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Introduction


I love painting. That might seem a rather bold statement, but I really do, I love it. A stretched sheet of watercolour paper sitting on an easel, with paints and brushes at the ready, thoroughly excites me and I can’t wait to get painting. Some of my earliest memories are of the paintings that I produced as a small child. I can still remember drawing a face at my junior school with so much care and attention to detail that I sacrificed a break, or ‘playtime’ as we used to call it, just so that I could finish blending a red and yellow crayon to create a ‘flesh’ like colour. Both my parents must have been aware of how interested I was in ‘art’ because soon after that, better-quality paper and pencils were made available at home, and it wasn’t even my birthday or Christmas. I was hooked and have been ever since.
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Learning how to paint requires persistence and endeavour; it’s not easy, it takes commitment and hard work. Like anything of worth, it requires effort. The nearest analogy that I can think of when it comes to learning how to paint is in learning how to drive a car. The first time sitting in the driving seat can make it all seem rather daunting: mirrors, manoeuvres, learning which pedal does what and when, lane positioning, signals, rules of the road, hill starts, requirements of the highway code – and all this whilst the car is moving at speed! So much to learn, so much to take in, but slowly, with guidance and practice the biting point of the clutch becomes second nature, dropping down a gear when going up a hill is almost seamless, reversing into a parking bay no longer such a challenge, over time the learner becomes a driver. It’s similar when learning to paint: it also can appear to be rather daunting at the start when staring at a blank sheet of paper, with a handful of brushes and brand new tubes of watercolour paints unwrapped for the first time; what to do next? But with practice and effort, what in the beginning might have appeared to be almost impossible becomes more achievable. Washes become controllable, compositions balanced and techniques mastered. I believe that with the right instruction everyone can paint, and I hope this book points you in the right direction.


Why paint rivers? From the trickle of a stream at its source, slowly meandering through rich green water meadows, to wide expansive estuaries and then to the sea, rivers have so much to offer the artist. They are full of life, light, movement, colour and interest. I have painted riverscapes for many years, and I never tire of them; they sustain me and I feel comfortable beside them. Every visit seems to present a different set of painterly possibilities. The Thames, Wye, Severn or Dee might be considered ‘Landscapes’ with a capital ‘L’, attracting tourists from far and wide to visit and admire as I do. However, my interest also lies with the smaller, less well known, nameless rivers or streams, ‘lower-case’ landscapes if you will. These are nonetheless beautiful and inspiring and although, one might think, not as awe-inspiring as their grander cousins, they should not be overlooked.


Within the pages of this book, through paintings, explanations and step-by-steps, I have tried to share with you my approach to the painting of rivers in watercolour. I don’t pretend that I will have all the answers to all the questions when it comes to watercolour, but I hope that by describing my methods, techniques and ideas you will be encouraged to pick up your brushes and have a go.




Chapter 1


Getting Started


Watercolour is one of the simplest of media an artist can choose: it doesn’t require the strong-smelling solvents common to oil painting; it is more stable when dry than a pastel painting; it is immediate, fluid and fun. With just a few tubes of colour, brushes, palette, paper and water you are ready to paint.


[image: image]


But where to start? It’s no wonder that when confronted with racks of papers, dozens of colours and scores of brushes in various shapes and sizes, that many would be painters feel bewildered by the options available. So let’s take a look at the essential requirements for the watercolour painter: namely paper, paint and brushes.
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The Stream near Modbury. Size: 42 × 25 cm (16½ × 10 inches).




PAPER


The choice of paper is often overlooked by those new to watercolour painting. How often have I heard from students when asked what paper are they using, ‘I don’t know; it’s just paper’? To the watercolour painter there is no such thing as ‘just paper’, its choice is crucial to the overall success or otherwise of a watercolour painting. Choose the right paper and certain effects are possible to achieve; choose the wrong paper and those desired effects might prove disappointing or even impossible. For instance, a paper with a smoother surface will tend to lend itself to a finer, more precise type of painting, whereas a rougher paper is often better suited to a looser style of watercolour.


The four qualities that artists consider when making their choice of paper on which to paint are: texture, weight, hardness, and whiteness or colour.


Texture
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From left to right: Hot pressed, NOT and Rough papers. Note how the texture of the paper has a direct influence on the mark created.




Watercolour paper is manufactured in three different types of surface texture. The types are known as Hot Pressed (HP), Cold Pressed (NOT) and Rough, the classification decided upon by the surface texture, the ‘tooth’ as it is sometimes called. You might like to think of them simply as smooth, medium and rough. A smoother paper will prove easier to work on when producing a tighter, more detailed painting, whereas a rougher surface allows for a looser, more expressive style of brush stroke.


A Cold Pressed (NOT) style of paper, which offers an acceptable amount of texture and allows for both the easy flow of washes and a degree of detail, is the preferred paper of many. Most of the paintings and exercises in this book are painted on Cold Pressed (NOT) papers.


Weight


Watercolour paper is available in a variety of different weights and thicknesses. The most common is 190gsm (90lb), a fairly thin one; 300gsm (140lb) is medium thickness; 638gsm (300lb) is much thicker. The lower the number, the lighter the paper.


Lighter papers are likely to wrinkle and distort when painted on, artists and papermakers refer to this as ‘cockling’. Heavier papers cockle less than lighter ones, but even these will with the addition of enough water. Therefore, to reduce the chances of cockling it is advisable to stretch the paper before painting. This involves soaking the paper in water and sticking it to a stout wooden board with tape. As it dries the paper is pulled flat, and when painted upon will remain virtually cockle-free. Nobody enjoys painting on a bumpy surface and a flat, taut sheet of watercolour paper almost shouts out to be used!


Hardness


Watercolour paper comes in different degrees of absorbency and this is known as the paper’s ‘hardness’. The degree of hardness is arrived at during the manufacturing process with the addition of ‘size’. This has nothing to do with the physical dimensions of the paper, but is the term given to the additive introduced during the manufacturing process that reduces the paper’s capacity to absorb water. The more size used, the less absorbent the paper and the harder it is.


The level of a paper’s hardness has a direct influence on the behaviour of watercolour washes and on the marks possible. A softer paper allows for the layering of delicate, subtle mixes of colour whereas with harder papers washes tend to float for longer on the surface, making the blending of colours easier. Each type of paper has its own characteristics and strengths and with experience the artist will learn which paper is best suited to their work.


Whiteness/Colour


Paper manufacturers produce a variety of ‘white’ papers, some of which are whiter than others. Other colours are also available – pale blues, cream and grey, for example – and the choice of paper colour is decided upon by the subject matter of the painting. For example, a snow-covered river scene might work better if a pale blue paper were used, rather than a creamy white.


Paper can be bought in sheets, pads or blocks. When painting in the landscape a spiral-bound A3 (297 × 420mm) watercolour pad will be large enough, particularly as the spiral binding allows for the pad to fold completely flat, making it much easier to work on. Anything larger than can prove difficult to carry. Watercolour blocks are sheets of watercolour paper glued on all four edges that are meant to do away with the need for stretching as the glued edges are designed to keep the sheets taut when painted on. I find that although the first couple of sheets remain flat, after being taken in and out of my painting bag a few times the remaining sheets begin to separate and any benefit the block might have had is quickly lost. In the studio A1 (594 × 841mm) sheets of paper are often the best choice as they can be cut to the required size and stretched accordingly.




Stretching paper
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Step 1: Soak the paper in cold water for a couple of minutes, longer if the paper is very heavy. If using the kitchen sink or bath make certain that it is clear of any soap or cleaning residue as this can affect the paper’s performance when painting.
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Step 2: Lay it carefully onto a wooden or plywood board no less than 13mm in thickness, and leave it for about a minute. Be careful not to catch the paper with anything sharp, as it is very soft and susceptible to damage when wet. With the four pieces of gum strip already cut to size, moisten with water, and stick them to the paper and board. Make certain that at least a third of the gum strip is stuck to the watercolour paper and the remainder to the board. Masking tape will not do as a substitute for gum strip.
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Step 3: If puddles of water have gathered, remove carefully with kitchen roll.
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Step 4: Leave to dry flat, avoiding direct heat, overnight if possible.
 To check if the paper is completely dry, use the back of your fingers or hand to test it. If it feels colder than the ambient temperature of the room it is still damp and needs to be left longer. Some artists will test the surface of the paper by drawing with a 2B pencil. If it makes a mark easily then it is likely to be dry enough to use.








Sample paper packs are available from manufacturers and some online stockists. These packs are particularly useful as they allow the artist to test out the various papers before purchasing larger quantities.


Papers can vary widely in price, with the beautiful handmade papers being among the most expensive and machine-made papers less so. Over the years I have tried many manufacturers’ papers, finally settling on two makes that suit my style of painting. One is a beautifully textured handmade artisan paper made by the Two Rivers Paper Company in Somerset, England; the other is a more economically priced mould-made paper, Bockingford, again made in Somerset by St Cuthberts Mill Ltd. Both are excellent papers and a pleasure to work on.


PAINT AND PIGMENTS


Paintings are brought to life by the colour artists use. Colour can stir emotions, create moods, it can instil a sense of calm and stillness or dramatic excitement; it can create the illusion of space and distance, and although the tone often does all the hard work it’s the colour that the viewer will notice first. Therefore the colours chosen are elemental to a painting’s overall success and should be chosen wisely.


Watercolour paint comes in two grades: student quality and artist or professional quality, the student quality being cheaper than the artist quality and although student colours have improved over the years, artist colours tend to deliver better results. They often flow better, dry brighter and go further than those offered in the student range. Both are offered in tubes or pans. Tubes are preferable to pans when working in the studio as they allow for washes to be mixed more quickly and efficiently. However, when painting en plein air pans are useful as they are smaller and more portable compared to tubes. Whether tubes or pans are chosen ultimately comes down to personal preference, but if the budget allows, artist quality should always be first choice.


Paints, pigments and colour have particular characteristics and will be discussed later in the book.


Watercolour paints can be ordered not just by colour, but by several other qualities, including transparency/ opacity, staining/non-staining, granulation, and lightfastness. Most manufacturers of artists’ paints will give an indication on the tubes, pans, in colour charts or on their website as to the various characteristics of the individual colour.


Transparency and opacity


All watercolour paints will be transparent if enough water is included in the wash. However, some colours will produce a more opaque wash than others; they have a natural property towards opacity rather than to transparency, whilst others behave in the opposite manner. Drop some cobalt blue into a jam jar of clean water, and in a separate jar do the same with Winsor blue. You will notice how the cobalt blue clouds the water whereas the Winsor tints the water blue without it turning cloudy. The cobalt is more opaque than the Winsor blue.


Staining and non-staining


A staining colour is just that: it stains the paper often as a result of being a modern dye based colour and can be difficult to lift from the paper with damp brush or sponge. A non-staining colour can be lifted. An artist might choose to use a non-staining colour if they know that they want to soften the edge of a wash after it has dried with a wet brush or damp sponge. The wrong colour choice might make the lifting off almost impossible.


Granulation


Some colours when applied in a wash to watercolour paper will settle into the paper’s valleys, producing a grainy texture. This effect is known as granulation. Ultramarine blue is a good granulating colour and I often use it when I want to add a texture to parts of the painting, for example when painting stonework in an old jetty.


Lightfastness


The paint’s lightfastness gives an indication of how resistant the colour is to fading and change. Some colours will over time fade or even alter in colour. Alizarin crimson, if made from a particular pigment, is known to fade over time for example. Therefore, to know which colours might display this characteristic is useful to the artist, particularly so if they are exhibiting and selling their work.


Getting to know how colours behave individually, in mixes, whether they lift or if they granulate, whether they are opaque or transparent – all this information is vital to the artist’s knowledge bank. For these colours and the way they react to one another on a physical level within the process of painting are often the reason behind success or failure within a watercolour.


Colour selection
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The majority of the paintings in this book have been painted from a selection of these colours. Although not an exhaustive list of colours that I have in my studio, these paints are the ones that I use the most often. I know how they work together, what mixes I can produce from them and the inherent characteristics of every individual colour.




Listed below is a selection of paints that I have used for the paintings in this book. All are artist quality from a number of suppliers.


Ultramarine blue: A rich granulating blue with hint of violet. When mixed with burnt sienna it produces rich, vibrant darks and useful greys. Transparent, non-staining.


Winsor blue (green shade): A wonderfully intense blue. Be careful as a little goes a long way. Transparent, staining.


NB: Winsor blue is available in two shades, green and red. Only the green shade has been used for the paintings within this book.


Cobalt blue: A chalky blue. Useful for skies and creating soft greys. Semi-transparent, non-staining.


Burnt sienna: A rich red brown. A useful colour on its own but also mixes well with ultramarine blue and cobalt in producing useful greys, particularly in distant landscapes. Transparent, non-staining.


Raw sienna: Bright yellow brown. I often use it with cobalt blue for distant hills or moorland. Transparent, non-staining.


Winsor red: Bright, warm, intense red. Good for touching in details on boats to create interest. Semitransparent, staining.


Quinacridone gold: Rich, dark yellow. Mixes well with certain blues producing vibrant greens. Dries quite pale in washes. Transparent, staining.


Cadmium red: Strong opaque red with a hint of orange, granulates well in washes. Opaque, staining.


Permanent rose: A soft blue red. One of my favourite colours, which when mixed with ultramarine blue gives a lovely purple. Transparent, staining.


Lemon yellow: Bright yellow, with a hint of green. I often use it as my under wash when painting trees. Transparent, staining.


Cadmium yellow: A strong warm yellow, with a hint of orange. Opaque, staining.


Viridian: Bright blue green. Often dulled slightly with the addition of a red or burnt sienna as it can be rather dominant. Transparent, staining.


May green: A bright yellow green. Semi-transparent, non-staining.


Green gold: Rich golden green. Mixes well with blues to produce an interesting range of greens. Transparent, non-staining.


Transparent oxide brown: A rich, warm lively brown. One of my favourites. Semi-transparent, non-staining.


Cobalt violet: A freely granulating violet. Works best in thin washes. Care should be taken if over painting as it has a tendency to lift. Semi-transparent, non-staining.


Neutral tint: A grey black that mixes well. Mixed with ultramarine or viridian it is a useful addition to the marine painter’s palette. Semi-transparent, staining.


It should be noted that the range of colours shown and their characteristics can vary between paint manufacturers and the watercolour paper used. Therefore it is advisable to spend some time getting to know how the colours you have within your palette behave and react.


In addition to the watercolours I will often use small amounts of gouache, acrylic ink and watercolour pencils when required. These are likely be some of the last touches to the painting, for example to restate a lost highlight or to add a lighter, brighter colour over a dark passage within the painting.


PAINT: SOME USEFUL MIXES


It is not necessary to have a scientific knowledge of colour, but a basic understanding of colour theory will prove invaluable when it comes to the planning of a painting and the mixing of washes.


Colours
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The first column shows permanent rose, lemon yellow and ultramarine blue as primary colours. The second column shows a mix of two primary colours, and the third column shows the colour created by mixing the colours in the row together. Varying the proportion of colours added to the mix will obviously affect the colour created; a bluer green will be created, for example, if more ultramarine blue is added to the lemon yellow rather than the other way around. Traditional landscape painters are more likely to work with tertiary colours in their palette.




Colour can be broken down into three groups: primaries, secondaries and tertiaries.


Primaries are colours that cannot be mixed by the combination of any other colours, secondary colours are created by the mixing of two primaries, and tertiaries are a mixture of a primary and a secondary colour.


Complementary colours
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Colour circle.




If the colours are set out in a circular pattern with the primaries at the centre and the secondaries arranged around the edge, notice that directly opposite the red lies the green, the yellow the purple and orange the blue. These combinations of colour are known as complementary pairs.


A working knowledge of how these complementary pairs can be used in a painting is extremely useful. For not only can complementary colours when juxtaposed enliven parts of a painting by their vibrant contrasts, they can also play a role in colour mixing by helping to create more useful colours for the artist to work with, in particular the landscape painter. If a colour appears a little too vibrant, try adding a small amount of its complementary to the mix to reduce the intensity of the colour. Painters often refer to this as ‘knocking the colour back’, producing a more workable, less energetic colour.




Useful Greens


Few colours, if any, seem to present so many problems to the watercolour painter as the mixing of greens – which, when painting landscapes, is very difficult to avoid.


The problem with green, I believe, is twofold: firstly, the mixing of the colour itself, and second, the overpowering effect that green can have over the rest of the painting.


Mixing greens


Being a secondary colour, a mix of the two primaries yellow and blue offers great scope to experiment by using various yellow/blue combinations. For example, a lemon yellow mixed with an ultramarine blue will produce a very different green from the same yellow mixed with Winsor blue.


Here I have mixed some greens from the different yellows and blues in my palette. Whichever combination you choose, it is best to start with the yellow and gradually add the blue. Note how the green alters as you gradually increase the blue proportion to the mix.


Look at the greens created; some will look brighter and less natural than others, and if these are used in a painting they are likely to overpower all other colours and unbalance the design of the painting.


Whereas some painters might be happy to work with these unnatural colours, the others will be considering how they can be altered to make them more believable, and this is where a knowledge of complementary colours proves useful. By adding a little touch of red, the complementary colour to green, notice what happens. The green begins to dull, become ever so slightly browner, resulting in a more natural-looking green, which in turn is likely to prove of greater use to the landscape artist.


One area that seems to generate much debate amongst artists is whether to mix greens or to use ready mixed greens from tubes or pans. I have a foot in both camps, mixing my own greens and working from ready mixed colours. However, I never work with tube or pan greens without adding a little of another colour to modify it. Therefore I like to consider that all my greens are mixed to some extent.
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Winsor blue with lemon yellow.
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Ultramarine blue with lemon yellow.
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Cobalt blue with lemon yellow.
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Winsor blue with cadmium yellow.
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Ultramarine blue with cadmium yellow.
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Cobalt blue with cadmium yellow.
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Note how a touch of cadmium red introduced to a mix of Winsor blue and lemon yellow creates a more natural-looking green.
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Introducing a little burnt sienna to a ready mixed green, in this case May green, produces a less vibrant, softer colour that is often more useful to the landscape painter.







Greys and useful darks
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A combination of ultramarine blue and burnt sienna produces a rich, useful dark. Notice the way that the colours have granulated out towards the middle of the mix.




One the most useful mixes in watercolour, and one that I use over and over again is ultramarine blue and burnt sienna. It makes a lovely grey, a blue grey if more of the ultramarine is in the mix and a browner one if the proportion of burnt sienna is greater.


A useful dark can also be mixed from the two. Artists often find it difficult to mix a really good strong dark; a black straight from the tube is to be avoided as it can look flat and dries lifeless. Whereas a rich dark mixed from ultramarine and burnt sienna will have a depth to it that will be difficult to achieve from a tube colour.


To mix a good dark use plenty of pigment, but be careful not to add too much water as the mix will be weak and insipid. It might seem rather odd, but to mix a good dark I always use clean water; mixing with dirty water seems to reduce the dark’s brightness.


BRUSHES
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The majority of the paintings in this book have been carried out with the following selection of sable brushes: a No. 14 and 10 for covering large areas with a wash, a No. 8 for smaller wash work and some detail, a small pointed No. 4 for fine detail, and a rigger, useful for painting trees and grasses.




Brushes come in all manner of shapes and sizes, some with natural hairs, some synthetic, others a mixture of the two, and vary in cost from the very expensive to the not-so, and the somewhere-in-between. The choice can seem overwhelming, but it is perfectly possible to produce good paintings with just a small number of brushes; better to buy a few good brushes rather than many that are not so good! Although there are some good synthetic brushes available Kolinsky sable is still the choice and recommendation of many. A Kolinsky sable brush can be expensive, but it will hold a lot of colour, spring back into shape and point quickly. If cared for, it will be part of your painting kit for years to come; an investment worth making. If cost is an issue search out some of the sable synthetic mixes which offer good performance at a reasonable price.


Brush sizes are categorized by a numbering system, from 000 being a very, very small brush up to a whopping size 40.


Once you have a selection of brushes, play with them. Don’t try to produce a painting – doodle with them, find out how they work. Get to know the varieties of marks that you can make with them, all of them; build a lexicon of marks that you become familiar with. For it is these marks that will bring life to your paintings. Find out what marks you can create if you hold the brush loosely and flick the tip across the paper’s surface. What is the longest continuous mark that you can make without returning to the palette? By ‘printing’ with the side of the brush, what mark is created? How easy is it to spatter paint and what size of spatter is created? Does a pointed brush create a different mark to a flat one? Which brushes make a dry brush stroke most easily? Get to know what each brush is capable of. A brush can do so much more than simply fill in an area of the painting with a wash; it can and should be used as an expressive tool in its own right, capable of adding interest to the painting merely by the variations in marks created.




Painting and Information – Gathering on Location


There is much to be gained in venturing down to the riverbank with paper, paint and pencils for a spot of sketching.


But be careful: don’t take too much equipment with you. Not only will you have to carry it around all day, which can be both bothersome and tiring in equal measure, but you will be surprised how heavy a bag of unwanted equipment can become when you pick it up for the tenth time that day as you set off to look for other subjects to draw and paint. I’m sure in my early career I missed some inspiring locations as I ran out of energy and trudged wearily back to the car lugging a large bag of unused painting paraphernalia.


I try to take the minimum amount of art equipment when venturing out from the studio. Even if you are travelling to your painting location by car, at some stage you will have to pick up your painting kit and walk to your chosen spot. Over the years, therefore, I have reduced my outdoor painting equipment to the minimum: watercolour pad, two or three brushes, or even a single brush pen, a set of pan colours with built-in palette, collapsible water pot, pencil, sketch pad, eraser, kitchen roll, and water all neatly stored in a small rucksack that doubles up as a seat. All that’s left to do is to pick up a camera or iPad, along with a lightweight easel if needed and I’m ready to go.


Clothing is particularly important when working on location. I don’t like to get cold when painting; trying to hold brushes and paint with fingers numbed with cold, or shivering in the shadows when the temperature drops is not something I enjoy, nor is it conducive to good painting. By taking layers of clothing with me that can be taken off or put back on according to the weather conditions means that I can stay at a comfortable temperature, allowing me to get on with the painting. My wife knitted me some fingerless mittens years ago and these are always in my coat pocket when venturing out to paint, even in the summer months when a sudden change in the weather conditions can have me reaching for them gratefully.


In strong light, a hat with a wide brim is useful to shade the eyes and saves a lot of squinting. It might seem obvious but it is worth noting that sunglasses really won’t help the painter! Decent shoes or walking boots are a must whatever the time of year but more so in the winter months when the ground becomes wet or icy and invariably slippery. I have also discovered that a stout piece of corrugated cardboard is useful to stand on during really cold weather, as it offers a degree of insulation from the coldness of the ground which otherwise seems to permeate from the feet upwards, particularly if you are standing in one spot for any length of time.


Don’t forget to pack a few snacks as well as some cold or hot drinks, as these can add to the length of time you can spend out in the landscape painting or drawing.


Living and working on the edge of Dartmoor in southwest England, I am only too aware how quickly the weather changes from minute to minute. What starts out as a sunny, clear day can turn to a cold, rainswept wilderness in moments and many walkers and ramblers have been caught out by it, much to their regret. Therefore, if you are venturing out to places away from footpaths or to more isolated locations, it is wise to let family or friends know where you are proposing to paint and what time you hope to return. If you fail to return when expected then they can inform the relevant services.





EQUIPMENT
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A selection of some of the most regularly used materials and pieces of equipment within my studio.




Palette


Palettes vary in size and shape – square, round, rectangular and the traditional kidney shape. Some artists prefer a metal palette, others china or acrylic. But whatever your choice it should have sufficient space in which to squeeze out plenty of colour from tubes and deep wells to mix in.


Easel


Many artists produce excellent paintings without using an easel. A drawing board propped up with a couple of books on the kitchen table will do the job, but an easel gives the artist more flexibility. Certain effects, when painting in watercolour, are dependent on the angle that the board is tilted at. The steeper the angle, the more quickly a wash will run down the paper. To slow the movement of a wash, lower the angle of the board. Using an easel makes it much easier to control the angle that the board sits at.


In my own studio I’m fortunate to have an old, very heavy, engineer’s adjustable drawing board that can take boards in excess of A1 in size. When painting on location I use a Herring Versatile easel, which is simple to erect, firm and takes an A2 board easily.


Sketch pads


A couple of sketch pads are essential in any painter’s kit. They allow for quick drawings to be made on site and can be used in developing the painting back in the studio. A small one to be dropped into a pocket and a larger A4 will prove to be the most useful and both should be used at every opportunity. Get into the habit of drawing; not only will your drawing improve but so will your ‘seeing’, which will feed back into better paintings through better observation. Along with drawing pads suitable for pencil work I also have a few pads comprising heavy weight watercolour paper. These allow me to produce small, on-location watercolours without the paper cockling too much, which would be the case if I were to use the drawing pads.


Pencils


A good quality 2B pencil will be fine when sketching on location and indicating the initial drawing prior to painting. Anything harder than a 2B and it makes rubbing out difficult, and risks damaging the surface of the watercolour paper. When drawing, it is essential to have a sharpener to hand; use it frequently, as it is much easier to draw with a sharp pencil than a blunt one. A good quality mechanical pencil which offers a choice of leads is ideal as it does not require sharpening.


Masking fluid


The use of masking fluid in a painting often splits opinion, with some in favour of its use and some vehemently opposed. Masking fluid protects the paper surface from paint and by so doing it preserves the ‘white’ of the unpainted paper – a technique often used to create highlights and sparkles. If used sympathetically and with care it can have a positive impact on the final painting and I for one would not be without a jar of it in my studio. Application can be with dip pen, colour shaper, old brushes or even rolled up paper. Most of the paintings in this book have included the use of masking fluid during their production to a lesser or greater extent.


Painting boards


Strong painting boards are indispensable when it comes to stretching paper. Exterior grade plywood of no less than 13mm in thickness will suffice. Hardboard, thick cardboard or thinner plywood will not stand up to the pressure the paper exerts on the board when drying and will cause it to bow, rendering the paper useless to paint on.
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