 

with the background will keep the fi gure 

from looking cut out and pasted on. 

Week 45, Day 7

STUDIO SECRETS #45 
Early on in my painting journey, I had a mishap with a com-

mission portrait I had just completed. My lamp had fallen 

over, putting a huge dent in the middle of the forehead of the 

little girl I had painted. Fortunately it did not tear the paper. It 

just left that dent. I decided that ironing the dent out would 

be the best option. However, the thought of running a hot 

iron on the fi nal painting seemed a little scary. I decided to 

make my own iron out of a spoon by dipping it in a cup of 

hot water. Then I carefully ironed out the back of the paper 

by rubbing it with the back of the spoon. Much to my relief, it 

worked! There was no evidence of a dent.

Since that time, I have had a few mishaps with dents by 

pressing too hard with my pencil and even another with 

broken glass. Each time I have pulled out my spoon and 

ironed away. 

STEEL PAN DRUMMER
14" × 21" (36cm × 53cm)
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JESSECA’S RABBITS
20" × 16" (41cm × 51cm)
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Week 46, Day 1

LOOK WHAT YOU HAVE 
ACCOMPLISHED!
Have you ever laid out your work in a 

room? Hung it all up on a wall from end 

to end? If not, you may want to. Pull out 

all the sketches, the paintings and ideas. 

Lay them out to be viewed as a whole 

body of work. You will be surprised by 

how far you have come from the start 

of your artistic journey until now. Then 

consider how many more wonderful 

things are out there to create and cap-

ture in paint. 

Your artistic vision and style is a 

process that reveals itself over a time. A 

truly genuine creative achievement is 

not just the result of a sudden fl ash of 

insight, but comes after years of diligent 

and consistent hard work. Be proud of 

that work and look forward to the next 

step in the process. 

SUMMER SHADES
14" × 11" (36cm × 28cm)
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Week 46, Day 2

EYE SHAPE
The eye is not almond-shaped as most people think. When 

drawing or painting an eye, think of the eye as a sphere or ball 

resting within the eye socket. To draw an eye, start by draw-

ing a circle. Draw another circle within the eye for the iris and 

another within that for the pupil. Now draw the eyelids around 

it, remembering that the eyelids do partially cover the iris or 

the circle you just drew. Also notice the corner of the eye and be 

sure to draw in the tear duct.

Week 46, Day 3

ANOTHER WAY TO DRAW THE EYE
Another way to draw the eye is to start with the whites of the 

eyes. This should help in getting the curvature and placement of 

the iris correct, as well as the shape of the tear duct.

MY BEST FRIEND WHEN DADDY IS NOT HERE
11" × 17" (28cm × 43cm)

193

S4098_i_184_199.indd   193S4098_i_184_199.indd   193 10/24/16   9:32 AM10/24/16   9:32 AM



Week 46, Day 5

EYELID SHADOW
The eyelid casts a shadow over the 

eyeball, creating dimension. To create 

this shadow, use a light wash of Cobalt 

or French Ultramarine Blue with Burnt 

Sienna, keeping the mix a more blue-

gray. Paint this wash just under the lid 

and in the corners of the eye.

Week 46, Day 6

TWINKLE IN MY EYE
That little twinkle or highlight in the 

eye adds a little something extra special 

to a portrait.

You may think that you need to mask 

it out or paint around it when painting 

the eyes but there is no need to do so.

Go ahead and paint the eye without 

the highlight.

Then, once the paint is dry, take that 

handy dandy craft knife and fl ick or 

scratch out the highlight.

Week 46, Day 4

IT’S ALL ABOUT 
THE EYES
When painting eyes, consider that the 

whites of the eyes are not totally white. 

Start by painting over the eyes with 

the base skin color. This will help set 

the eyes back within the head instead 

of giving the appearance of bulging or 

creepy-looking eyes. This base skin color 

starts to appear lighter as you darken the 

rest of the eye and the features around 

the eye.
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Week 46, Day 7

STUDIO SECRETS #46
Becky from Wisconsin wrote  asks, “What is the 

best way to photograph my paintings to submit for 

an art competition?”

That is a fantastic question and something that 

every artist needs to know how to do.

First of all, buy or borrow a really good digital 

camera. I suggest that you invest in one as soon as 

you possibly can for more than just photographing 

your artwork. Then borrow or buy a tripod. 

Next, you want to set up your unframed 

painting (you don’t want glare from the glass) 

so that it is level against a wall or upright on an 

easel. There should be even lighting in the area 

where you are working and no shadows from any 

direction. The piece should also be against a white 

or neutral wall. Use natural, bright indirect lighting. 

Do not use a fl ash. If you need to diffuse the light, 

try bouncing it off a white surface such as a piece of 

poster paper or foam core. 

Then set up your camera on the tripod so that 

your painting is centered within the shot and fi lls 

the frame fully. Play with the zoom so there isn’t 

any distortion, and be sure to take your images on 

the RAW setting. Be sure to take several shots so 

you have many to choose from. 

My favorite place to take photographs of my 

artwork is in my carport when the lighting is even 

and not in direct sunlight. I have a white wall that I 

either tape my paintings on or set an easel against. 

Finally, crop the image so just the painting is 

showing, and follow the suggested guidelines for 

submitting your artwork to the competition. 

Invest in a digital camera
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Week 47, Day 1

PERFECTION

“ Artists who seek perfection in everything are those who 

cannot attain it in anything.”

    —Gustave Flaubert 

Week 47, Day 2

SHOULDERS
Trying to draw how wide a person’s shoulders are can be diffi -

cult. But there is a general rule of thumb to help in understand-

ing how wide those shoulders should be.

A woman’s shoulder width is usually the width of her head. 

That makes a woman, from shoulder to shoulder (don’t forget 

to include her head!) three head widths across.

For a man, take his egg-shaped head and turn it on its side. 

Each shoulder is about the length of his head.

Week 47, Day 3

FIGURE IN THE DISTANCE
Painting a fi gure or silhouette of a fi gure in the distance is all a 

matter of breaking it down into simple shapes. First, start with a 

circle for a head

Next, add an oval for the body. This oval can be long and 

thin or more circular depending on what body shape you want.

Now add a triangle or carrot-like shape for the legs. This will 

give the fi gure the impression of walking.

As you practice this basic fi gure, you can start to add color or 

an arm swinging to the side. Make the oval body more square; 

add a hat to the top of the head. Have some fun making all 

sorts of fi gures that can be added to your paintings. 
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Week 47, Day 4

MULTIPLE FIGURES
When there are multiple fi gures in the distance, combine all the 

fi gures into one clump of people merging together. 

Week 47, Day 5

MAKING A BACKGROUND RECEDE
If your background appears too vibrant in color and you want 

to make it recede so the focal point comes forward, add a thin 

wash (like weak tea) of a complementary color. Not only will 

this wash tone down the brightness, but the water might soften 

some of the lines, creating a softness that will set the back-

ground apart from the foreground. 

For instance, in the painting, Born a Country Girl (see page 

198), the background was a vibrant yellow, competing with the 

model. By fi rst wetting the background, some of the color lifted 

off. Then a light wash of Cobalt Blue and Cadmium Scarlet 

,which created a purplish gray, was applied. This toned down 

the yellow of the fi eld behind her, giving it distance 

and depth. 

Week 47, Day 6

RECEDING THE BACKGROUND
ANOTHER WAY
A mixture of French Ultramarine Blue and Burnt Sienna can 

also be used to make a background recede. A quick wash of this 

can also be used on another part of the painting that you don’t 

want to emphasize or compete with the focal point.
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Week 47, Day 7

STUDIO SECRETS #47
Lynn from Nanaimo, British Columbia, asks, “When 

is a painting really done?”

According to Leonardo da Vinci, “Art is never 

fi nished, only abandoned.”

Figurative painter Euan Uglow once said, “I don’t 

really fi nish a painting, it stops.” I have to agree with 

both da Vinci and Uglow.

I try to assess the painting to determine if it 

is fi nished by going through all my critiquing 

techniques. 

But, to be honest, a painting does just stop. Then 

it starts to become overworked. I am a better judge 

of when I start to overwork a painting than when I 

am fi nished.

An overworked painting loses its freshness. I 

become tired and bored. Perhaps my mind wanders 

to other things. Or maybe I have run out of time. 

(Deadlines help a lot!)

As soon as I feel that this is happening, I stop and 

sign it. It is done.

And as Canadian painter Robert Genn says, “80% 

fi nished is better than 2% overworked.”

Quit while you are ahead.

BORN A COUNTRY GIRL
20" × 16" (51cm × 41cm)
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SUPER BLAKE
29" × 21" (74cm × 53cm)
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Week 48, Day 1

EVERYONE CAN 
CREATE

“ The desire to create is 

one of the deepest yearnings of 

the human soul. No matter our 

talents, education, backgrounds, 

or abilities, we each have an 

inherent wish to create something 

that did not exist before.

Everyone can create. You don’t 

need money, position, or infl uence 

in order to create something of 

substance or beauty.”

   —Dieter F. Uchtdorf

Cross ing  t he  Fin i sh  Line

SIWASH ROCK
32" × 40" (81cm × 102cm)
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Week 48, Day 2

LIGHT REVEALS
Light reveals shape, texture and detail. 

Objects will appear more crisp and clear.

Week 48, Day 3

SHADOWS CONNECT
Shadows connect objects to the ground 

or to other objects. This connection can 

also bring harmony and unity to a piece.

Week 48, Day 4

CHIAROSCURO
Chiaroscuro is a concept applied 

frequently in painting. It is the use of 

light and dark, the sunlight and the 

shadows. A well-crafted painting usually 

has a good balance of light and dark. A 

painting with only light or bright values 

isn’t as interesting as one interspersed 

with dark areas. It is because of the dark 

that the light can be seen more fully and 

appreciated more completely. 

Like a good painting, life has its light 

and dark moments. Yes, the light makes 

us feel good, and it would be wonder-

ful to have the light constantly, but why 

does the light make us feel good? It is 

because it chases away the shadows, 

and reveals warmth, understanding,and 

clarity. Life can be more enriching and 

fl avorful if punctuated by the knowledge 

that comes from those dark moments. 

We have all experienced dark moments, the shadows falling 

upon us.

Learn to appreciate the dark because, like shadows in a 

painting, it does create connection. It will connect you to other 

people and humanity. It can keep you grounded and make 

you aware of the suffering of others. Be grateful for the bitter 

because it does make the sweet taste better. 

FAITH OF GENERATIONS
29" × 21" (53cm × 74cm)
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Week 48, Day 5

PHOTOGRAPHIC RECORD
Keeping a photographic record as you paint is a wonderful way 

to document your progress. This will help remind you of how 

you painted that really awesome painting years from now.

POUR 1

The big reveal after all of the mask 
has been removed

POUR 3

HARMONY GATE
25" × 35" (64cm × 89cm)

POUR 2

POUR 4 POUR 5
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Week 48, Day 6

ART VIEWED AT
A DISTANCE
Often we can get stuck in the habit of 

only viewing our paintings up close and 

personal. It is easy to do since you have 

to be close to paint it.

However, most art is viewed at a 

distance, not at nose length.

It is therefore a good idea to step 

back every so often to view the whole 

picture as your viewer would observe it 

and assess if it is working.

SUMMER STORM
11" × 14" (28cm × 36cm)

Week 48, Day 7

STUDIO SECRETS #48
One of my students, Sandy, mentioned to me that 

even when she tapes her watercolor paper to the 

board, the paper will still sometimes warp and 

buckle. She asked if there was a way to fl atten her 

fi nished watercolor paintings in preparation 

for framing.

Yes, there is a simple way to do this. First wet 

the back of the painting so the paper is wet but the 

painting on the front is still preserved. Next, turn the 

paper over and place onto a smooth surface, such as 

a piece of Plexiglas or a countertop. Then place some 

paper towels over the painting. Finally, stack all of 

your heaviest books on top of the painting.

The paper towels will absorb the excess 

moisture without doing any harm to the painting.

Let the books sit on top of your painting for 24 

to 48 hours (depending on humidity). Now you will 

be able to frame your watercolor without it looking 

warped behind the mat.
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Week 49, Day 1

WALK AWAY FROM
THE PAINTING
If you start to feel like you are overwork-

ing your painting, you probably are.

Get up and walk away from the 

painting. Go do the dishes. Do the 

laundry. Take the dog for a walk. But 

don’t keep working on your painting.

After you have taken some time away, 

you can go back to it with fresher eyes. 

Week 49, Day 2

MIRROR, MIRROR ON 
THE WALL
As you approach the completion of a 

painting, there are different methods 

to assess if the painting is working as a 

whole and what the impact would be on 

the viewer. 

While painting, our brain will get 

used to what it sees and sometimes 

gets a little too comfortable with what 

it is seeing. The danger in this is that we 

can disconnect from what the goal and 

purpose of the painting may be.

Standing back helps us to see the big 

picture and not become too focused on 

one spot or detail. Another way to better 

see the big picture is to look 

it differently.

Looking at differently can be as easy 

as viewing at your painting in the mirror.

A mirror will provide a different perspective. It is as if you 

are seeing your painting with fresh eyes. Areas that need to be 

fi xed, embellished or removed can often be more easily spotted 

from this perspective.

Week 49, Day 3

REDUCE IT
Another way to see if your painting is working is to reduce it. 

This can be done either with a reducing glass (the opposite of a 

magnifying glass) or with a camera.

Seeing it small helps you to see if things are working together 

as a whole. It focuses on composition and mood over technique.

I fi nd that I sometimes get too caught up in technique and 

forget what I originally wanted to say. Reducing the image 

reminds me of what my goal should be.

SUMMER TEA
14" × 20" (36cm × 51cm)
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Week 49, Day 4

SURPRISE!
My favorite way to view my work is by surprising it. 

I suggest that you do this by putting the painting away in a 

dark bag (a black garbage bag works well). Now forget about 

the painting for a few days or better yet, a few weeks. Then one 

day pull the painting out, set it on your easel and try to remove 

the bag without looking at it. (Or ask someone else to do this 

for you.)

Walk out of the room without looking at the painting. 

Then suddenly walk right back in.

Surprise the painting in the act of being a piece of art. 

Surprise!

What was your fi rst impression?

Did it wow you? Or did you suddenly fi gure out what was 

bothering you about the painting?

It is the blink theory that is working in this case. This theory 

is the act of thinking without thinking, as written about by 

Malcolm Gladwell in his aptly named book, Blink.

I have exercised this theory when evaluating my own work 

long before I read the book.

Week 49, Day 5

ALMOST ANY MISTAKE 
CAN BE FIXED
Now that you have assessed the painting, you might discover 

some glaring and not-so-glaring mistakes that need to be fi xed. 

It is a myth that a watercolor cannot be fi xed and that once it is 

painted, there is no going back. 

I am a strong believer that almost any mistake made in 

a watercolor can be fi xed. Sometimes it is just a matter of 

changing your perception of the painting and what you want 

the painting to be into what the painting can become.

LILY THE PINK
14" × 22" (36cm × 56cm)

However, the book is food for thought, and most 

importantly, this theory works well when checking to see if a 

painting is done or not.
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Week 49, Day 6

SACRIFICING FOR THE
GREATER GOOD
There are times when we have painted something really 

wonderful into our painting. The object is well rendered, the 

texture may be awesome, and the concept is really cool.

However, it doesn’t fi t with the painting as a whole.

It is times like these when it is better to sacrifi ce this really 

wonderful part to the greater good of the overall painting.

For instance, in my painting Yellowstone Gold, the dead tree 

near the bottom center had a beautiful trunk. It was all twisty 

on the bottom and I liked the look of it in the photograph.

I also like the concept of the dead tree because of the battle 

with nature that is part of Yellowstone—the concept that the earth 

sometimes can only sustain growth for a short period of time. 

When I thought the painting was completed, I struggled 

with the composition. I went through my bag of tricks while 

assessing the painting, and that dead tree still stuck out like a 

sore thumb. I realized that even though the concept of this tree 

was interesting, it wasn’t what I originally wanted to say by 

painting the canyon. 

I had to make the decision to cut it down, sacrifi cing it for 

the whole, and thus creating a better feel to the painting that 

focused on the canyon instead of a dead tree. 

Week 49, Day 7

STUDIO SECRETS #49 
Becky from Wisconsin emailed me with a question 

about signing a fi nished painting. 

She asks, “How do you sign your paintings? With 

paint, marker, colored pencil?”

I sign most of my paintings with paint using 

a brush with a good point. I occasionally sign my 

paintings with an archival pigment-based ink pen 

such as a Pigma Micron marker. You can also sign 

paintings with an acrylic paint marker. The most 

important thing to do is to make sure the paint or 

ink is archival and therefore will not fade over time. 

If you have a problem with signing your name 

straight, draw a light pencil guideline with a ruler 

before signing. Once the paint or ink has dried, that 

pencil line can be easily erased. 

The dead tree originally in Yellowstone Gold
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YELLOWSTONE GOLD
24" × 18" (61cm × 46cm) 
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Week 50, Day 1

FIND A COMMUNITY
Finding and being a part of a community of artists can inspire 

and uplift you. It will help you set goals, fi nd friends and mentors, 

and generate ideas. This community might be found at a local art 

center or online. And if you can’t fi nd one, create one!

TOFINO REFLECTED
11" × 14" (28cm × 36cm) 
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Week 50, Day 2

FORM A CRITIQUE GROUP
It is always benefi cial to have support from other artists, people 

who share your passion for watercolor and painting.

A critique group is a great way to get feedback about your 

work. Proper feedback helps you progress and move forward in 

your artistic journey. 

It is best to fi nd at least a couple of other people who are 

willing to be a part of this group. It is also best to fi nd those 

around your level of skill and comfort, as well as individuals 

who can be honest. Not brutal, but honest. Having another set 

of eyes and perspective to view our work helps us to know if we 

are on the right path. Often these people are found in classes 

that you take or the artistic organizations you join.

I have had a couple of different types of critique groups 

over the years. One was a group of watercolor artists that 

would meet once a week to paint and to discuss our work. 

These artists understood the medium, and I learned great deal 

about technique and other ways to approach a painting by 

watching them paint. Another was a group of artists working 

in all different mediums, but we were in the same place with 

our careers as artists. This group may not have understood 

watercolor as well, but they still helped me formulate my ideas 

and my compositions. They also helped me formulate a better 

business plan.

It may be hard to fi nd the right mix of people and the time 

to meet, but it is defi nitely worth trying.

Week 50, Day 3

LIFTING WITH A SPONGE
As previously discussed, parts of a watercolor painting can 

be lifted with a scrub brush. However, it can be diffi cult to lift 

larger areas with your small scrub brush, and the brush will also 

create a roughness to the paper that will no longer allow the 

paint to fl ow smoothly. 

When wanting to lift an area that will be repainted, I have 

discovered that using a natural sea sponge to do this works 

the best. It is the gentlest method of removing the paint while 

allowing the integrity of the paper to remain intact. As long as 

you do not scrub too hard, the sponge will cause very minimal 

damage to the paper. Most paint will lift easily just by gently 

washing the sponge over it. 

Week 50, Day 4

LIFTING LARGER AREAS
There have been times when a part of my painting seems 

amiss. Usually it is the way the background interacts with the 

subject or the color is just not quite right. When it is a larger 

area, such as a background, I have removed color from the area 

by placing the whole painting underwater and gently scrubbing 

away the area that I want removed with a natural sea sponge.

It may seem a little scary to immerse the whole painting in 

water but the other areas will stay the way they were originally 

painted. Those areas will not be ruined if the sponge is used on 

only the areas to be removed. 
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Week 50, Day 5

ANOTHER WAY TO LIFT
Another trick for lifting mistakes is to use a cleaning eraser. A 

cleaning eraser was initially designed to lift stains off walls and 

household items.

However, several watercolorists have discovered that if it can 

lift crayon and a child’s painted handprints from walls, it just 

might lift paint from paper. And it does!

After tearing a small piece off of the eraser, dip it in water 

and erase away.

This eraser is to be used gently though. I would recommend 

using it sparingly and not to scrub back to white (unless it is a 

pale color you are lifting). It is a micro-abrasive, and excessive 

scrubbing will ruin or even tear your paper. I would also 

recommend using the original formula instead of all the other 

kinds that might have additional chemicals.

Week 50, Day 6

ERASING SMALL AREAS 
AND FINE LINES
Sometimes when trying to lift a section 

of your painting, you might scrub away 

just a little too much beyond the area 

you want to erase.

To avoid doing this, use packing tape 

around the desired region. You can even 

cut out the shape you want lifted and lay 

the tape over it. Then use a sea sponge 

or cleaning eraser to lift the area.

This technique also works well 

when trying to clean up or create a line. 

Just make sure the tape is completely 

pressed down to avoid any water 

seeping underneath it.

Cleaning eraser
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Week 50, Day 7

STUDIO SECRETS #50
One of my students, Sue, asks, “Is there a way to 

varnish or seal a watercolor so it does not have to be 

put under glass?” The answer is yes.

I do fi nd that, at times, the feel of an authentic 

watercolor gets lost, but it is possible and I have 

done it on some my paintings.

You can use an acrylic varnish to varnish a 

watercolor painting. There are some spray varnishes 

out there, but I prefer to use a brush-on varnish. 

However, the diffi culty of varnishing a water-

color with the brush-on varnish is fi guring out how 

to put it onto the painting without smearing all the 

beautiful colors you have painted.

My solution is to fi rst use a fi xative-type spray on 

the painting. I prefer a matte spray, such as Krylon 

UV-Resistant Acrylic Coating, spraying a couple of 

times and allowing each coat to dry in between.

After that has dried for a day, I will slightly 

dampen the back of my painting with water and 

apply acrylic medium. I will then adhere the paper 

to a hardboard that is the size of the painting. The 

medium acts like a glue so the paper sticks to the 

board. I like to use a crisscross pattern with a hake 

brush to apply the medium, making sure I cover the 

whole area to be glued to the board. 

Next, I place my painting facedown on wax 

paper and weigh it down with all my heavy books 

(similar to how I fl atten a painting). Make sure there 

is not any medium spilling out onto the front of the 

painting or onto the books. It is an adhesive and 

will cause the wax paper and/or parts of the books 

to stick to the painting. 

After the medium has dried and the paper is 

securely glued to the board, I brush a couple of 

coats of Golden acrylic polymer varnish onto the 

front and sides of the painting. I prefer the gloss 

varnish because it is the strongest type of varnish, 

and some of the matte varnishes have a whitening 

agent in them. If I don’t want it too glossy, I will 

water the varnish down and apply a couple more 

coats of it to the painting. 

Now the painting can be framed so that it 

doesn’t have to be put under glass.

Varnishing brush
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Week 51, Day 1

GIVE THE GIFT OF ART
One of my most favorite gifts to receive 

is the gift of art. I am blessed to receive 

many such gifts from my students.

They almost always come in the 

form of a card that features a painting 

that they completed during the year 

or handcrafted with a quick sketch or 

painting. It is a joy to know that they put 

time, thought and themselves into such 

a touching gift.

This year you might consider giving 

such gifts to loved ones. Art is a way to 

share the beauty of your world, the joy of 

painting, and the awesomeness of you. 

The unselfi sh give of themselves and 

your art could be that gift of yourself that 

you share with another. 

Week 51, Day 2

TAKE IT OFF!
I like putting tape around the edges of 

my paper, even when I stretch and staple 

the paper.

That is because when I am done, I 

can take the tape off and have an instant 

border! And what a difference that white 

border makes to the painting.

SOLAR FLARE
11" × 14" (28cm × 36cm)
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Week 51, Day 3

CROP IT
One of the great things about working with 

watercolor on paper is that adjusting the size is 

an option even after the painting is fi nished.

It is also one of the simplest ways to fi x a 

painting. Cropping your painting into a smaller 

size or, if you are lucky, into two or more 

paintings, can work wonders.

To create an adjustable cropping tool, cut an 

old mat into two L’s.

Now you can play around with cropping all 

your old and forgotten paintings into fabulous 

new works of art.

STORM CHASER
32" × 40" (81cm × 102cm)
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Week 51, Day 5

MAT IT
I keep several white mats of different sizes on hand to mat my 

work with. It helps to give the work a fi nished look and those 

mistakes you think you see look less glaring.

The matte can assist you with seeing the mistakes better 

and evaluating if the painting is working. It can also have the 

opposite effect of making the mistakes 

you thought you made look 

less glaring.

It is amazing what a mat 

will do.

Week 51, Day 4

OWN IT!
There comes a time in your painting that you need to realize 

that it is what it is.

There is nothing wrong with the painting even though you 

may think you see all sorts of mistakes. Stop criticizing the work 

(and yourself) and learn to approve and love what is there.

In other words, own it!

It is no longer a mistake, but you meant to do that. You 

wanted the paint to run that way, or you muddied that section 

to help the focal point glow. And so on, and so forth. 

Be confi dent in your mistakes. Accept and embrace them. It 

is part of the key to success. 

STAR VALLEY
16" × 20" (41cm × 51cm)
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Week 51, Day 6

FRAME IT AND HANG IT
Framing makes a world of difference to just about any painting. 

It feels complete and real.

It now has presence and cannot be pushed under the bed 

and forgotten.

It needs to be hung and admired by all. Don’t forget to sign 

it before you frame it though! The world needs to know who 

did that fabulous work of art.

Week 51, Day 7

STUDIO SECRETS #51
Jessica from Idaho asks about fi xing frames at 

shows. Jessica explained that she has just started to 

exhibit her work and although she tries to protect 

her paintings while in transit, she occasionally gets 

some scrapes and scratches on her frames. She 

wonders if there is an easier way to fi x a frame so 

she doesn’t have to invest in a new one.

Scratched frames are a common problem for 

every artist new to exhibiting their work. We all try 

to package and stack our work so the frames receive 

the least amount of damage possible. However, 

we do occasionally have time constraints, weather 

mishaps, or help from some well-meaning friends 

that result in nicks, scratches and scuffs. It took me a 

summer of shows before I discovered paint markers 

for frames at my local hardware store. These paint 

markers come in a variety of colors that matched 

my frames. They are now included in my bag o’ 

tricks that I keep for when I transport and exhibit 

my work. If a nick or mark does occur during the 

moving or hanging of my work, I just pull out one of 

my handy-dandy markers and do a quick fi x. 

For deeper gauges and scuffs, I have discovered 

wood repair fi ller sticks. These sticks are wood putty 

in a variety of colors and can be carried around 

easily. They may not match your frame exactly but 

are a great option when in a pinch. 
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Week 52, Day 1

GIFT YOURSELF
Be sure to give yourself the gift of art as well. It can be a new 

paintbrush, a tube of paint you have always wanted, or a day 

of painting.

Even though you may know what your gift will be, be sure 

to wrap it up. Put a bow on it.

Fill out a gift certifi cate declaring that you have an hour or a 

day free from distractions so you can paint.

Wrap that up also. With a bow. Sign it from Santa and put it 

under the tree if you need to. It makes the joy of art that much 

more fun.

Week 52, Day 2

REMOVE ALL EVIDENCE
Every once in a while a critic comes along and likes to point out 

that my painting is different from my photograph.

This critic will then continue to compare my painting to the 

photograph, and not in a way that will help me improve my 

painting skills. (You know the kind I am talking about—the 

kind who has never tried to put paint to paper!)

I try to explain that it is my artistic interpretation of what I 

see and feel in the photograph, but to no avail. The critic will 

always remain just that: a critic.

Don’t give these types of critics the opportunity to fi nd fault 

with your painting or drawing. Don’t let them compare your 

skills to a camera’s. Your painting represents more than that 

photograph does. You no longer need that photo.

Rip it up. Recycle it. Delete it from your fi les if you must. 

Remove all evidence of your photograph from prying eyes.

The real image to be cherished is your work of art, and the 

joy you felt while painting it.

Week 52, Day 3

COLLAGE IT
When all else fails, you can always use your watercolor as the 

background for a collage, or cut it up for use in a collage. There 

are still so many creative possibilities!
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LAVENDER BLUE
14" × 21" (36cm × 53cm)
(collage)

Week 52, Day 4

ATTITUDE OF GRATITUDE
It has been said that having an attitude of gratitude will change 

your life. It can also change your art. This change in mindset 

helps you to see opportunities throughout your day—artistic 

opportunities that can lead to wonderful visual expressions. As 

you practice an attitude of gratitude, you will notice treasures 

in everyday moments and gain a sense of wonder in the world 

around you. This sense of wonder will open your eyes to so 

many more creative possibilities than you can even imagine, 

and it will begin to infuse your art, and thus your life. It will 

make you happier and healthier, and enjoy the process of pro-

ducing art. Besides, no one really enjoys the reluctant painter 

burdened with talent, especially one that whines.
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Week 52, Day 5

MAKE AN ARTISTIC GOAL
Making goals is part of our human nature. We desire something 

and make a goal to go after it. 

As this year of watercolor comes to an end, try to continue 

to make art your resolution and your goal. You can be more 

specifi c about an aspect of art you want to do.

Is there a workshop you want to take? Do you want to 

master the art of trees, portrait painting, or a different medium? 

PRETTY LADIES
16" × 20" (41cm × 51cm)

Is it time to fi nally keep a journal fi lled with notes about your 

artistic adventure? Think about what it is that you really want to 

accomplish for you and your art.

Be sure to write it down and keep it visible to remind yourself 

of your goal. Also remember that art is a journey and a process. It 

will lead you places you have never imagined possible.
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CAST UPON THESE SHORES
16" × 20" (41cm × 51cm)

Week 52, Day 6

A LIFETIME OF PAINTING

“ The good watercolors take a lifetime—plus a half 

an hour.”

    —Toni Onley

Week 52, Day 7

GO FORTH AND PAINT!
Now that you have been armed with 

knowledge of how to create with 

watercolor, grab that brush and paper, 

and …

Go forth and paint!
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INDEX
Abstracts, 160–161

Acrylics, 56, 112

Aquabord, 125

Artists, master, 120

Blooms 

   causes of, 71, 75, 86–87, 90

   fi xing, 75 

   stopping, 153

Books, art, 138

Borders, 40, 158, 212

Brush 

   hairs, losing, 80  

   point, keeping a, 20

Brushes, 16–21 

   big, 174–175

   care of, 17

   cat’s tongue, 16 

   fan, 118 

   hake, 19, 81

   labeling, 20 

   mark making with, 140 

   masking, 48–49

   mixing, 20 

   mop, 37 

   portrait, 20

   sable, 17, 20

   scrub, 18 

   wash, 19, 37 

   water, 180

Buildings, texturing, 52, 101, 103

Chiaroscuro, 201

Collage, 216

Color, 160, 164 

   chart, 32–33 

   mood, 164

   palette, 21–22, 24, 32

   and synesthesia, 160

   temperature, 21, 59–60, 89, 156–157 

   value, 32–33, 67, 155

Colors, 21–27 

   analogous, 149 

   black, 59–60, 62, 64

   building, 149

   changing, 82 

   complementary, 66, 68, 169 

   dark, 62, 141

   darkening, 66

   granulating, 60, 69 

   layering, 28, 80, 82

   lifting, 62, 64, 209–210 

   muddy, 28, 64, 82 

   neutral, 66 

   opaque, 28–29, 32, 62, 82 

   primary, 64, 85, 153

   recommended, 21, 27, 59, 85, 189 

   staining, 28, 64, 69, 82, 85 

   transparent, 28–29, 32, 82 

   white, 157–158

   See also Paint; Pigment

Colors, mixing, 20, 24, 27, 74, 153

   black, 59–60, 64 

   gray, 59–60, 64, 68

   lavender, 32–33

   pink, 32–33 

Colors, poured

   drawing for, 53, 97

   masking for, 53, 76

   mixing, 74, 153

   paper, 14, 76  

   placing, 89

   recommended, 85, 153 

Competitions, 112, 195

Composition, 35, 206

Containers, 23, 27, 39, 181

Contrast, 169–170

Criticism, 209, 216 

Cropping, 213

Detail, 45, 133

Distance, 104, 119–120, 197 

Drama, 64, 170

Drawing, 132–134 

   contour, 134–135

   grid, 133, 137, 139

   life, 36, 44–45

   on paper, watercolor, 36, 53, 97

   practice, 24, 42, 44, 132 

   proportional, 136–137  

Drybrush, 11, 94–96, 101

Easels, 96, 98, 144

Edges, 10  

   deckle, 9, 13, 40, 147 

   softening, 94

Erasing, 39, 210

Eye, leading the, 45, 83, 89, 157, 167, 169

Figures, distant, 196–197

Focal points, 35, 45, 83, 157, 166–167

Fog, 171

Foliage, 103, 116, 124

Frames, fi xing, 215

Framing, 143, 215 

   mattes, 214

   without glass, 211

Glass, 163, 211

Glazing, 70, 80, 82–83, 104, 108 

Golden ratio, 35

Granulation, color, 60, 69

Grass, 116, 118–120

Grid, using a, 133, 137, 139

Gum arabic, 49

Hue, vs. color, 69

Ice, 163

Inspiration, 50, 122

   artists, other, 114, 120, 208

   musical, 62, 160–161

   outdoor, 74, 114

Landscape, 119

Light

   diffused, 93

   source, 167, 170, 201

   table, 138

Lines, 83, 153, 210

Magazines, art, 129

Masking fl uid, 47–56, 85   

   perils of, 48

   placing, 53

   removing, 55–56, 76

   splattering, 55, 99

   storing, 48

   unremovable, 56

Masking fl uid, using, 48–50, 85

   in large areas, 52
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   for pours, 76, 85

   for texturing, 52, 55

Mistakes, 94, 214 

   fi xing, 142, 205, 209–210

Mood, 106, 163–164

Music, 62, 160–161, 163

Paint, 24–25, 28, 144, 171, 189

   black, 64 (see also Colors, mixing, black)

   brands, 32

   brands, mixing, 27

   color, vs. hue, 69 

   properties, 28, 32, 69 

   See also Colors

Painting, 128 

   assessing a, 203–204, 206

   daily, 61, 132, 172 

   dented, fi xing a, 190 

   drying a, 73, 76 

   fi nished, 198, 203–204 

   getting started, 28, 82, 169

   holiday, 182 

   life, 44–45  

   light to dark, 86  

   negative, 138, 148–150  

   photographing a, 195, 202

   protecting a, 146

   signing a, 206

   size, 14, 109, 172–175, 183 

   tilted, 96, 98

   timed, 173 

   upright, 144 

   upside down, 142

   wet-in-wet, 82, 86–87, 91, 93

   wet-on-dry, 80 

   See also Plein air, painting; Portrait

Palette

   brands, 22-23

   color, arranging a, 22, 24

   color, limited, 21, 32

   travel, 177-179

Paper, 8–15, 66   

   blocks, 15, 76

   choosing, 8, 13–15, 76 

   handling, 13  

   handmade, 9, 13 

   portrait, 14, 187

   sizes, 8, 15, 109, 143  

   sizing, 11, 14, 123 

   stretching, 14, 40, 183 

   taping, 40–41 

   textures, 9–11, 15 

   weight, 14 

   wetting, 81, 90

   white, saving, 47, 123, 157 

Pencils, 35

Perspective, atmospheric, 119

Photos, 42, 44–45, 126, 130, 140, 142, 216 

   color and value in, 67–68

   editing, 44–45 

Pigment

   earth, 127 

   sticks, 182

Plein air, painting, 11, 36, 173, 176–182  

   paper, 11, 177 

   pigments, 182

   sketching, 177 

   supplies, 177–181 

Portrait, 20, 119, 184–194 

   background, 190, 197

   brush, 20

   depth in a, 119

   eyes, 185, 193–194

   face, ideal, 185

   features, 185

   hair, 189

   modeling, 186, 188

   paper, 14, 187

   photos, 184

   proportions, 185

   shadows, 188

   skin color, 186, 188

Rocks, 99, 102, 111–112, 114

Ruling pen, 50

Salt, 101–104, 106–108

Sand, 101–102

Silhouettes, 196–197

Skies, 37, 70, 79, 82

Snow, 52, 101, 103

Splattering, 55, 99, 101, 124

Spray bottles, 90–91, 122–123, 142

Stamping, 115–117 

Stars, 101, 103

Streets, 55, 99

Stretcher bars, 183

Subjects, 38, 45, 130–131, 177

   white, 158

Sun, 79, 82

Supply bag, 46

Texturing, supplies for  

   alcohol, rubbing, 111 

   bubble wrap, 114 

   coffee granules, 110 

   masking fl uid, 52, 55 

   paint, granulating, 60, 69

   paper, wax, 111 

   pigment, natural, 127 

   plastic wrap, 112 

   sponge, 126 

   toothbrush, 55, 99, 101

   See also Drybrush; Salt; Splattering; 

Stamping

Towels, 58, 64

Transfer paper, 36–37, 39, 133

Trees, 101, 110, 116, 126, 197

Value chart, 68

Values

   color, 32–33, 67, 155

   saving, 53

Varnish, 211

Washes, 19, 37, 70–82

   beaded, 70–71, 73, 78 

   fl at, 70, 75–76, 79 

   gradated, 78–80 

   mixing, 74 

   wet-in-wet, 82, 86–87, 91, 93

Water

   brush, 180

   dropping in, 90

   properties, 54, 58

   refl ections, 175

   sparkling, 55, 96, 101 

   spraying, 90–91, 122–123

Woodgrain, 94–95, 110
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LESLIE REDHEAD is an artist, teacher and 

author whose watercolor paintings have earned international 

awards and recognition. In addition to being a signature 

member of the Northwest Watercolor Society (NWWS), the 

Canadian Society of Painters in Water Colour (CSPWC) and the 

Federation of Canadian Artists (FCA), Leslie holds a Master’s of 

Education in art education. 

Leslie was born in Utah, grew up in Maryland, attended 

school in Hawaii and Utah, and raised her children in 

Massachusetts, New Hampshire and Canada. The artist 

currently divides her time between Victoria, British Columbia, 

and Idaho, giving painting instruction at the University of 

Victoria and in workshops throughout Canada, the U.S. and 

Spain. Her two creative, intelligent children have lovingly given 

her the superhero personas of Watercolor Woman and The 

Water Bender. 

Inspiration for Leslie’s work come from everyday moments 

and adventures as she visually journals the people and 

landscape that surround her. She enjoys encouraging others to 

fi nd the artist within and continues to seek the creative in all 

things. Leslie has always wanted to be a hand model and with 

this book, that dream is 

now realized. 
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For Hannah and Blake—

May you have the courage to keep moving forward and live 

your dreams.

Catch up with Leslie online and through 
social media:

Website: leslieredheadart.com

Blog: leslieredheadart.blogspot.com

Facebook: Leslie Redhead Watercolors

YouTube: Leslie Redhead

Instagram: lredheadart
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Composition 6 (1913)
Wassily Kandisky
Oil on Canvas
77" × 118" (195cm × 200cm)
The State Hermitage Museum, St. Petersburg, Russia
From WikiArt.org: https://www.wikiart.org/en/wassily-
kandinsky/composition-vi-1913 (Accessed October 25, 
2016)
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IDEAS. INSTRUCTION. INSPIRATION.

Find the latest issues of Watercolor Artist on 

newsstands, or visit artistsnetwork.com.

Visit artistsnetwork.com/competitions 

for up-to-date information on Splash: 

The Best of Watercolor and other North 

Light competitions.

GET YOUR ART 
IN PRINT!

Receive FREE downloadable bonus materials when you sign up for our free newsletter at artistsnetwork.com/newsletter_thanks.

These and other fi ne North Light products 

are available at your favorite art & craft 

retailer, bookstore or online supplier. 

Visit our websites at artistsnetwork.com 

and artistsnetwork.tv.

Follow North Light Books for the latest news, 

free wallpapers, free demos and chances to win 

free books!
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A YEAR’S WORTH OF TIPS, TECHNIQUES, ADVICE AND MORE

MAKE WATERCOLOR A PART OF 
YOUR DAILY LIFE, turning every day into 

inspiration for your art. Designed to fi t your 

life, Watercolor 365—the fi rst watercolor 

book of its kind—provides a complete 

education in the medium, one bite-sized bit 

of information at a time. Open it daily to 

fi nd a new tip, idea, technique or challenge 

... all aimed at getting you into the habit and 

mindset of an artist.

INSIDE YOU’LL FIND:

 »  52 mini step-by-step demonstrations 

(like painting skin tones and adding 

texture) 

 »  52 Q&A’s (based on questions 

received on social media, in work-

shops and from blogs)

 »  52 troubleshooting tips (such as how 

to remove masking fl uid that has had 

too long to dry and how to lift paint)

 »  52 bits of creative advice (such as why 

you should consider taking a painting 

holiday and keeping photographic 

records of your process)

 »  52 general tips (such as basic 

composition and transferring images 

for painting)

 »  52 defi nitions (clear, concise 

defi nitions of terminology, such as 

value and atmospheric perspective)

 »  52 exercises to improve your artistic 

skills (simple lessons for techniques 

like glazing and mixing grays)
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