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INTRODUCTION

“These days a girl takes her adventure where she can get it.”



 What a terrific idea it was to do this book with my daughter. How often do you get to spend that kind of focused and productive time with any member of your family—much less your eldest and the apple of your eye? I have to admit that at the start of our work together I had some vague notion or idea that this would be largely a teaching process—you know, the wise old dad shows his little girl the ins and outs of putting together a book. He expects that he will have to do most of the work and that she will write her entries and then deliver them, piecemeal and half-baked, when he can whip her to it. But it hasn’t worked out that way at all. I can tell you that Lara had been a full partner in the compiling, writing, and editing of this Adventurous Girl’s Handbook. Our modus was to laugh a lot and argue just a little, and thereby help both to check and stimulate the other’s interests and excesses. As we neared the end of our labors I asked her whether or not she was glad she had taken this on.

“Glad,” she said, displaying what is for her a rare economy of words.

“Very glad?” I prompted.

“Yes,” she said smiling, “very glad.”

I was glad of it too. And truth to tell, I felt some need of gladdening. Only a few weeks earlier a day had come that every father dreads. It was early morning and I was walking Lara to school, as had been my wont since her preschool days, when she turned to me and said,“I don’t want you to walk me to school anymore.”

“But,” I said, “I’ve always walked you.”

“I want to go by myself.”

“You’re too young to walk alone to school,” I said.

“I’ll meet up with my friends and we’ll go together. Don’t you trust me?”

“It’s not a matter of trust.” I said. “It isn’t safe.”

“I’ll be careful,” she said, as if that settled the matter. I noticed that down the block two of her classmates appeared to be waiting for her to join them.

“Sorry Lara, I don’t think it’s a good idea,” I said.

“Dad, I’m old enough. If you insist, you can follow me to school, but you have to walk at least a block behind me. Honestly, it’ll be fine.” With that she waved, gave a shout, and, taking off after her friends, called back at me, “It’ll be an adventure!”

This question of what adventure is was much on my mind as we began working together on this book, and one day I put the question directly to my coauthor.

“Oh Lara.”

“Yes dad?”

“What is an adventure?”

“Dad, you are asking the wrong question.”

“Am I?”

“Oh my god, yes. The important question is not ‘What is an adventure? ’ Everybody knows that. The really interesting question is ‘What does it mean to be adventurous?’”

That insight has served as the keynote for this book. Our aim has been to make a compilation that gives the Adventurous Girl access to things that may help to grow adventurousness in her. It may be an adventure to rappel off a cliff face or down a mountain side, but the adventurous girl is one who wishes to and imagines herself undertaking that danger, whether she ever gets the opportunity or not. It may be an even greater adventure to save a life and the adventurous girl is prepared to act should the need arise.

In the closing decades of the 19th century, with the industrialization of printing, began what we have to consider as a “golden age” of books for young people—not only for boys but for girls as well. This was the era of the great girl novels: of Black Beauty by Anna Sewall for example, or Little Women by Louisa May Alcott, or Alice In Wonderland by Lewis Carroll, or Silas Marner by George Eliot. By the turn of the century, and thanks largely to public education, a majority of highschool-aged Americans were able to read. This was great news for the publishing industry and for American literature. This was also the era of the sequel and the prequel and all the other little quels. In 1917, Eleanor H. Porter’s Pollyanna was such a runaway bestseller that Ms. Porter was encouraged to write eleven more follow-on books. Heidi, by the Swiss writer Johanna Spyri, proved to be such a favorite year in and year out that its English translator took it upon himself to write two sequels: Heidi Grows Up and Heidi’s Children. Whole syndicates sprang up, devoted to feeding the market with adventure stories for girls. In 1930 the first four Nancy Drew Mysteries were published. Since then over eighty million Nancy Drew books have been sold.

Nonfiction works for girls were also a big deal. At first the books tended to be how-to books centered on home crafts, like cooking and sewing, and on the genteel arts of hand-stitched embroidery, watercolor painting, and music, or on the finer points of bourgeois etiquette. However, this soon changed. In 1913 George Bernard Shaw was heard to lament that “home is the girl’s prison.” But already girls all over the Western world were breaking free. In America, the popular market was already aflood with memoirs and truelife adventures of women in sports and in the arts.The rise of scouting, for both boys and girls, did a great deal to make available a life out of doors, and even the early Scout Manuals somehow manage to be the last word on the woodcraft, the flora, and the fauna of the natural world.

There’s something about the flowering of this genre that is still mighty attractive, and so for our book we have consciously chosen to reflect these traditions by excerpting works from several of the masters. Di Souza was a master horseman and teacher, nevermind his quaint way of expressing himself. The work of Ernest Thompson Seton, who helped found the Scouting Movement (for boys and girls) in America, is very good on woodcraft and the outdoors—the natural world, and was an important resource. Eloise Roorbach was an athlete, hiker, and mountain-climbing naturalist in the early days of the 20th century, when this kind of triple or quadruple threat was rare. But not all of our contributors are graybeards. Most of this material is as up-to-date as anyone could wish. A number of entries have been written by friends and, in a couple cases, classmates. Some of our information has been gleaned from the Web. In rendering this material, we’ve tried wherever possible for an easy, off-handed, avuncular approach, one that fully respects the information we want to get across but does so in a voice that maximizes it accessibility.

The other day I was to meet up with Lara after school. We’d fixed our rendezvous for a particular street corner, but I was early and it was drizzly out so I ducked into a coffee shop. The windows gave a good view of the corner so I’d be able to watch for her from there and keep myself dry. A few moments later I was surprised to see not Lara only but a whole posse of her classmates stride into my ken. There were no adults with them and they had not seen me. Most of them had known one another since kindergarten and there was an ease between them and a goodnatured jocularity. Sure each of them was her own person with her own qualities and traits—one awkward, another blasé, one earnest, another preoccupied. But taken together, they were a revelation. It seemed to me a true vision of Girl Power. And a voice in my head said, “Glass ceilings, you better look out, these girls are fit for any adventure.”

Stephen Brennan 
Lara Brennan 
March 2009





ARTS AND CRAFTS


MODELING IN CLAY

An eminent artist once remarked that, should he bring into his studio the first dozen boys he happened to meet on the street, taking them as they came, he would probably be able to teach at least half of them to model within six months, whereas there might not be one of them who could be taught to paint at all. Possibly none of these boys would ever become great sculptors, but they could learn to model moderately well. If that is the case with boys, who are apt to be so awkward and clumsy, how quickly could a girl’s deft fingers learn to mold and form the plastic clay into lifelike forms?

The great difficulty we encounter in learning to draw—which is representing things as they appear, not as they really are—will not trouble us in this other department of art, for in modeling it must be our aim to do precisely the reverse and reproduce an object exactly as it is, not as it appears.

Modeling, besides its own worth, is of value as an aid to drawing for it teaches form, and the shadows on an object can be drawn more intelligently and correctly when it is known just what formations produce them.

Instead of entering into the finished processes, we will confine ourselves to the prelude or introduction to modeling; and then, girls, with the object before you—your only guide and instructor—you must work out the rest for yourselves.


MATERIALS

Clay, such as is used by potters, perfectly free from grit.

Modeling tools. These can be bought at any artists’ material store, and the simplest ones might be made at home of hard wood. Only a few tools are necessary for a beginner; the fingers and thumbs are the best of all tools, and a great deal can be done with them, though for fine, delicate modeling, tools must be used.

Modeling stand. A regular modeling stand with rotary platform will cost a little money, and the expense may be an objection; but an ordinary high office stool with revolving seat makes a good substitute. If the stool is not high enough, it can be raised by placing a drawing- or pastry-board, on the seat and on top of that a square wooden box about one foot high and broad enough to allow sufficient room for a good-sized head and bust.




HOW TO MANAGE CLAY

To begin with, about fifty pounds of modeling clay will be required. If possible buy it moist, but if its dry, put it into an earthenware jar, or anything that will hold water, and cover with clear water. Let it remain until thoroughly moistened then, with a stick, stir the clay around until it is free from lumps and is perfectly smooth. Clear it away from the sides of the jar and pile it up in the center.

When the clay is dry enough not to be muddy but still pliable, it is in a fit condition to work with. It is necessary to keep your hands perfectly clean and conveniences for washing them should be handy.

Do not use muddy water or a dusty towel.

Use any tools that will produce the desired result with the greatest ease; a little experience will soon determine what these tools are but as a rule the largest are best.

When leaving unfinished work, cover it with a damp cloth to keep it moist.

If you are working on a head, and the features have been started, stick a small wooden tool in the head just above the forehead to hold the cloth away from the face, for it is liable to soften the nose and push it out of shape if it rests upon it.

Keep your tools clean, and do not allow the metal ones to become rusty, as they will if carelessly left on the modeling stand when not in use. To avoid trouble of this kind it is best to put your tools in a box where they will be perfectly dry.




HOW TO PRESERVE MODELED CLAY

If terracotta clay is used, it can be baked in a kiln, which will, while hardening, turn it a fine buff terracotta color and make the object, if well modeled, ornamental enough for almost any use.

From the other clay, plaster casts can be taken and the article can be reproduced in plaster as many times as desired.




HINTS FOR MODELING A HEAD

Always work from a model, and it is best to try copying plaster casts before attempting to model from life.

Place a wooden or tin box (something the size of a cigar box will do) on the center of your stand to form the base; cover this with clay and stick a support in the middle.

The support may be a piece of doll or even kindling wood eight inches long and about one inch thick.

Build up the clay around this stick and, with your hands, mold the clay, piecing it out here and cutting off there, until it bears some resemblance to a head.

Still using your hands, get the general proportions of the head and then begin on the features. Begin with the profile, using tools when necessary, and try for character without detail; then turn the head a little and work from that point of view. Always look at your model from the same point of view as you do your work.Turn the head in the opposite direction and model the other side, keeping the face evenly balanced. Continue turning your work little by little until each outline it presents is as near as you can get to the corresponding outline of your model, and then work up the detail.

In modeling any object, the same process of viewing the model from all points, must be done.

Do not strive to obtain a likeness at first, but be careful to have all of your outlines correct, and the likeness will come by itself.






SEWING

It used to be that most girls learned to sew by hand.This was regarded not just as a domestic accomplishment but also an art. These days we mostly buy our clothes ready-made and it seems with every generation, fewer and fewer of us practice this craft or art. This is too bad because there really is a kind of magic in the nimble fingers of an accomplished seamstress.


SEVERAL STITCHES

From School Needlework by Olive C. Hapgood:
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STITCHING
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BACKSTITCHING
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RIGHT SIDE
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WRONG SIDE




HEMMING
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RUNNING
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GATHERING









ROPES

From the very dawn of human intelligence, people have found it necessary to fasten things together. Vines, tree bark, branches, as well as strips of animal hides and leather have all served us, at one time or another, in our history.

Rope, cord, twine, and even thread are our more modern means to the same end.

All sewing is dependent upon threads and cloth is merely groups of such threads woven together.

These are made from fibers found in the leaves or stems of plants, or from animal wools.
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Common hemp is the fiber most often used for rope, though cotton ropes are more flexible and very durable. Manilla hemp is used for stiff, heavy ropes.

When the fibers have been combed out of the leaves the following steps occur:

A few fibers are twisted together to the right to form yarn. Then a few yarns are twisted together to the left to form a strand.

Three strands are twisted together to the right to form a hawser; hawsers are twisted together to the left to form a cable.

A one inch rope may have as many as 300 individual threads and the friction of each against the others gives holding strength to the rope.

Take a small piece of string and separate it back as far as you can toward its fibers. The nature of the rope, then, is such that its ends will fray or separate and gradually unravel.

It is important, therefore, to “whip” the ends of your rope.


“WHIPPING” A ROPE

The idea is to “bury” the two ends so they are held by the other loops. After making several turns, the end can be pulled tight under those turns and cut off.




A FEW REALLY USEFUL KNOTS

To use ropes and cords one must know how to make them hold. Knots, therefore, are in constant use by sailors, explorers, mountain climbers, engineers, and mechanics.

A good knot has three qualities:


It can be tied quickly. 
It will hold fast. 
It can be easily untied.
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When tying a rope there are three parts:


The standing part—the long unused portion. 
The Bight—the loop formed whenever the rope is turned back 
The End—the part used in leading


THE FIGURE-OF-EIGHT KNOT 
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THE OVERHAND KNOT 



These may be used to keep a rope from “pulling through” a pulley or an opening as in the case of a shoelace.
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SQUARE OR REEF



 The most common knot for tying two ropes together, frequently used in first-aid bandaging. It never slips or jams and is easy to untie.
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SHEET BEND
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This knot is used in bending the sheet to the clew of a sail and in tying two rope-ends together.

THE BOWLINE 
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A noose that neither jams nor slips. Used in lowering a person from a burning building, etc.
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HOW TO TIE THE BOWLINE




THE FISHERMAN’S KNOT



 Used for tying silk gut for fishing purposes. It never slips and is easily unloosed by pulling the two short ends.
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SHEEPSHANK



 Used for shortening ropes. Gather up the amount to be shortened then make a half hitch around each of the bends.
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SLIP, OR RUNNING, KNOT



 The harder this knot is pulled, the tighter its loop becomes.
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CLOVE HITCH



 Used to fasten one pole to another in fitting up scaffolding; this knot holds snugly and is not likely to slip laterally.

[image: e9781602396357_i0019.jpg]


TIMBER HITCH



 Used in hauling timber.

[image: e9781602396357_i0020.jpg]




 TWO HALF HITCHES



 Useful because they are easily made and will not slip under any strain.
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ROPE HALTERS 
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HITCHING TIE 
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PRESSED FLOWERS

Although these are perfectly flat, they seldom fade and are very pretty and useful. Have ready a large book or a quantity of old newspapers and several weights when pressing flowers. Use the newspapers for leaves and ferns—blotting paper is best for the flowers. Both the flowers and leaves should be fresh and without moisture. Place them as nearly in their natural positions as possible in the book or papers and press, allowing several thicknesses of paper between each layer. Move the specimens onto dry papers each day until perfectly dry.

Some flowers must be immersed—all but the flower head—in boiling water for a few minutes before pressing, to prevent them from turning black. Orchids are of this nature.

If possible, it is best to obtain all parts of a plant, the roots as well as the seeds, for a more interesting collection can thus be made than from just the flower and leaf alone.

It is advisable to be provided with a blank book or, what is still better, pieces of stiff white paper of uniform size on which to mount the flowers or leaves when dried; also you’ll need a small bottle of mucilage and a brush for fastening them, and some narrow strips of court-plaster or gummed paper for the stems and thicker parts of the plants.The sooner they can be mounted, the better. Place them carefully on the paper, writing beneath the locality and date of finding. Flowers and leaves thus prepared make beautiful herbariums.




HOW TO DRAW

By Frank Beard



 Would you like to learn to draw, to sketch from nature? Don’t you think that it would be great to be able to take out your pencils and paper and copy some scene you want to remember, or produce a likeness of anything which strikes your fancy?
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Many will say, “I’d like it, but I can’t draw.”

You can write, can hold a pencil, and can trace lines upon the paper; and if you can do this, you can draw a little. A girl who can learn anything can learn to draw if she will give the same attention to it that she gives to other things.

Now we are not going to talk about copying pictures which someone else has already drawn, for there is not much satisfaction in making imitations of other people’s work; it is much more gratifying to make the original drawings ourselves but to do this we need some direction.
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The reason it is easier to copy a picture than to draw the real object is because the lines to be copied are all laid out on the flat surface of the picture; but to draw an object we must find out where to trace the lines for ourselves.

For instance, suppose we are to draw a flowerpot and plant. If we have the picture before us, we can readily see where all the lines are placed upon the paper, but in viewing a real plant and pot we are apt to become confused in trying to discover the directions and proportions of the lines.
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Therefore we must learn to see things as they appear, not as they really are.This may seem strange to you, because one is apt to think that a thing must appear as it is; but let us look into the matter.

We will take a square box. Now, we know that all the sides are the same size, that the top is as large as the side, and that one side is as large as another. But if you try to draw it so, you will find it impossible because, although you know that the top and sides are the same size as the front, they do not look so and you draw things as they look, not as they really are.

Take this example. We all know that a man’s leg is longer than his arm, but it doesn’t always appear so. Measure the arms and legs of the man pictured here, and you will see by actual measurement the arms are longer than the legs, and yet it looks right because the legs are projected toward you; in other words, the legs are fore-shortened.

The great secret of drawing from nature is to train the eye to see a real object just like a picture.

Now let us return to our flowerpot again. We will suppose we are drawing from a real flowerpot and plant. We determine how large we will make our sketch and begin operations by drawing a vertical line (a straight, upright line). Along this line we will mark out the proportions of the plant and pot.

We may easily discover that the plant is longer than the pot.This can be done by holding the pencil upright before the eye at arm’s length, so that it will cover the pot, and by measuring with the thumb the height of the pot, raising the arm so as to cover the plant, and comparing the measurement of the pot with the plant. The lines drawn from the eye show how the pencil takes the measurement on the object.

After settling the question of the height of the flowerpot and plant, we will mark the measurements on the line. And now we will draw in the pot, leaving the straight line through its center.

On observing the plant we will see that it is not exactly straight, and here again the straight line will be of assistance.

By holding up our pencil, which represents the straight line, we will discover that the main stem of the plant leans considerably to the left. Guided by the line, we can get the curve of the stem about right. Now we sketch the stem. Along the straight line we again measure the distance from the top of each leaf and flower to the pot.We can see several leaves, each reaching a certain height. Observing the same plan of measurement, we find that the top of the lowest leaf is about the same height from the pot as the height of the pot itself and again, from the top of the lowest leaf to the top of the plant measures the same distance.
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By drawing another vertical line just touching the right side of the pot, we find that it touches the extreme edge of the leaf. Thus we find the exact situation as the leaf. By the same method we find the right places for the other leaves and flowers, and after we know just where they belong, we draw them in and find that we have produced a very creditable outline from nature.

We need not confine ourselves to one or two guiding lines in sketching an object; in fact, we may use as many straight lines as will help us to get the correct proportions—not only vertical and horizontal lines but slanting lines will also assist us in most cases.

The sketch of a dog will give a clear idea of the way to employ all lines necessary in sketching from nature.A few words will be all that is necessary to explain this illustration.

There lies the dog on the floor, and we seat ourselves at a little distance from it with pencil and paper.We will start off with a horizontal line (A); then we can form some idea as to whether the little dog lies along a straight line or not and, in case the bottom line slants, how much it slants. Then draw the vertical line (BE). Now suppose we hold our pencil upright, in such a position as to touch the back of the knee joint of the dog’s foreleg, we will find that it passes through the middle of the dog’s back, as represented by the line (BE); so we have found the correct places for these parts.
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Another horizontal line (CD) drawn above the first will touch just over the right eye, pass through the middle of the left ear, through the middle of the neck, cut off the foreleg, and run along the top of the two hind legs, passing through the knee of the left side. This will show us that the top of the right eye, the ear, and the top of both hind legs are on a line. It will also help us to get the proportions above and below the line. Then by drawing a line from D to the point F on the horizontal line A, we find that the lower edges of the left hind and fore legs are on the same line, which, if extended a little farther down, will touch the edge of the dog’s mouth. With these lines to guide us we cannot go astray in our proportions.


Fig. 146
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In beginning the practice of drawing from nature, we had better confine our first efforts to things that will stand still, for without a practiced hand it will be almost impossible to sketch a restless subject; but if we attempt to do so, we should follow the example methods below as closely as possible.

Now, suppose we step out of doors in search of something to sketch. The first moving object our eyes rest upon is a goose, and we decide to use him as a model.

But he is so restless and will not keep still for an instant. First, we have a front view, then a side view, and again he turns his back on us. If we really must have his drawing, the only way is to catch him and tie him up.

Yet even now he is a difficult subject, twisting and turning, and bobbing his head about. Determined to sketch him, however, we observe the position in which he remains the longest time, or assumes most often, and begin our work.

We first note the general proportions. Is his body as thick as it is long? Is his neck as long as his body? Are his legs nearest the head or tail? Is the head as long as the neck? What part reaches the highest or what part the lowest? We hastily but carefully consider these questions and determine in our own mind the answers, for we must get an idea of the proportions before we begin our sketch.

Now we draw a horizontal line along our paper and then hold up our pencil horizontally, so that it will answer for a straight line drawn across the body of the real goose.

This will represent the horizontal line on the paper. Noticing then the directions the outlines of the goose take from the horizontal line (represented by the pencil), we sketch them in on the paper, remembering that one of the most important things is to get the right directions of the lines.

Observe that the line G is directed at too high a point and makes the body too thick and out of proportion.

In sketching it is best to make all lines straight instead of curves, for in this way we are more likely to get the right directions. Our first rough sketch of the goose ought to have something of the appearance of our last example, and as we work on it more carefully it will become as nicely rounded as we could desire.

One of the most common faults a beginner is apt to have is to try to do too much, either by choosing too great a subject, such as a large landscape, or by putting too many little things into the composition. Take care of the large things, and the little things will take care of themselves.

If our subject is a clump of trees at some distance, we should not attempt to draw in separate leaves but endeavor to get the true shape of the tree, simply indicating the leaves by a few lines. Nor must we attempt, in our first sketches, to put in all the shadows we see; the strong principal ones are all that are necessary. A background of hills and trees should be merely suggested by a few lines, because the light striking upon them gives a very light appearance.
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Draw as simply as possible.Ten pictures are spoiled by putting in too much work while one is spoiled by too little.

Don’t be discouraged. Every effort will show improvement, if you really put your mind and heart in to your work.


MATERIALS

A sheet of drawing-paper, a No. 2 pencil, and an eraser are all you really need in order to commence. Later it will be beneficial to have a drawing-pad and several more pencils.






HOW TO PAINT IN WATERCOLORS

There is a certain charm in watercolor painting—a charm distinctly its own—which lies, as Penley says, “in the beauty and truthfulness of its aerial tones.” Without this quality a watercolor, as a watercolor, is a failure.

This transparency of effect does not depend alone upon the manner of painting or the colors employed but rests largely with the paper we use. In the days when our mothers and grandmothers were taught painting at school, the finest, smoothest cardboard was thought necessary; we have since learned that flat, smooth paper decidedly produces a flat, smooth effect in the picture painted upon it, while rough, uneven surfaces of the paper now used helps to produce depth and atmosphere. Therefore it is best to have rough paper to paint upon.


MATERIALS FOR WATERCOLOR PAINTING

Rough drawing or watercolor paper.



 BRUSHES



 The best brushes are made of sable, and although costing more to begin with, it is really more economical to purchase them than to choose the less-expensive camel-hair brush. The sable are by far the most satisfactory and will last much longer. Three or four brushes are sufficient.



 COLORS



 A box of moist colors, which also contains a palette, is very useful but the colors can be bought separately in tubes or pans.

Watercolor painting seems, by its qualities, to be especially adapted to flowers and landscapes, so we will confine ourselves to the principal points to be observed in these two subjects.




FLOWERS

Few oil paintings, however well executed, give the delicate, exquisite texture of a flower as nearly as watercolors. The semi-transparency of a rose petal, and the juicy, translucent green of a young leaf is difficult to accurately represent in anything other than these paints, whose essential quality is transparency. To preserve this transparency of color, everything about the painting must be kept exceedingly neat. The brushes must be thoroughly washed before using them, for a different tint from a previously used color could be on them, and plenty of water, changed frequently, is necessary.

Having conveniently arranged your materials, place your paper so that it will lie at an angle slanting toward you, not perfectly flat upon the table; this can be done by putting books under the edge farthest from you, thus raising it up. Stand the flowers you wish to copy in such a position that the light will fall upon them only from one direction and produce decided shadows; the effect will then be much better than if the light is more diffused.

Always arrange your model exactly as you want to paint it and leave nothing to the imagination. If you do not intend to have any background other than the white paper, place something white behind your flowers. If you want a colored background, arrange the color you have chosen behind the flowers and paint it as you see it. Commence your work by sketching lightly, as correctly and rapidly as you can, the outline of your flower.Try something simple at first; say a bunch of hearts— ease or pansies, and when drawing try to get the character of both flower and leaf. Observe how the stem curves where it is attached to the flower and at what angles the stems of the flowers and the leaves join the main stalk.

When your outline is drawn, dip your largest brush in clear water and go over the whole surface of your paper; then place a piece of blotting paper over the paper to soak up the water, leaving it simply damp, not wet.

If you are using tube colors, have ready on a palette, or ordinary dinner plate, these colors: crimson lake, cobalt blue, indigo, Prussian blue, and gamboge. Put in your lightest tints first, leaving the white paper for the highest light; then paint in your darker tints and shadows, and get the desired effect.

If your flower is what we call the “johnny—jump—up,” the lowest petal will be yellow. Paint this in with a light wash of gamboge, leaving, as we have said, the white paper for touches of high light.The two upper petals will probably be a deep-claret color; this is made by mixing crimson lake and cobalt blue, the crimson lake dominating. The two central petals may be a bluish lavender, and this color is made by mixing a little crimson lake with cobalt blue. Use plenty of water, but do not let it run, and keep the colors of the petals distinct.

Paint the stems and leaves, where they are a rich green, with a mixture of gamboge and Prussian blue, and where they appear gray as the light touches them, a pale wash of indigo will give the desired effect.
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Keep your shadows broad and distinct and your tints as flat as you can. Leave out details altogether in your first paintings and add them afterward only when you can do so without spoiling the effect.

When a tinted background is desired, put it in quickly in a flat tint, before commencing the flowers. It is best not to bring the tint quite up to the outline, as a narrow edge of white left around the flower gives a pleasant, sketchy look to the painting.




LANDSCAPES

In your first studies from nature keep to simple subjects and treat them simply, without any attempt at elaboration.

The process of laying on color and lightly washing over them afterward should be repeated several times, and the result will be a transparent aerial tone.

Keep your extreme distance bluish, your middle distance warmer in tone but not too strong, and the principal objects in your foreground strong.

Leave out small objects and with light and shade seek to obtain the overall effect.

Keep your colors pure or your sketch will be dull.

Contrast has much to do in producing strength and character in your watercolor.






BEADWORK

Making beadwork on a loom is a fascinating occupation and when the large beads are used the work grows quickly. However, it is wiser to use the small beads as the results will produce much finer work. It is easy to make one’s own design on cross-stitch paper, and the design below was done by a girl of twelve. It is the beginning of a belt that is intended to give the principal “milestones” in the life of the wearer. Another girl made a belt of one summer’s experiences—her favorite canoe, the island where she stayed, etc.


THE USE OF THE BEAD LOOM

TO SET UP THE LOOM


	1. Decide how many beads will be used to make the proper width. Cut off one more thread than the number of beads (in the width) to be used. For example, if there are to be nine beads cut off ten threads.

	2. The threads should be somewhat longer than the strip of beadwork is intended to be when finished.

	3. Fasten all the ends neatly to the tack or pin on the roller.

	4. Place each thread separately in a groove and draw smoothly over to the opposite groove and fasten to the peg.
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TO BEGIN THE BEADWORK


	1. Thread needle with long thread.

	2. Fasten end securely on lowest thread, with the spool of loom on the left-hand side.

	3. On the needle pick up the required number of beads (one less than the total number of strings) arranged in color so as to make the design you have sketched.

	4. Slip the beads on to the end of thread and pass them under the threads to the top. Press the beads into place, one between each two threads.

	5. Hold the beads with your left hand, while passing the needle back through them from the top, making sure that the thread goes from under the top thread over it and back into the top bead.



THE BEGINNING OF A BEAD BELT




TOPVIEW OF BEAD LOOM

The first picture represents birth. A stork carrying a basket with the baby’s head is shown flying to a house.

The second represents a journey to Canada. A train and car are followed by an arrow pointing to a land of pine trees in snow.
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