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About the Author 

Grant Fuller was born in Winnipeg, Manitoba in 1943. His family moved from the prairies to British Columbia in 1945. After art school, he went to Toronto in 1965 in search of a career. He was hired by Sears and Grant’s figure drawing skills put him into the fashion department. Soon after he was made art director, Fashion Ad Manager, and later, Broadcast Manager. Working with top New York and Toronto photographers and directing location shoots in Arizona, Florida, and Puerto Rico, he gained a wealth of artistic experience. His years in broadcast, creating thousands of TV and radio commercials added another dimension to his skills.
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In 1984 he and his wife, Myrna, returned home to Victoria, B.C., where Grant would take up painting full time. They have recently moved to Comox, B.C., where Grant continues to paint, teach and participate in the arts community.

Grant’s workshops extend from Newfoundland to Hawaii, as well as Alberta and B.C. His paintings have won awards and have been featured in magazines and newspapers. He has had numerous one-man shows with commercial galleries. The quality of his work clearly shows a lifelong commitment to creating beautiful images.




METRIC CONVERSION CHART 


	To convert	To	Multiply by
	inches	centimeters	2.54
	centimeters	inches	0.4
	feet	centimeters	30.5
	centimeters	feet	0.03
	yards	meters	0.9
	meters	yards	1.1
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geese at simm’s park • watercolor on paper, 22" × 15" (56cm × 38cm) 
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calm summer’s eve • watercolor on paper, 11" × 15" (28cm × 38cm) 
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introduction 

I hope this book will last you many years. It has been designed to be used as an ongoing reference that can stand on your drawing board or work table, open to the project of your choice. I have not rated the projects for degree of difficulty because each of us sees difficulty in a different way. If you are a beginner, you won’t know how hard a subject is until you try it. I would rather you tried the subjects you like regardless of how hard they are. I have seen students do good paintings when their admiration for the subject exceeded their skill level. Don’t hesitate to try the ones that appeal to you most, even if they look difficult. If you are not happy with the result, put the painting away and come back to it a few weeks later.

Remember to be patient with yourself; it takes time to become proficient at any art and this book can be a companion during the process.

If you are planning to become a professional artist with gallery representation, then you need to do a lot of drawing. Keep a sketchbook handy; drawing skills translate directly to painting skills. Try the projects in this book that challenge your drawing skill.

If you just want to paint as a hobby, I have provided many projects that don’t require a lot of drawing experience. You will soon see improvement in your work by following the demonstrations.
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happy anniversary • watercolor on paper, 15” × 22” (38cm × 56cm) 
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THIS BOOK STANDS ON ITS OWN 

Flatten the folded piece of cover opposite the binding to stand the book on its own. Flip the pages over to view the following page. Turn the book 180 degrees to view the book’s second half.




[art school] 

I painted in oils, pastels and acrylics for many years before I discovered that there are special materials made exclusively for watercolor painting. The paper and paint are the most unique to the medium, but the brushes are also critically important.

I highly recommend buying the best quality materials you can afford. We all seem to think we should start with the cheap stuff and then upgrade to the best when we get better. It is extremely difficult to get “better” at watercolor when working with inferior quality tools and materials. Poor quality pigments do not mix well. Paper needs to be predictable, even for practice. And only very good quality cotton (rag) will meet our needs. On the other hand, synthetic brushes are inexpensive but perform well. All brands are quite equal so experiment until you get a favorite. Buy good paper, cut it up and work small, using both sides if necessary.

You have chosen to explore the world of art, which means you have an above average sensitivity for visual imagery—you’ll appreciate the difference between poor, inexpensive materials and the finer quality you deserve.
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supplies 

Pencils 

Pencil ratings refer to their hardness or how easily the graphite transfers to the paper. Hard pencils run from H to 6H or harder; the soft pencils from B to 6B or softer. HB pencils are right in the middle. I recommend using pencils no harder than HB and no softer than 2B on watercolor paper. Find a balance between lines dark enough to show through paint and light enough to avoid smudging.

Drawing Papers 

Explore the wide range of drawing papers available to find one you like. I like spiral-bound sketchbooks for outdoor work, but I use a lot of loose paper for planning paintings in my studio. I prefer a paper with some tooth (rough texture) to attract and hold the graphite to the surface, which gives me dark lines and texture to apply paint.

Erasers 

Kneaded erasers are flexible and won’t tear the surface of your paper. You can manipulate their shape for tight places. For stubborn pencil marks, the vinyl or plastic erasers work best. They are more aggressive but leave the paper in acceptable condition. Gum erasers are crumbly, and although gentle on the paper, they wear down too fast for me. Ink erasers and pencil-end erasers destroy the surface fibers of watercolor paper. Don’t use them.
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Tracing and Transfer Papers 

If a drawing is so elaborate it would wear heavily on watercolor paper, you’ll want to make your drawing on sturdier paper, then transfer it. There are various weights of tracing paper, but the lightest is so absorbent that it wrinkles under your hand. The best paper for elaborate drawings that will be transferred to watercolor paper is architect’s vellum. It takes graphite with ease and accepts repeated erasings.

For the actual transfer, artist’s transfer paper is best. There are several brand names but Saral is one I have found to work well. It comes in various colors but I prefer the pencil gray.

Paints 

Pigments that are specially formulated for watercolor often start off as a powdered oxide. They are mixed with a water-soluble oil called “gum arabic” and a bit of glycerin to slow drying, and sometimes sugar to smooth the texture.

For your main work, you will need to buy a palette and watercolor pigment in tubes. For travel and sketching, you can use artist-quality pan colors. They require wetting a few minutes in advance. Tube colors also need to be revived from time to time; just spray them with clear water. Unlike oil and acrylic paints, watercolor won’t harden or change its chemical composition upon drying. (Note: Student-quality tubes marked “hue” are substitute pigments and should be avoided.)



MY PIGMENTS 
 Artist-quality paint is ground very fine, resulting in a more concentrated pigment. Student-quality is coarser but the lightfast rating and mixability is often excellent. Color strength is the only concern.

	Artist-Quality Required	Use Best Student-Quality
	Cobalt Blue	Phthalo Blue
	Cadmium Lemon	Phthalo Green
	Cadmium Orange	Dioxazine Violet
	Cadmium Red Light	Permanent Rose
	New Gamboge	Raw Sienna
		Burnt Sienna
		Raw Umber
		Ultramarine Blue



COLOR QUALITIES 

Artist’s paints are the best available materials and are required to meet a variety of criteria. They need to be lightfast (resistant to fading due to light exposure over time) and of a character that allows them to be ground and mixed with medium and binding agents.
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Brushes 

All my brushes are synthetic. Synthetics have a superior spring back and they hold enough pigment. They are inexpensive enough that I can replace them when the point wears down.

I use a 1-inch (25mm) flat as my main workhorse. I have a ½-inch (12mm) flat, a ¼-inch (6mm) flat and nos. 4, 6, 8 and 10 rounds. If you are just starting out and want to minimize expenses, I recommend buying a ½-inch (12mm) flat and a no. 6 round, both of synthetic filament.

Palettes 

Pan palettes are a handy way to transport materials when traveling on painting trips. They aren’t really suitable for working on larger paper. For that, you’ll want to use your big brushes and full brush loads of paint, two things that are difficult with pan colors. A studio-sized palette and tube pigments are much better suited for that.

Odds and Ends 

You will need masking tape, masking fluid, a utility knife, pliers (to loosen paint tube caps that are stuck with dried paint), paper towels or a sponge for mopping up and a water container (such as an old margarine tub). My supplies, shown here, are on a canvas brush carrier, which allows brushes to be rolled up and protected for travel. Many artists use an elastic bamboo place mat. You will discover that the same imagination that prompted you to start painting will jump at the chance to invent clever devices to hold your tools and materials.


BEGINNER’S TOOL KIT 
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Rag watercolor paper 
 Pencil 
 Eraser 
 Paper towels 
 Water container 
 Palette (white plate) 
 ½-inch (12mm) flat 
 No. 6 round 
 Burnt Sienna 
 Ultramarine Blue 
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watercolor paper 

Paper is the most important material you’ll need. You will come to depend on its reactions so you must become intimate with this material. Too many students believe they don’t deserve the expensive stuff. Don’t believe it. Treat yourself to good paper.

Material 

Watercolor paper needs to be 100 percent rag, which means it’s made from cotton. Cotton is acid-free and absorbs at a very different rate than wood pulp. It’s far superior for managing washes.

My favorite papers are Arches and Winsor & Newton. They come in various weights (thicknesses). Common weights are 90-lb. (190gsm), 140-lb. (300gsm) and 300-lb (640gsm). They’re offered in three textures: hot press (smooth), cold press (slight texture) and rough.

Sizes 

The traditional full sheet is 22" × 30" (56cm × 76cm). In this book I refer to 15" × 22" (38cm × 56cm) as half sheets and 11" × 15" (28cm × 38cm) pieces as quarter sheets. I find it convenient to buy paper in packages of twenty-five sheets in order to get the volume price, then cut it to suit.

You can purchase watercolor paper that has been prepared in various precut blocks and pads. There are many pads that say “Watercolor” or even “Acid-Free” on the cover, but if they do not say “100 percent rag” they won’t work well.

Stretching Paper 

Watercolor paper tends to buckle when wet, but if it’s soaked with water and fastened in place, it will dry and shrink tight on the support surface. I use a board designed for this purpose that has aluminum bars to hold the paper in place.

When the paper is wet, it will expand, but those ripples can be removed by lifting the sheet from one end and laying it flat again. Then the bars are put in place. Shown at right is a full sheet of Arches 140-lb. (300gsm) cold-pressed paper cut in half (two pieces, each 15" × 22" [38cm × 56cm]). It’s common to cut paper into twos or fours and refer to them as half or quarter sheets.

If you use heavy paper such as 250-lb. (525gsm) or 300-lb. (640gsm), you won’t need to stretch it. Some artists will use 140-lb. (300gsm) paper without stretching and tape it to a rigid backing. Coroplast, a plastic corrugated material very similar to box cardboard, works well.

[image: 9781581809022_0012_001]
HOW TO STRETCH YOUR PAPER 

Here is one of the bars in place on my stretching board, showing how the paper is actually embossed over a ¼-inch (6mm) plywood panel. I place all four bars down and tighten the wing nuts, then leave the paper overnight to dry. The next day the paper is tight as a drum and ready for drawing.

If you don’t have a board designed for this purpose, you could stretch your paper by stapling it to a piece of plywood while it’s wet, or build your own. See paper stretcher.
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paper stretcher 

[materials] 

WOOD 

2 22-inch (56cm) pieces 1×2 
 (25mm × 51mm) red cedar 

2 15-inch (38cm) pieces 1×2 
 (25mm × 51mm) red cedar 

1 13½" × 20½" (34cm × 52cm) piece 
 ¼-inch (6mm) mahogany plywood 

HARDWARE 

2 22-inch (56cm) pieces ¾-inch (19mm) aluminum angle 

2 15-inch (38cm) pieces ¾-inch (19mm) aluminum angle 

8¼-inch (6mm) wing nuts and 2-inch (51mm) bolts to match 

corner clamps 

staples or framing nails 

¾-inch (19mm) finishing nails 

4 rubber feet 

TOOLS 

miter box 

wood saw 

¼-inch (6mm) drill 

hammer 

screwdriver 

file or hacksaw 

wood glue 
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1assemble frame 
 Miter the corners at 45 degrees so the long sides are 22" (56cm) and the short sides are 15" (38cm). Use wood glue and corner clamps, then nail or staple. Let stand for a few hours.
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2drill holes 
 Mark the position of the bolt holes 6" (15cm) from the ends of the 22" (56cm) pieces and 5" (13cm) from the ends of the 15" (38cm) pieces. Make sure the holes line up with the opposite side so the bars will fit either side. Drill ¼" (6mm) holes in the frame.
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3make slots in aluminum 
 Mark the position of the holes in the aluminum angle to match the position in the frame. Use a file or hacksaw to make a slot connecting to each hole. This allows the bar to slip over the bolts and then the nuts can be tightened.
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4tack plywood to frame 
 Place plywood on the frame leaving ¾" (19mm) from the edge of the frame all the way around. Mark the position so you can run a bead of glue and reposition easily. Tack with finishing nails about every 2 inches (51mm). The surface can be stained and waterproofed once the glue is dry. Attach aluminum angles to frame with bolts and wing nuts. Attach rubber feet to bottom of frame.

[image: 9781581809022_0013_010]
5stretch paper To stretch paper, loosen the wing nuts and lift the bars off. Soak a half sheet of rag paper for a few minutes in the tub, and place it evenly on the board. Place each bar back on the board, pressing down so the paper molds over the edge of the plywood. Tighten each wing nut as you go. Let the paper dry overnight. The edges of the finished painting can be trimmed off before framing.



drawing

Drawing can be the fuel that launches your enthusiasm for painting. It’s not homework or punishment. It’s not necessary to become a master of pencil drawing before beginning to paint, but it is important to understand that painting is really just drawing with a brush. The pencil drawing is the plan. It would not be possible to build a house without a plan, and the same can be said about a successful painting. Paintings that demand a high level of realism will need a detailed plan.

Cultivate Your Sketchbook 

Some sketches are done for the purpose of learning how an object works. How does it fit together? What combination of shapes and proportions are required to make it look convincing or pleasing? Can intentional distortion make it more interesting? How does light on the object create the three-dimensional appearance? These are all questions that can be answered by drawing the subject a few times, possibly from different angles. It helps to get a sculptor’s vision of some objects—that is, a view of the subject as a three-dimensional item that exists in space. Even though a drawing can only represent it from one angle, it will be a more effective representation if you understand the subject from all angles.
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TO KNOW THE SUBJECT
 I drew these flower boxes to see how they interacted with eachother.
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TO BE INSPIRED 
 I take a sketchbook on location to record ideas that accompany my photos.
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TO KEEP FIT 
 I draw often to stay in shape. Musicians never stop practicing, why should we?



your drawings as references 

Drawings are of great value when it comes time to prepare a painting. I usually work with sketches like these, in conjunction with my photos, to arrive at the final composition. These studies provide good information about the objects in the picture and my understanding of how they should be painted. If you take a bit of time to rehearse, you will greatly improve your chances of creating a successful painting.

Most sketches are notes to yourself in your own special shorthand. This is a pleasant way of working because there is no real pressure to do a masterpiece. But when drawing make sure the drawing looks good. Poorly planned buildings tend to fall down, and so do poorly planned paintings.
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SCRIBBLING IS ALLOWED 
 You can experiment with total freedom, then incorporate the experiments you like into the refined drawing that will become your painting.
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RECORD VITAL INFORMATION 
 At first you can write information on the sketches, but eventually you will develop little ways to tell yourself that this object should be dark or light and have a hard or soft-edge, and so on.
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DON’T BE FOOLED 
 A good drawing will invite you to make a painting from it. A bad drawing will fool you into thinking you can hide the mistakes with paint. Remember, watercolor won’t hide anything.



perspective 

Perspective is the art of drawing and painting that gives your flat renderings the appearance of depth and distance. There is a set of artistic guidelines to follow that will lend this three-dimensionality to your two-dimensional surface. We’ll start with horizon in order to establish the origin of perspective.
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HORIZON IS ALWAYS AT EYE LEVEL 
 Whether you are sitting or standing, on a hill or level ground, when you hold your head up and look straight forward, you see the horizon. In other words, the horizon is always at eye level.
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HORIZON DESCRIBES YOUR SUBJECT 
 If you tilt your head down to view the subject you plan to draw, the horizon does not move. It is still straight ahead, but it has a fascinating relationship with your subject.
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HORIZON NE VER CHANGES 
 The position of the horizon never changes, but this time the object is above the horizon and we are looking up. The principles are the same, regardless of where the object is, but now we see the bottom instead of the top.
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BELOW THE HORIZON 
 Assume for a moment that the object you are looking at is a box directly in front of you, possibly on a table. This is what you would see. It is below the horizon, so you see the top of the box. The horizon is too high to even show in your picture but it influences how you draw the object.
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ABOVE THE HORIZON 
 This is what you would see. The object is again quite close and the horizon does not appear in the picture. It still has an effect on how we draw the object.



perspective for painters 

Using these guidelines also helps to establish accurate perspective. The point on the horizon where an imaginary road disappears is called the vanishing point. Try a few drawings working with a horizon line and vanishing points as described in this section using a simple box.

Two-Point Perspective 

As an artist, you do not need to study and understand perspective to the same degree that architects do. You can create very convincing paintings of any structure you choose by following these three easy steps:

One-Point Perspective 

When looking directly at one side of this cube, the front appears flat but the top recedes in perspective. If you place a point on the horizon which lines up with the center of the cube, and then draw a line from the top left and right corners to that dot (vanishing point), you will get the correct optical angles. Then it is just a matter how deep your cube should be and drawing a horizontal line for the top’s back edge.
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[image: 9781581809022_0017_002]
1draw a rough sketch 
 Decide where you want the horizon line. If you are sketching on location, use your own eye level. If you are using a photo, find the horizon or approximate it if it is obscured. If objects are obscuring the horizon, imagine them as transparent and pretend you can see to the edge of the earth. Note the angles, particularly the top of a roof.
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2find the left and right vanishing points Using the angle in your sketch that you feel is closest to the actual structure, extend it to the horizon line. The top of the roof on the right side is the best choice here. The point of intersection is the vanishing point.

The bottom on the left side is a a good point to start the left vanishing point. Extend that line to meet the horizon line. Now the sketch will need to be adjusted to make all the angles conform.
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3adjust the angles 
 Adjust the lines of the building to suit the perspective. Erase the guide lines and the horizon line. This is ready to be transferred to watercolor paper.
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color theory 

There are three primary colors from which all other colors are created: red, yellow and blue. Two primaries mixed together create a secondary color. Red and yellow make the secondary color orange. Red and blue make purple. Yellow and blue make green.

Complements 

Complements are colors that appear opposite on the color wheel. There are three primaries. The secondary color made from mixing two primaries will be the complement of the primary not used. Therefore, blue and yellow mixed will create green; and green is the complement of the third primary, red. Purple, yellow, orange and blue are complements.

Place complementary colors in areas to attract attention. A sky might have a slight orange near the horizon when the rest is mostly blue.

Graying Down 

A warm, quiet green starts with yellow and then receives a small amount of blue. When the color balance looks close, add a very small amount of red and the green will become more subtle. This is called graying down. Try experimenting: orange can be made slightly brown by adding blue. Purple can be neutralized with a bit of yellow and vice versa.

Analogous Colors 

These are found beside each other on the color wheel. Red, yellow and orange are analogous since the primaries red and yellow can be variously mixed giving a range of oranges. Paintings can be planned where the analogous background might be blue-gray and the subject a surprising yellow or orange.
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PRACTICE MIXING 
 Get confident mixing from the basic primaries. All three primaries make mud. Avoid it by letting one or two of the primaries dominate. You will find that you are mixing constantly. Burnt Sienna, Dioxazine Violet and Phthalo Green are so common that it makes sense to buy and have them on your palette. Remember, most colors found in nature are not made of two primaries, but are delicate blends of all three. 
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PURE COMPLEMENTS 
 When complements are placed side by side, the colors contrast and seem to vibrate. For most people the colors look stronger together than separated.
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SPLIT COMPLEMENTS 
 Pure primaries against pure secondaries aren’t realistic. For painting, use colors that are slight departures from the purest forms.

The red content in the orange is complementary to the green of the leaves but there is a strong yellow content in both the petals and the leaves, giving this image a common denominator.



mixing color 

Painting is a fairly sophisticated skill and takes as much practice as any other demanding art form. The best way to rack up mileage on your brushes is to work small and do more paintings. As you begin to feel stifled by canvas size (we call just about any painting surface a canvas), you can work larger.

Base your palette on what you need and experiment with your own selection of “short cut” colors. Keep your choices to a minimum and get familiar with their behavior.

Color Qualities 

The color character of the primaries may not be perfect—for instance, yellow may have some blue in it when it reflects light, or red may have some yellow—and these impurities will affect the secondaries you mix from them.

The solution is to have two of each primary color on your palette: two reds; one slightly blue and also one slightly yellow. Examples would be Permanent Rose (good for mixing clean purple) and Cadmium Red Light (good for mixing clean orange). Ultramarine Blue leans toward red and makes a clean purple when used with Permanent Rose. Phthalo Blue or Cobalt Blue will make clear greens. Cadmium Lemon is a good yellow for green and New Gamboge or Aureolin for oranges.
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1begin with two colors 
 Squeeze some Ultramarine Blue and Burnt Sienna onto your palette or into a plain white saucer. Take a dampened brush and drag some of the Ultramarine Blue into a separate puddle. Notice how the pigment needs water in order to flow. Do the same with the Burnt Sienna. Watercolor paint is never used straight out of the tube. Try to judge how dense the color will be when it eventually dries on the paper. You can test on scrap paper and add paint or water as needed.
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2pull together 
 Once the diluted puddles are the right color and consistency, pull a little of each together until you get a third puddle of mixed color. Get used to preparing diluted puddles of each color to use as a mixing source.

Once the mixture becomes too homogenized and muddy, discard it and use your diluted colors to make a new one. You can test it on scrap paper and add paint or water as needed.
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3make strokes 
 On a scrap of watercolor paper, take a brush load of diluted Burnt Sienna and make a brushstroke. Go back to the palette (or saucer) and mix a bit of blue into that puddle; make another brushstroke. If it touches the edge of the first while the first is still wet, it will blend. If the first wash is drying and the second is very wet, it will “backwash” or bloom into the first wash. Keep the paper on an angle to get help from gravity and see if you can mimic the smooth wash at left from Burnt Sienna to Ultramarine Blue.



watercolor characteristics 

Once you have become accomplished at color mixing, you’re ready to try some of the techniques painters use to get the most out of this transparent medium. These techniques are often determined by the character of the pigment. These characteristics are produced by different oxides which makes for different types of paint. Some are opaque look like sand, some are highly soluble and look like wine when dissolved. Others are translucent; solid but not too soluble.
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STAINING COLORS 
 These colors contain the most soluble substances and on the palette they look brilliant. Phthalo Blue, when wet, looks like a sapphire, but dry on the paper it looks like faded denim. It is a stain and therefore soaks into the paper. This makes it hard to remove by lifting, but very good for glazing (laying a thin, transparent layer of a darker color over an already painted, lighter layer). It allows a second and third wash to be applied over the dried layers without fear of disturbing the previous work.

The advantages of stains far outweigh that disadvantage, and you will soon come to trust them. Some useful stains are Phthalo Blue, Phthalo Green, Dioxazine Violet, Permanent Rose, Quinacridone Red, Raw Sienna, Alizarin Crimson, New Gamboge and Indian Yellow.
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TRANSPARENT COLORS 
 These are translucent solids that sit on the surface of the paper but have a fine luminosity—the paper shows though and gives the backlit illusion we find so attractive about watercolor. Transparent colors are easily lifted. The main disadvantage is that the colors available do not go dark enough for contrast. However, they can be supported with stains, too. Some useful transparents are Cobalt Blue, Rose Madder Genuine (not Alizarin), Aureolin, Raw Umber and Viridian.
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OPAQUES 
 These colors are among the brightest, but because of their solid character they tend to sit on the surface and block out underlying color—this is what makes them bright. They are most useful for finishing where intensity is desired. They are easily lifted by dampening and blotting. Some useful opaque pigments are Cadmium Lemon, Cadmium Red, Cadmium Orange, Yellow Ochre, Burnt Umber, Cerulean Blue and Ultramarine Blue.



preparing to paint 

It can be quite an adventure just deciding what to paint. The choices are endless, but a good way of narrowing the selection is thinking about what subjects you find easy to draw. The painting will depend heavily on the drawing for guidance, so you want a good one.

Choose Your Subject 

Choose your subject and gather the necessary reference material. Working from your own photos will give you an intimate knowledge of the subject.

Make a Drawing 

Do a simple study in a sketchbook or on drawing paper. You can put as much work as you like into the study, but be sure to take this as an opportunity to have some fun and start making arbitrary decisions.

Prepare the Paper for Paint 

Don’t forget, you are the artist and you decide what goes into the picture. Do not be a slave to the subject, just loyal where you want realism and creative where you want drama. The line drawing here is an example of how much drawing goes on the watercolor paper in preparation for painting.

[image: 9781581809022_0021_001]
SOLVE THE PROBLEMS FIRST 
 Even if you have a good photo reference, do a pencil study before drawing on watercolor paper. This rehearsal will allow you to solve many problems before applying paint.

[image: 9781581809022_0021_002]
PRACTICE THE SUBJECT 
 Do a thumbnail sketch in a sketchbook when you want to make sure you can draw the subject. It gives you the chance to make changes and explore ideas. You can sketch on site or from the photo at home.

[image: 9781581809022_0021_003]
PREPARE THE PAPER 
 This is the amount of pencil I would put on the watercolor paper in preparation for painting.



four washes 
 [the basics of watercolor] 

[image: 9781581809022_0022_001]
F LAT WASH 
 Position the paper at a slight downward angle. Load a round brush with a moderately thin mixture. Make sure there’s enough to load two or three more times.

Don’t scrape the paint out of the brush as if painting a wall. Think of the brush as a spoon—carry as much paint to the paper as possible. Let the brush drip over the palette, then start at the top. Move the brush side to side to create a wash, then moving down a bit, overlap slightly and repeat. Reload when you’re half empty. Go back and overlap the edge of the puddle at the bottom and continue to drag the wash down with each back-and-forth stroke. At the end, squeeze the brush dry and touch the remaining puddle on the paper to soak it up.

[image: 9781581809022_0022_002]
WET- INTO-WET 
 Wet-into-wet washes test your mix-as-you-go skills, because each darker value needs to have more paint added quickly. This wash is painted entirely on wet paper. However, only the first couple of brush loads are wet. As the color gets darker, the mixture gets drier. That means less water and more paint.

First, dampen the paper with clear water using a 1-inch (25mm) flat for small samples. Spread the water evenly. Don’t over-wet; the fibers will scuff easily and show the effects of too much rubbing.

Here I used a no. 6 round. Push and pull on the brush to force the paint into the paper. The usual mistake is too much water on the brush; the color runs flat. Keep the mixture thick. Don’t forget: There’s water on the paper that will dilute the paint. The mixture needs to be thick, but still not from the tube.

[image: 9781581809022_0022_003]
GRADED WASH 
 This wash is similar to a flat wash except for the mixing. Start with clear water and make a horizontal stroke, keeping the paper at an angle. Mix a second load with a slight amount of paint—mostly water—and continue painting at the bottom edge of the clear stroke. Repeat with slightly more paint continuing from the bottom edge of the previous stroke. Work quickly. You must get back to the wet edge before it dries for a smooth light-to-dark blend.

This wash teaches you about the timing and coordination required to control watercolor on dry paper. If you are too slow, the wash will dry and the next stroke will show a seam. If you mix a new color that is too strong, the blend will be abrupt. This is a great, demanding wash to practice.

[image: 9781581809022_0022_004]
DRY-BRUSH 
 Here the brush is never really dry. But it’s much drier than a flat or graded wash. Get a mixture wet enough to come off the brush, but dry enough to give a dark, hard line. This seems easy, but it takes practice. We can’t see what’s on a watercolor brush the way oil painters can, so we need to judge what will happen on the paper based on what we do on the palette.

This wash is mostly trial and error because each of us has a different feel for the pigment. Some people paint with a heavy hand, others very delicately. Practice this wash and use both sides of the paper for experimenting.

MASTER THE BASICS 

Everything you will ever paint with watercolor will involve a combination of these four washes. Master these and you will be able to paint any object you can draw.
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 [animals] 

using references

[materials list] 

PIGMENTS 

Burnt Sienna 

Cobalt Blue 

Dioxazine Violet 

Permanent Rose 

Raw Sienna 

Ultramarine Blue 

BRUSHES 

1-inch (25mm) flat 

no. 8 round 

no. 4 round 

SURFACE 

11"× 15" (28cm × 38cm) 
 Arches 140-lb. (300gsm) 
 cold press 



In painting animals, having a good reference photo is key. Make sure your photos have all the information you need to produce the best possible drawing. In this case I wanted to be certain that the cat’s eyes were large enough to study for the finer details.


[image: 9781581809022_0023_002]
REFERENCE PHOTO 


[image: 9781581809022_0023_001]
1make your drawing 
 Use pencil on dry paper.


[image: 9781581809022_0023_003]
2add the basic colors 
 This soft, fluffy subject lends itself to working on wet paper—it’s the best way to get the look of fur against a dark background. Using the 1-inch (25mm) flat, wet the paper with clear water and use pale mixtures of Cobalt Blue, Permanent Rose and Burnt Sienna to make the light gray values in the cat’s fur. While wet, use the 1-inch (25mm) flat and thick mixtures of Ultramarine Blue, Dioxazine Violet and Burnt Sienna to cut around the cat and define its edges. Let the pigment bleed slightly into the edge of the fur. Don’t worry if the paint spreads a bit too much; it can be lifted later, if necessary.

[image: 9781581809022_0024_001]
3dry and blend 
 When the paper won’t accept pigment smoothly, dry it and work the rest of the painting on dry paper. Carefully blend the cat and background using a no. 8 round and the same light grays. Keep just enough pigment on the brush so it feels like you are drawing. Refer to the photo frequently. This dry-brush technique is important for making a smooth transition between the wet, preliminary work and the finished painting.

[image: 9781581809022_0024_002]
4add the eyes 
 Paint the cat’s eyes with a mixture of Raw Sienna, Burnt Sienna and Dioxazine Violet using a no. 4 round. Use Burnt Sienna for the darkest part of the pupil.

[image: 9781581809022_0024_003]
pokey the cat • watercolor on paper, 11"× 15" (28cm × 38cm), unframed 

5finish the painting 
 With the no. 4 round, use Permanent Rose for the ears and nose, mixed with a slight amount of Burnt Sienna and Cobalt Blue to keep it from going too pink. Add as much fur and other detail as you like. If the eyes tell the story and are successfully rendered, the pet portrait will usually please the owner. I prefer to keep watercolor paintings fresh and avoid overwork, so I go light on the details.



working on dry paper 

[materials list] 

PIGMENTS 

Burnt Sienna 

Cadmium Orange 

Cobalt Blue 

Dioxazine Violet 

Permanent Rose 

Ultramarine Blue 

BRUSHES 

1-inch (25mm) flat 

no. 10 round 

no. 6 round 

SURFACE 

15” × 11” (38cm × 28cm) Arches 140-lb. 
 (300gsm) cold press 

OTHER 

hair dryer (optional) 

This subject is not quite as soft looking as the cat, so it lends itself to being painted on dry paper rather than wet. When working on dry paper, the washes need to have a lot more water in the mix than you need for wet paper. On wet paper, much of the water required to dilute the paint is already soaked into the paper.

[image: 9781581809022_0025_001]
REFERENCE PHOTO 

[image: 9781581809022_0025_002]
1make your drawing 
 This is done with a B pencil, which is softer than HB but harder than 2B.

[image: 9781581809022_0025_003]
2add the underpainting 
 Using your 1-inch (25mm) flat, apply a very watery mixture of Cobalt Blue to the background. Change the value by adding more water to each brush load. Next add a bit of Cadmium Orange, then Burnt Sienna to get various grays. Let them wash over the lines in the drawing. The purpose is to add color and achieve soft edges by letting the pigment mix on the paper. Working on dry paper, you can create soft edges by working back into the previous wash and create hard edges anywhere you want them.

Once you have covered the desired area and are happy with the underpainting, let the paper dry or speed it up with a hair dryer.

[image: 9781581809022_0026_001]
3glaze some color 
 Begin to glaze over the areas that need to be darkened using a no. 10 round. Gray down some Cobalt Blue with a bit of Cadmium Orange, or gray Burnt Sienna with Permanent Rose and use it to glaze the dog’s fur to give it some shape.

Keep the color in the brush changing from warm to cool; use more orange in some mixtures to make the color warmer, and more blue in others to make it cooler. The color dries much lighter than it appears when wet.

[image: 9781581809022_0026_002]
4define the dog’s features 
 Use Ultramarine Blue and Burnt Sienna for the dark areas in the mouth, nose and eyes with a no. 6 or smaller round. As usual, change the combination of pigments with each brush load so there is variation in the washes.

Once the painting is dry, you can decide if you need to glaze the shadows again. Too many glazes will make it go muddy and overworked, so try to achieve the right values with the minimum amount of labor.

5finishing touches 
 Reinforce the areas that need more contrast using Burnt Sienna and Dioxazine Violet between the top of the head and around the eye and ear. Add some cool darks such as the blue behind the head if the background needs to be strengthened.

[image: 9781581809022_0026_003]
gentle riley • watercolor on paper, 15" × 11" (38cm × 28cm) unframed 



the importance of drawing 

[materials list] 

PIGMENTS 

Burnt Sienna 

Cobalt Blue 

Dioxazine Violet 

Permanent Rose 

Ultramarine Blue 

BRUSHES 

1-inch (25mm) flat 

no. 6 round 

no. 8 round 

½-inch (12mm) or ¼-inch (6mm) 
 oil bristle brush or filbert 

SURFACE 

15" × 22" (38cm × 28cm) 
 Winsor & Newton 140-lb. 
 (300gsm) cold press 

This drawing requires more aggressive preparation— the plan is to do a lot of drybrushing on dry paper, so the lines have to be clear. It has even been intentionally smudged in places to suggest the direction of light. This will force you to be more assertive when laying down the paint, which will need to be forced into the paper’s surface because of the lack of water.

[image: 9781581809022_0027_001]
REFERENCE PHOTO 

DRAWING IS THE BASIS OF PAINTING 

With a painting this complicated and done dry, an elaborate drawing is crucial to the success of the final painting.


[image: 9781581809022_0027_002]
1create a detailed drawing 
 The drawing needs to be accurate and inviting; there won’t be any opportunity to correct it later. If it’s exciting, its life will translate into the painting. After the drawing, if you find there is too much graphite on the paper, press a kneaded eraser into the dark areas and lift off the excess pencil work.

[image: 9781581809022_0027_003]
2paint the drawing 
 Apply the first wash using a 1-inch (25mm) flat and a mixture of Cobalt Blue, Burnt Sienna and just enough Permanent Rose to keep it from turning green. Keep the color darker on the shadow side of the horses, but allow the paint to run across the line work in places. This is important—it will keep the horses from looking like they’re superimposed onto the background. Add a bit of Ultramarine Blue to the background wash, and paint the dark brown horse with a mixture of Burnt Sienna and Dioxazine Violet. Use the round brushes on the harnesses and other features, but create the streaks and motion using the oil bristle brush. Keep it very dry and make quick strokes. Using an oil brush can be an effective method of getting action into watercolor paintings that might otherwise look rather stiff and contrived.

[image: 9781581809022_0028_001]
ready for the rodeo • watercolor on paper, 15" × 22" (28cm × 38cm) 

3render the features 
 Once the paper is dry, use the no. 6 or no. 8 round to render the features. A mixture of Burnt Sienna and Dioxazine Violet will make very good darks for the horses’ eyes, nostrils and other shadows. Change the content of the mix frequently using more Burnt Sienna on some brush loads and less on others. This keeps the forms from looking flat and two-dimensional.



b

 [barns & buildings] 

using masks

[materials list] 

PIGMENTS 

Burnt Sienna 

Cadmium Orange 

Cobalt Blue 

Permanent Rose 

Phthalo Blue 

Raw Sienna 

BRUSHES 

1-inch (25mm) flat 

½-inch (12mm) flat 

no. 6 round 

liner brush 

SURFACE 

half sheet Arches 140-lb. (300gsm) 
 cold press, stretched 

OTHER 

masking fluid 

masking tape 

small old brush 

soap 

When painting buildings, keep them on the small side—it will lessen the visibility of drawing errors. You’ll also need to plan the surroundings carefully because there is more background to consider. Don’t forget: Painting with watercolor calls for the whole painting to be designed in advance, so take some time with the drawing.

In this photograph, the distant mountains have snow on them. The goal is to simultaneously paint the sky and hills near the horizon onto wet paper to make them soft-edged and appear very far away. The only way to keep the paper white for snow is to protect it with masking fluid.

[image: 9781581809022_0029_001]
REFERENCE PHOTO 

[image: 9781581809022_0029_002]
1make your drawing and prepare the masking fluid 
 Pour a small amount of masking fluid into a glass or cup to make it easy to load the brush. Coat the brush with a slight film of soap to make it easier to rinse later. Don’t leave masking fluid on your paper for days and never heat it with a hair dryer; it will harden and weld itself right into the paper.

[image: 9781581809022_0029_003]
2apply masking fluid to protect the white snow 
 Use a small, preferably old, brush to apply the masking fluid, in case the masking dries where the ferrule meets the brush filaments. That will make your brush split and lose its point. Soak the brush in rubbing alcohol to dissolve dried masking fluid.

[image: 9781581809022_0030_001]
3add color to the background 
 Once the mask is dry, wet the paper (except for the barns—keep them dry). With the 1-inch (25mm) flat, wash in Cadmium Orange and Cobalt Blue for the sky. Add Phthalo Blue for the hills and Raw Sienna with Cobalt Blue in the fields.

4paint the fields 
 Let the paper dry, then wet the unpainted areas. With the ½-inch flat, paint the foreground field with Raw Sienna and Cobalt Blue, adding a bit of Burnt Sienna and Phthalo Blue in places for variety. While the paper is still wet, use the liner brush to make some longer blades of grass in the foreground. Using the no. 6 round, paint the barn with Raw Sienna, Burnt Sienna and a bit of Permanent Rose. Mix Phthalo Blue with Permanent Rose for the cast shadow color. Paint the darker trees with Burnt Sienna and Phthalo Blue.

[image: 9781581809022_0030_003]
[image: 9781581809022_0031_001]
5let it snow (detail) 
 After the painting is finished and has dried, remove the mask to reveal the snow-covered mountains. Gently lift the mask with the sticky side of a piece of masking tape. There are other tools for this job, but this is easy and cheap. And don’t use your fingers unless you like blisters.

[image: 9781581809022_0031_002]
island farm • watercolor on paper, 15" × 22" (38cm × 56cm) 





End of sample




    To search for additional titles please go to 

    
    http://search.overdrive.com.   


OEBPS/images/9781581809022_0173_003.jpg





OEBPS/images/9781581809022_0173_002.jpg





OEBPS/images/9781581809022_0174_002.jpg
=

=






OEBPS/images/9781581809022_0174_001.jpg





OEBPS/images/9781581809022_0172_001.jpg





OEBPS/images/9781581809022_0173_001.jpg





OEBPS/images/9781581809022_0172_002.jpg





OEBPS/images/9781581809022_0036_001.jpg





OEBPS/images/9781581809022_0035_002.jpg





OEBPS/images/9781581809022_0035_001.jpg





OEBPS/images/9781581809022_0035_004.jpg





OEBPS/images/9781581809022_0035_003.jpg





OEBPS/images/9781581809022_0034_001.jpg





OEBPS/images/9781581809022_0033_004.jpg





OEBPS/images/9781581809022_0034_003.jpg





OEBPS/images/9781581809022_0034_002.jpg





OEBPS/images/9781581809022_0033_003.jpg





OEBPS/images/9781581809022_0143_004.jpg





OEBPS/images/9781581809022_0143_003.jpg





OEBPS/images/9781581809022_0180_002.jpg





OEBPS/images/9781581809022_0144_001.jpg





OEBPS/images/9781581809022_0180_004.jpg





OEBPS/images/9781581809022_0180_003.jpg





OEBPS/images/9781581809022_0146_001.jpg





OEBPS/images/9781581809022_0182_003.jpg





OEBPS/images/9781581809022_0145_003.jpg





OEBPS/images/9781581809022_0182_002.jpg





OEBPS/images/9781581809022_0146_003.jpg





OEBPS/images/9781581809022_0183_001.jpg





OEBPS/images/9781581809022_0146_002.jpg





OEBPS/images/9781581809022_0182_004.jpg





OEBPS/images/9781581809022_0144_003.jpg





OEBPS/images/9781581809022_0180_006.jpg





OEBPS/images/9781581809022_0144_002.jpg





OEBPS/images/9781581809022_0180_005.jpg





OEBPS/images/9781581809022_0145_002.jpg





OEBPS/images/9781581809022_0182_001.jpg





OEBPS/images/9781581809022_0145_001.jpg





OEBPS/images/9781581809022_0181_001.jpg





OEBPS/images/9781581809022_0147_001.jpg





OEBPS/images/9781581809022_0183_002.jpg





OEBPS/images/9781581809022_0109_002.jpg





OEBPS/images/9781581809022_0147_003.jpg





OEBPS/images/9781581809022_0183_004.jpg





OEBPS/images/9781581809022_0147_002.jpg





OEBPS/images/9781581809022_0183_003.jpg





OEBPS/images/9781581809022_0111_001.jpg





OEBPS/images/9781581809022_0149_002.jpg





OEBPS/images/9781581809022_0185_002.jpg





OEBPS/images/9781581809022_0110_004.jpg





OEBPS/images/9781581809022_0149_001.jpg





OEBPS/images/9781581809022_0185_001.jpg





OEBPS/images/9781581809022_0112_002.jpg





OEBPS/images/9781581809022_0149_004.jpg





OEBPS/images/9781581809022_0112_001.jpg





OEBPS/images/9781581809022_0149_003.jpg





OEBPS/images/9781581809022_0185_003.jpg





OEBPS/images/9781581809022_0110_001.jpg





OEBPS/images/9781581809022_0148_002.jpg





OEBPS/images/9781581809022_0184_002.jpg





OEBPS/images/9781581809022_0109_003.jpg





OEBPS/images/9781581809022_0148_001.jpg





OEBPS/images/9781581809022_0184_001.jpg





OEBPS/images/9781581809022_0110_003.jpg





OEBPS/images/9781581809022_0148_004.jpg





OEBPS/images/9781581809022_0184_004.jpg





OEBPS/images/9781581809022_0110_002.jpg





OEBPS/images/9781581809022_0148_003.jpg





OEBPS/images/9781581809022_0184_003.jpg





OEBPS/images/9781581809022_0174_004.jpg





OEBPS/images/9781581809022_0174_003.jpg





OEBPS/images/9781581809022_0174_005.jpg





OEBPS/images/9781581809022_0176_002.jpg





OEBPS/images/9781581809022_0176_001.jpg





OEBPS/images/9781581809022_0177_002.jpg





OEBPS/images/9781581809022_0177_001.jpg





OEBPS/images/9781581809022_0175_002.jpg





OEBPS/images/9781581809022_0175_001.jpg





OEBPS/images/9781581809022_0175_004.jpg





OEBPS/images/9781581809022_0175_003.jpg





OEBPS/images/9781581809022_0177_004.jpg





OEBPS/images/9781581809022_0177_003.jpg





OEBPS/images/9781581809022_0178_001.jpg





OEBPS/images/9781581809022_0142_001.jpg





OEBPS/images/9781581809022_0179_005.jpg





OEBPS/images/9781581809022_0141_004.jpg





OEBPS/images/9781581809022_0179_004.jpg





OEBPS/images/9781581809022_0143_002.jpg





OEBPS/images/9781581809022_0180_001.jpg





OEBPS/images/9781581809022_0143_001.jpg





OEBPS/images/9781581809022_0179_006.jpg





OEBPS/images/9781581809022_0141_001.jpg





OEBPS/images/9781581809022_0179_001.jpg





OEBPS/images/9781581809022_0140_003.jpg





OEBPS/images/9781581809022_0178_002.jpg





OEBPS/images/9781581809022_0141_003.jpg
e gavess

o1






OEBPS/images/9781581809022_0179_003.jpg





OEBPS/images/9781581809022_0141_002.jpg





OEBPS/images/9781581809022_0179_002.jpg





OEBPS/images/9781581809022_0015_003.jpg





OEBPS/images/9781581809022_0015_002.jpg





OEBPS/images/9781581809022_0016_002.jpg





OEBPS/images/9781581809022_0016_001.jpg





OEBPS/images/9781581809022_0014_002.jpg





OEBPS/images/9781581809022_0015_001.jpg





OEBPS/images/9781581809022_0014_003.jpg





OEBPS/images/9781581809022_0079_001.jpg





OEBPS/images/9781581809022_0119_001.jpg





OEBPS/images/9781581809022_0156_004.jpg





OEBPS/images/9781581809022_0192_003.jpg
Gund T





OEBPS/images/9781581809022_0118_002.jpg





OEBPS/images/9781581809022_0156_003.jpg





OEBPS/images/9781581809022_0192_002.jpg





OEBPS/images/9781581809022_0079_003.jpg





OEBPS/images/9781581809022_0120_001.jpg





OEBPS/images/9781581809022_0157_001.jpg





OEBPS/images/9781581809022_0194_002.jpg





OEBPS/images/9781581809022_0079_002.jpg





OEBPS/images/9781581809022_0119_002.jpg





OEBPS/images/9781581809022_0156_005.jpg





OEBPS/images/9781581809022_0194_001.jpg





OEBPS/images/9781581809022_0156_001.jpg





OEBPS/images/9781581809022_0192_001.jpg





OEBPS/images/9781581809022_0191_003.jpg





OEBPS/images/9781581809022_0081_001.jpg





OEBPS/images/9781581809022_0122_003.jpg





OEBPS/images/9781581809022_0080_004.jpg





OEBPS/images/9781581809022_0122_002.jpg





OEBPS/images/9781581809022_0159_002.jpg





OEBPS/images/9781581809022_0081_002.jpg





OEBPS/images/9781581809022_0013_008.jpg





OEBPS/images/9781581809022_0080_001.jpg





OEBPS/images/9781581809022_0121_001.jpg





OEBPS/images/9781581809022_0158_002.jpg





OEBPS/images/9781581809022_0194_004.jpg





OEBPS/images/9781581809022_0013_007.jpg





OEBPS/images/9781581809022_0079_004.jpg





OEBPS/images/9781581809022_0120_002.jpg





OEBPS/images/9781581809022_0158_001.jpg
A





OEBPS/images/9781581809022_0194_003.jpg
PEQOPLE






OEBPS/images/9781581809022_0014_001.jpg





OEBPS/images/9781581809022_0080_003.jpg





OEBPS/images/9781581809022_0122_001.jpg





OEBPS/images/9781581809022_0159_001.jpg





OEBPS/images/aa5.jpg





OEBPS/images/9781581809022_0013_010.jpg





OEBPS/images/9781581809022_0080_002.jpg





OEBPS/images/9781581809022_0121_002.jpg





OEBPS/images/9781581809022_0158_003.jpg





OEBPS/images/9781581809022_0195_001.jpg
[watercolnr]— easy as a, b, c.

|llllll|Jl|III

o MR,





OEBPS/images/9781581809022_0018_001.jpg





OEBPS/images/9781581809022_0017_005.jpg





OEBPS/images/9781581809022_0018_003.jpg
p A





OEBPS/images/9781581809022_0018_002.jpg





OEBPS/images/9781581809022_0017_002.jpg





OEBPS/images/9781581809022_0017_001.jpg
AN \!





OEBPS/images/9781581809022_0017_004.jpg





OEBPS/images/9781581809022_0017_003.jpg





OEBPS/images/9781581809022_0036_002.jpg





OEBPS/images/9781581809022_0082_001.jpg





OEBPS/images/9781581809022_0123_001.jpg





OEBPS/images/9781581809022_0160_003.jpg





OEBPS/images/aa10.jpg





OEBPS/images/9781581809022_0081_003.jpg





OEBPS/images/9781581809022_0122_005.jpg





OEBPS/images/9781581809022_0160_002.jpg





OEBPS/images/aa9.jpg





OEBPS/images/9781581809022_0037_002.jpg





OEBPS/images/9781581809022_0083_002.jpg





OEBPS/images/aa3.jpg





OEBPS/images/9781581809022_0161_002.jpg





OEBPS/images/9781581809022_0037_001.jpg





OEBPS/images/9781581809022_0083_001.jpg





OEBPS/images/9781581809022_0123_002.jpg





OEBPS/images/9781581809022_0161_001.jpg





OEBPS/images/aa11.jpg





OEBPS/images/aa6.jpg





OEBPS/images/9781581809022_0122_004.jpg





OEBPS/images/9781581809022_0160_001.jpg





OEBPS/images/aa8.jpg





OEBPS/images/9781581809022_0159_003.jpg
JudFll





OEBPS/images/aa7.jpg





OEBPS/images/9781581809022_0040_001.jpg





OEBPS/images/9781581809022_0084_004.jpg





OEBPS/images/9781581809022_0039_001.jpg





OEBPS/images/9781581809022_0084_003.jpg





OEBPS/images/9781581809022_0125_001.jpg
IS B 0T WA
0N 9 105

NI 08t e
0N Y 125

SO o TR KB
BALTHAY 308 ABSE T i






OEBPS/images/9781581809022_0040_002.jpg





OEBPS/images/9781581809022_0016_004.jpg





OEBPS/images/9781581809022_0037_004.jpg





OEBPS/images/9781581809022_0083_004.jpg





OEBPS/images/9781581809022_0124_002.jpg





OEBPS/images/9781581809022_0162_001.jpg





OEBPS/images/9781581809022_0016_003.jpg





OEBPS/images/9781581809022_0037_003.jpg





OEBPS/images/9781581809022_0083_003.jpg





OEBPS/images/9781581809022_0124_001.jpg





OEBPS/images/9781581809022_0161_003.jpg





OEBPS/images/9781581809022_0038_002.jpg





OEBPS/images/9781581809022_0084_002.jpg





OEBPS/images/9781581809022_0124_004.jpg





OEBPS/images/9781581809022_0162_003.jpg





OEBPS/images/9781581809022_0016_005.jpg





OEBPS/images/9781581809022_0038_001.jpg





OEBPS/images/9781581809022_0084_001.jpg





OEBPS/images/9781581809022_0124_003.jpg





OEBPS/images/9781581809022_0162_002.jpg





OEBPS/images/9781581809022_0006_002.jpg





OEBPS/images/9781581809022_0006_001.jpg





OEBPS/images/9781581809022_0007_002.jpg





OEBPS/images/9781581809022_0007_001.jpg





OEBPS/images/9781581809022_0112_003.jpg





OEBPS/images/9781581809022_0005_002.jpg





OEBPS/images/9781581809022_0150_001.jpg





OEBPS/images/9781581809022_0186_001.jpg





OEBPS/images/9781581809022_0185_004.jpg





OEBPS/images/9781581809022_0113_002.jpg





OEBPS/images/9781581809022_0150_003.jpg





OEBPS/images/9781581809022_0186_003.jpg





OEBPS/images/9781581809022_0113_001.jpg





OEBPS/images/9781581809022_0150_002.jpg





OEBPS/images/9781581809022_0186_002.jpg





OEBPS/images/9781581809022_0115_003.jpg





OEBPS/images/9781581809022_0152_004.jpg





OEBPS/images/9781581809022_0189_001.jpg





OEBPS/images/9781581809022_0114_001.jpg





OEBPS/images/9781581809022_0152_003.jpg





OEBPS/images/9781581809022_0188_003.jpg





OEBPS/images/9781581809022_0115_002.jpg





OEBPS/images/9781581809022_0115_001.jpg





OEBPS/images/9781581809022_0153_001.jpg





OEBPS/images/9781581809022_0113_004.jpg





OEBPS/images/9781581809022_0151_001.jpg





OEBPS/images/9781581809022_0187_001.jpg





OEBPS/images/9781581809022_0113_003.jpg





OEBPS/images/9781581809022_0150_004.jpg





OEBPS/images/9781581809022_0186_004.jpg





OEBPS/images/9781581809022_0113_006.jpg





OEBPS/images/9781581809022_0152_002.jpg





OEBPS/images/9781581809022_0188_002.jpg





OEBPS/images/9781581809022_0113_005.jpg





OEBPS/images/9781581809022_0152_001.jpg





OEBPS/images/9781581809022_0188_001.jpg





OEBPS/images/9781581809022_0012_003.jpg





OEBPS/images/9781581809022_0012_001.jpg





OEBPS/images/9781581809022_0013_005.jpg





OEBPS/images/9781581809022_0013_004.jpg





OEBPS/images/9781581809022_0011_005.jpg





OEBPS/images/9781581809022_0011_003.jpg





OEBPS/images/9781581809022_0115_004.jpg





OEBPS/images/9781581809022_0154_001.jpg





OEBPS/images/9781581809022_0189_004.jpg





OEBPS/images/9781581809022_0153_002.jpg





OEBPS/images/9781581809022_0189_003.jpg





OEBPS/images/9781581809022_0075_001.jpg





OEBPS/images/9781581809022_0116_002.jpg





OEBPS/images/9781581809022_0154_003.jpg





OEBPS/images/9781581809022_0190_002.jpg





OEBPS/images/9781581809022_0074_002.jpg





OEBPS/images/9781581809022_0116_001.jpg





OEBPS/images/9781581809022_0154_002.jpg





OEBPS/images/9781581809022_0190_001.jpg





OEBPS/images/9781581809022_0189_002.jpg





OEBPS/images/9781581809022_0078_001.jpg





OEBPS/images/9781581809022_0117_003.jpg





OEBPS/images/9781581809022_0156_002.jpg





OEBPS/images/9781581809022_0010_002.jpg





OEBPS/images/9781581809022_0077_001.jpg
L{





OEBPS/images/9781581809022_0117_002.jpg





OEBPS/images/9781581809022_0155_004.jpg





OEBPS/images/9781581809022_0191_002.jpg





OEBPS/images/9781581809022_0078_003.jpg





OEBPS/images/9781581809022_0078_002.jpg





OEBPS/images/9781581809022_0118_001.jpg





OEBPS/images/9781581809022_0008_003.jpg





OEBPS/images/9781581809022_0076_001.jpg





OEBPS/images/9781581809022_0116_004.jpg





OEBPS/images/9781581809022_0155_001.jpg





OEBPS/images/9781581809022_0190_004.jpg





OEBPS/images/9781581809022_0008_002.jpg





OEBPS/images/9781581809022_0075_002.jpg





OEBPS/images/9781581809022_0116_003.jpg





OEBPS/images/9781581809022_0154_004.jpg





OEBPS/images/9781581809022_0190_003.jpg





OEBPS/images/9781581809022_0010_001.jpg





OEBPS/images/9781581809022_0076_003.jpg





OEBPS/images/9781581809022_0117_001.jpg





OEBPS/images/9781581809022_0155_003.jpg





OEBPS/images/9781581809022_0191_001.jpg





OEBPS/images/9781581809022_0009_001.jpg
;E/.





OEBPS/images/9781581809022_0076_002.jpg





OEBPS/images/aa2.jpg





OEBPS/images/9781581809022_0155_002.jpg





OEBPS/images/9781581809022_0190_005.jpg





OEBPS/images/9781581809022_0029_002.jpg





OEBPS/images/9781581809022_0029_001.jpg





OEBPS/images/9781581809022_0029_003.jpg





OEBPS/images/9781581809022_0027_002.jpg





OEBPS/images/9781581809022_0027_001.jpg





OEBPS/images/9781581809022_0028_001.jpg





OEBPS/images/9781581809022_0027_003.jpg





OEBPS/images/9781581809022_0026_001.jpg





OEBPS/images/9781581809022_0026_003.jpg





OEBPS/images/9781581809022_0169_001.jpg





OEBPS/images/9781581809022_0026_002.jpg





OEBPS/images/9781581809022_0050_003.jpg





OEBPS/images/9781581809022_0092_002.jpg





OEBPS/images/9781581809022_0132_002.jpg





OEBPS/images/9781581809022_0170_005.jpg





OEBPS/images/9781581809022_0050_002.jpg





OEBPS/images/9781581809022_0092_001.jpg





OEBPS/images/9781581809022_0132_001.jpg





OEBPS/images/9781581809022_0170_004.jpg





OEBPS/images/9781581809022_0051_002.jpg





OEBPS/images/9781581809022_0093_001.jpg





OEBPS/images/9781581809022_0132_004.jpg





OEBPS/images/9781581809022_0171_002.jpg





OEBPS/images/9781581809022_0051_001.jpg





OEBPS/images/9781581809022_0092_003.jpg





OEBPS/images/9781581809022_0132_003.jpg





OEBPS/images/9781581809022_0171_001.jpg





OEBPS/images/9781581809022_0091_001.jpg





OEBPS/images/9781581809022_0130_004.jpg





OEBPS/images/9781581809022_0170_001.jpg





OEBPS/images/9781581809022_0130_003.jpg





OEBPS/images/9781581809022_0169_002.jpg





OEBPS/images/9781581809022_0050_001.jpg





OEBPS/images/9781581809022_0091_003.jpg





OEBPS/images/9781581809022_0131_002.jpg





OEBPS/images/9781581809022_0170_003.jpg





OEBPS/images/9781581809022_0049_003.jpg





OEBPS/images/9781581809022_0091_002.jpg





OEBPS/images/9781581809022_0131_001.jpg





OEBPS/images/9781581809022_0170_002.jpg





OEBPS/images/9781581809022_0052_002.jpg





OEBPS/images/9781581809022_0093_003.jpg





OEBPS/images/9781581809022_0134_001.jpg





OEBPS/images/9781581809022_0052_001.jpg





OEBPS/images/9781581809022_0093_002.jpg





OEBPS/images/9781581809022_0133_001.jpg





OEBPS/images/9781581809022_0171_003.jpg





OEBPS/images/9781581809022_0053_001.jpg





OEBPS/images/9781581809022_0052_003.jpg





OEBPS/images/9781581809022_0094_001.jpg





OEBPS/images/9781581809022_0033_002.jpg





OEBPS/images/9781581809022_0033_001.jpg





OEBPS/images/9781581809022_0032_002.jpg





OEBPS/images/9781581809022_0032_001.jpg





OEBPS/images/9781581809022_0032_004.jpg





OEBPS/images/9781581809022_0032_003.jpg





OEBPS/images/9781581809022_0030_003.jpg





OEBPS/images/9781581809022_0030_001.jpg





OEBPS/images/9781581809022_0031_002.jpg





OEBPS/images/9781581809022_0134_002.jpg





OEBPS/images/9781581809022_0031_001.jpg





OEBPS/images/9781581809022_0055_002.jpg





OEBPS/images/9781581809022_0096_001.jpg





OEBPS/images/9781581809022_0136_003.jpg





OEBPS/images/9781581809022_0055_001.jpg





OEBPS/images/9781581809022_0095_003.jpg





OEBPS/images/9781581809022_0136_002.jpg





OEBPS/images/9781581809022_0055_004.jpg





OEBPS/images/9781581809022_0096_003.jpg





OEBPS/images/9781581809022_0137_002.jpg





OEBPS/images/9781581809022_0055_003.jpg





OEBPS/images/9781581809022_0096_002.jpg





OEBPS/images/9781581809022_0137_001.jpg





OEBPS/images/9781581809022_0053_002.jpg





OEBPS/images/9781581809022_0094_003.jpg





OEBPS/images/9781581809022_0135_001.jpg





OEBPS/images/9781581809022_0094_002.jpg
e = NS =





OEBPS/images/9781581809022_0134_003.jpg





OEBPS/images/9781581809022_0054_001.jpg





OEBPS/images/9781581809022_0095_002.jpg





OEBPS/images/9781581809022_0136_001.jpg





OEBPS/images/9781581809022_0053_003.jpg





OEBPS/images/9781581809022_0095_001.jpg
.,‘x
LW A\
SR b4
R |
- 4 w/;





OEBPS/images/9781581809022_0135_002.jpg





OEBPS/images/9781581809022_0056_001.jpg





OEBPS/images/9781581809022_0097_001.jpg





OEBPS/images/9781581809022_0055_005.jpg





OEBPS/images/9781581809022_0096_004.jpg





OEBPS/images/9781581809022_0137_003.jpg





OEBPS/images/9781581809022_0056_002.jpg





OEBPS/images/9781581809022_0021_003.jpg





OEBPS/images/9781581809022_0021_002.jpg





OEBPS/images/9781581809022_0022_002.jpg





OEBPS/images/9781581809022_0022_001.jpg





OEBPS/images/9781581809022_0020_002.jpg





OEBPS/images/9781581809022_0020_001.jpg





OEBPS/images/9781581809022_0021_001.jpg





OEBPS/images/9781581809022_0020_003.jpg
CADHIDW LEMON VES ULTSAWASING L1





OEBPS/images/9781581809022_0019_003.jpg





OEBPS/images/9781581809022_0041_001.jpg





OEBPS/images/9781581809022_0085_001.jpg





OEBPS/images/9781581809022_0126_002.jpg





OEBPS/images/9781581809022_0164_003.jpg





OEBPS/images/9781581809022_0040_003.jpg





OEBPS/images/9781581809022_0084_006.jpg





OEBPS/images/9781581809022_0126_001.jpg





OEBPS/images/9781581809022_0164_002.jpg





OEBPS/images/9781581809022_0042_002.jpg





OEBPS/images/9781581809022_0086_002.jpg





OEBPS/images/9781581809022_0126_004.jpg





OEBPS/images/9781581809022_0165_001.jpg





OEBPS/images/9781581809022_0042_001.jpg





OEBPS/images/9781581809022_0086_001.jpg





OEBPS/images/9781581809022_0126_003.jpg





OEBPS/images/9781581809022_0164_004.jpg





OEBPS/images/9781581809022_0163_001.jpg





OEBPS/images/9781581809022_0084_005.jpg





OEBPS/images/9781581809022_0125_003.jpg





OEBPS/images/9781581809022_0164_001.jpg





OEBPS/images/9781581809022_0125_002.jpg





OEBPS/images/9781581809022_0163_002.jpg





OEBPS/images/9781581809022_0044_002.jpg





OEBPS/images/9781581809022_0044_001.jpg





OEBPS/images/9781581809022_0088_001.jpg





OEBPS/images/9781581809022_0019_002.jpg





OEBPS/images/9781581809022_0043_001.jpg





OEBPS/images/9781581809022_0087_001.jpg





OEBPS/images/9781581809022_0127_002.jpg





OEBPS/images/9781581809022_0166_001.jpg





OEBPS/images/9781581809022_0019_001.jpg





OEBPS/images/9781581809022_0042_003.jpg





OEBPS/images/9781581809022_0086_003.jpg





OEBPS/images/9781581809022_0127_001.jpg





OEBPS/images/9781581809022_0165_002.jpg





OEBPS/images/9781581809022_0043_003.jpg





OEBPS/images/9781581809022_0087_003.jpg





OEBPS/images/9781581809022_0127_003.jpg





OEBPS/images/9781581809022_0043_002.jpg





OEBPS/images/9781581809022_0087_002.jpg





OEBPS/images/aa4.jpg





OEBPS/images/9781581809022_0166_002.jpg





OEBPS/images/9781581809022_0025_001.jpg





OEBPS/images/9781581809022_0024_003.jpg





OEBPS/images/9781581809022_0025_003.jpg





OEBPS/images/9781581809022_0025_002.jpg
R~ e

SN





OEBPS/images/9781581809022_0023_003.jpg





OEBPS/images/9781581809022_0023_002.jpg





OEBPS/images/9781581809022_0024_002.jpg





OEBPS/images/9781581809022_0024_001.jpg





OEBPS/images/9781581809022_0023_001.jpg





OEBPS/images/9781581809022_0022_004.jpg





OEBPS/images/9781581809022_0045_002.jpg





OEBPS/images/9781581809022_0089_001.jpg
3






OEBPS/images/9781581809022_0129_001.jpg





OEBPS/images/9781581809022_0168_001.jpg





OEBPS/images/9781581809022_0045_001.jpg





OEBPS/images/9781581809022_0088_004.jpg





OEBPS/images/9781581809022_0128_002.jpg





OEBPS/images/9781581809022_0167_003.jpg





OEBPS/images/9781581809022_0046_002.jpg





OEBPS/images/9781581809022_0089_003.jpg





OEBPS/images/9781581809022_0129_003.jpg





OEBPS/images/9781581809022_0168_003.jpg





OEBPS/images/9781581809022_0046_001.jpg





OEBPS/images/9781581809022_0089_002.jpg





OEBPS/images/9781581809022_0129_002.jpg





OEBPS/images/9781581809022_0168_002.jpg





OEBPS/images/9781581809022_0127_004.jpg





OEBPS/images/9781581809022_0166_004.jpg





OEBPS/images/9781581809022_0166_003.jpg





OEBPS/images/9781581809022_0044_003.jpg





OEBPS/images/9781581809022_0088_003.jpg





OEBPS/images/9781581809022_0128_001.jpg





OEBPS/images/9781581809022_0167_002.jpg





OEBPS/images/9781581809022_0088_002.jpg





OEBPS/images/9781581809022_0127_005.jpg





OEBPS/images/9781581809022_0167_001.jpg





OEBPS/images/9781581809022_0049_002.jpg





OEBPS/images/9781581809022_0047_002.jpg





OEBPS/images/9781581809022_0090_002.jpg





OEBPS/images/9781581809022_0130_001.jpg





OEBPS/images/9781581809022_0168_005.jpg





OEBPS/images/9781581809022_0022_003.jpg





OEBPS/images/9781581809022_0047_001.jpg





OEBPS/images/9781581809022_0090_001.jpg





OEBPS/images/9781581809022_0129_004.jpg





OEBPS/images/9781581809022_0168_004.jpg





OEBPS/images/9781581809022_0049_001.jpg





OEBPS/images/9781581809022_0090_004.jpg





OEBPS/images/9781581809022_0048_001.jpg





OEBPS/images/9781581809022_0090_003.jpg





OEBPS/images/9781581809022_0130_002.jpg





OEBPS/page-template.xpgt
               



OEBPS/images/9781581809022_0105_003.jpg





OEBPS/images/9781581809022_0064_002.jpg





OEBPS/images/9781581809022_0106_002.jpg





OEBPS/images/9781581809022_0064_001.jpg





OEBPS/images/9781581809022_0106_001.jpg





OEBPS/images/9781581809022_0065_004.jpg





OEBPS/images/9781581809022_0108_003.jpg





OEBPS/images/9781581809022_0065_003.jpg





OEBPS/images/9781581809022_0108_002.jpg





OEBPS/images/9781581809022_0066_002.jpg





OEBPS/images/9781581809022_0066_001.jpg





OEBPS/images/9781581809022_0109_001.jpg





OEBPS/images/9781581809022_0064_004.jpg
&4





OEBPS/images/9781581809022_0107_001.jpg





OEBPS/images/9781581809022_0064_003.jpg





OEBPS/images/9781581809022_0106_003.jpg





OEBPS/images/9781581809022_0065_002.jpg





OEBPS/images/9781581809022_0108_001.jpg





OEBPS/images/9781581809022_0065_001.jpg





OEBPS/images/9781581809022_0107_002.jpg





OEBPS/images/9781581809022_0067_001.jpg





OEBPS/images/9781581809022_0067_003.jpg





OEBPS/images/9781581809022_0067_002.jpg





OEBPS/images/9781581809022_0069_002.jpg





OEBPS/images/9781581809022_0069_001.jpg





OEBPS/images/9781581809022_0070_001.jpg





OEBPS/images/9781581809022_0068_002.jpg





OEBPS/images/9781581809022_0068_001.jpg





OEBPS/images/9781581809022_0068_004.jpg





OEBPS/images/9781581809022_0068_003.jpg





OEBPS/images/9781581809022_0097_002.jpg





OEBPS/images/9781581809022_0138_001.jpg





OEBPS/images/9781581809022_0137_004.jpg





OEBPS/images/9781581809022_0059_002.jpg





OEBPS/images/9781581809022_0100_001.jpg





OEBPS/images/9781581809022_0139_003.jpg





OEBPS/images/9781581809022_0059_001.jpg





OEBPS/images/9781581809022_0099_002.jpg





OEBPS/images/9781581809022_0139_002.jpg





OEBPS/images/9781581809022_0060_001.jpg





OEBPS/images/9781581809022_0100_003.jpg





OEBPS/images/9781581809022_0140_002.jpg





OEBPS/images/9781581809022_0059_003.jpg





OEBPS/images/9781581809022_0100_002.jpg





OEBPS/images/9781581809022_0140_001.jpg





OEBPS/images/9781581809022_0058_001.jpg





OEBPS/images/9781581809022_0098_002.jpg





OEBPS/images/9781581809022_0138_003.jpg





OEBPS/images/9781581809022_0057_001.jpg





OEBPS/images/9781581809022_0098_001.jpg





OEBPS/images/9781581809022_0138_002.jpg





OEBPS/images/9781581809022_0058_003.jpg





OEBPS/images/9781581809022_0099_001.jpg





OEBPS/images/9781581809022_0139_001.jpg





OEBPS/images/9781581809022_0058_002.jpg





OEBPS/images/9781581809022_0098_003.jpg





OEBPS/images/9781581809022_0138_004.jpg





OEBPS/images/9781581809022_0060_003.jpg





OEBPS/images/9781581809022_0060_002.jpg





OEBPS/images/9781581809022_0101_001.jpg





OEBPS/images/9781581809022_0060_004.jpg





OEBPS/images/9781581809022_0102_001.jpg
D .





OEBPS/images/9781581809022_0101_002.jpg





OEBPS/images/9781581809022_0062_003.jpg





OEBPS/images/9781581809022_0104_001.jpg





OEBPS/images/9781581809022_0062_002.jpg





OEBPS/images/9781581809022_0103_003.jpg





OEBPS/images/9781581809022_0063_002.jpg





OEBPS/images/9781581809022_0105_002.jpg





OEBPS/images/9781581809022_0063_001.jpg





OEBPS/images/9781581809022_0105_001.jpg





OEBPS/images/9781581809022_0061_002.jpg





OEBPS/images/9781581809022_0102_003.jpg





OEBPS/images/9781581809022_0061_001.jpg





OEBPS/images/9781581809022_0102_002.jpg





OEBPS/images/9781581809022_0062_001.jpg





OEBPS/images/9781581809022_0103_002.jpg





OEBPS/images/9781581809022_0061_003.jpg





OEBPS/images/9781581809022_0103_001.jpg





OEBPS/images/9781581809022_0063_003.jpg





OEBPS/images/9781581809022_0071_001.jpg





OEBPS/images/9781581809022_0070_002.jpg





OEBPS/images/9781581809022_0071_003.jpg





OEBPS/images/9781581809022_0071_002.jpg





OEBPS/images/9781581809022_0074_001.jpg





OEBPS/images/9781581809022_0073_003.jpg





OEBPS/images/9781581809022_0072_002.jpg





OEBPS/images/9781581809022_0072_001.jpg





OEBPS/images/9781581809022_0073_002.jpg





OEBPS/images/9781581809022_0073_001.jpg





OEBPS/images/9781581809022_0003_005.jpg
NORTH LIGHT BOOKS
ENGNATL S

‘www.artistsnetwork.com





OEBPS/images/aa.jpg





OEBPS/images/9781581809022_0003_003.jpg





OEBPS/images/9781581809022_0003_004.jpg





OEBPS/images/9781581809022_0004_002.jpg





OEBPS/images/9781581809022_0005_001.jpg





OEBPS/images/9781581809022_0003_001.jpg





OEBPS/images/9781581809022_0003_002.jpg





OEBPS/images/cover.jpg
watercolor|






