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Gordon has now retired after thirty-three years as a teacher and art consultant for the Sault Ste. Marie Board of Education. As a graduate of Laurentian University and a specialist in art education, he has taught ministry of education and university-level art education courses for teachers for many years. With over twenty-five years of teaching private adult watercolor workshops as well, Gordon has earned a reputation as a first-class artist and instructor. Gordon has had twenty-six solo watercolor shows in Canada and the U.S., and his work appears in many private and corporate collections throughout Canada, the U.S., Europe, Africa and the Far East. He has received honors in several American shows, including that of the Detroit Institute of Art and the American Artist annual competition. He is a member of the Canadian Society of Painters in Watercolour and author of the very successful The Watercolorist’s Essential Notebook (North Light Books, 1999).
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Landscape painting is our interpretation of how the land has energized us. Deep within our being it touches chords, which are then played out as images on our paper.



—Gordon MacKenzie











Introduction



I am sorry if you bought this book thinking that you would become a full-blown artistic wonder overnight just by reading it. The arts are about doing, making and creating something, and that takes time. It also takes practice—lots of it. To assume that every piece of paper you use should end as a masterpiece is like assuming that every time a violinist picks up the instrument he or she must perform a flawless concerto.



They say that you will learn something from every painting regardless of how it turns out. Believe me, there have been many, many times when I have learned a lot more than I really wanted to from a painting.



And the lessons are often on just one small aspect of the total picture. This book tries to address this way of learning. It reflects what I have noticed about students’ needs in workshops. They want to see the finished picture but they also want specifically to learn about painting such things as rocks or reflections or storm clouds. They ask about color qualities and compositional processes. They want to know about techniques that will help them make better pictures, and they want to know what is going on in my head when I create. (That one is a bit of a mystery in itself.)



All these things help them focus on their particular needs, but what I also want them to do in workshops and with this book is stand back and see the whole picture-making process for what it is. For in the end, it is not about how well you can paint but how much you have grown. In the final measure, it is not the number of accolades you gain but how well you share and celebrate the gift of the creative spirit.



There are three sections in this book. Chapter one deals with the essential techniques and information that you need to work with watercolors. Chapter two is about taking control of your composition. Chapter three comprises the biggest part of this book and covers the specifics of painting water, sky and land. Each is dealt with separately so that you can focus and experience numerous ways of portraying just that element. As often as possible, I have tried to show more than one way of doing something. That will leave you with a lot of partial pictures, but these can be added to and completed later if you wish.



Please remember that what value you get from this book does not depend on which exercises you do today but the variations of your own that you paint tomorrow. In that sense, this book is only a stepping stone, a doorway, a reference point. It is up to you to move forward.



And so, I wish you good luck and good fortune on your creative journey. May the path lead you to places of profound joy and personal fulfillment.
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1 



The
Medium,
Tools and
Techniques



Watercolor: a process of applying colored water to a piece of paper so that you can watch, spellbound, while it evaporates; a quest to experience all the subtleties and nuances of diluting paint.



Right.



You’re probably thinking that you should have taken up something a little more dynamic, like knitting, but please read on. For all the simplicity at its core, watercolor is still a most powerful medium that is more than capable of capturing every mood and vision you can imagine.



This chapter is a summary of the medium, tools and essential techniques and procedures that you will need for painting in watercolors in general and for working through the specific exercises and demos found later on.





Before We Start



THE MEDIUM



On countless occasions I’ve had non-watercolorists make the comment, “I understand that watercolors are the hardest medium to work with,” to which I reply in all seriousness, “Why of course, by all means, they are indeed extremely difficult to handle. It takes an extraordinary amount of talent, unbelievable patience and a really winning personality to handle this medium.” If they don’t catch the tongue-in-cheek of my reply, then I let them live on with their delusions. Ironically, the most important part of my reply is the part about personality, because so much of what is personality is attitude, and in watercolors, attitude is everything.



Even the medium has an attitude. Try to beat it up, push it around, force it to perform to your will, and it will turn on you. It will take the joy right out of your days and rob the hours of your nights. Only when you assume the role of student to the medium and partner in the creative process will you set the stage for endless growth and discovery in watercolor.



THE TOOLS



Just about anything that will apply, move or lift paint has been tried in watercolor. Traditionally, brushes of all shapes and sizes have been the tool of choice for watercolorists, but if one is not too mired mentally in tradition, there are other ways of delivering and manipulating paint and water—such as palette knives, toothbrushes, sponges, cloth, found objects, syringes, even sticks. In fact, after hands and fingers, sticks were the tool of choice for many years until some distant ancestor decided to add hair to theirs. Can you imagine the uproar of traditionalists vowing never to try those newfangled gimmicks called ‘brushes’? Things haven’t change much, but in watercolor you are free to push the boundaries on those days when you feel a brush is just not enough. By the way, buy the best sticks you can.



THE TECHNIQUES



“Techniques” or “procedures” simply means the alternative ways of applying, manipulating and removing paint. You might see some referred to as “tricks” from time to time, as if they were the unpredictable results of happenstance, sort of secret shortcuts for lazy painters in a hurry. Understand that they are anything but this. They are indeed the result of very creative and very knowledgeable minds determined to let the characteristics of the medium work their magic. These artists are determined to let the paint share in the creation of the work. They know that the techniques are there only to support the visual statement, but they also know that the proper technique, just as the proper brush, can free them from needless brushwork so that they can focus on their creative flight.
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Ms. Swampgas decides to modify her paint stick.





Pigment Characteristics



Knowing a paint’s characteristics puts you at a distinct advantage. For example, transparent colors maintain their luminosity because they allow light to pass through and reflect back from the paper. On the other hand, opaque colors block the light. The more opaque a color, the more it blocks light, especially if it is built up in layers.



If you want to glaze one color on top of another so that you can see the colors mixing, use transparent colors of any strength or thinned opaques. If you want to produce a really dark color that has depth, use full-strength transparent colors. To capitalize on the beauty of opaque colors, avoid multiple layers if applied full strength; otherwise, thin them out (e.g., work on wet or damp paper) to reveal their hidden beauty. Adding an opaque color to a mixture will invariably turn it to mud.



If you plan to lift paint back to white paper as part of your technique, avoid the staining colors. If you wish to lift one color of a mixture to reveal a second color below it (by scraping with a knife, blotting, etc.), then use a stainer and non-stainer mixture. If you wish to lift color and leave an after-image of the same color, use all stainers.



PIGMENT NUMBERS



The pigments used throughout the world for all sorts of color work are given letter/number codes. The letters indicate the pigment’s hue. For example, PB means “pigment blue.” The numbers are those assigned internationally for that pigment material. The codes are the easy way to remember complex pigment names.



The quality of pigments varies considerably, and although not all pigments need to be permanent (for example, when printing colored flyers for the newspaper), we do want the best durability possible for our paintings. An unreliable color will usually fade with time or moisture, but some darken or shift color. An unreliable color is unreliable no matter what extenders, binders or other pigments it is mixed with.



Interestingly enough, paints made with quality pigments cost no more than those without. As more artist have become aware of pigment reliability, the quality of paints on the market have improved.
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PIGMENT CHARACTERISTICS CHART
The reliable colors in this chart are grouped according
to their staining abilities and opacity. Pigment numbers
are shown to the right of each color for your reference.



Once you start looking at pigment numbers on your
paint tubes, you will realize that there is a lot of duplication
out there.






WHAT’S IN A NAME?



Over the past several years numerous paint manufacturers have reintroduced colors that were once very popular but had fallen into disrepute because of the unreliable pigments they contained. They knew the marketing value of an established and popular name and so reformulated their colors to keep those names while satisfying an increasingly more informed market. However, there are still many of tubes of unreliable paint being put out there under the same popular names, so we really must read those labels. The “Common Culprits” chart shows some of these reintroduced names. Double-check to make sure they contain none of the pigments I recommend you avoid.



A-SHOPPING WE WILL GO



You really don’t need the numbers of the reliable pigments when you go shopping. All you need are the ones to avoid. Unfortunately they don’t often list pigment numbers in catalogs or on websites, so it becomes hard to know what you are buying from these sources. If that’s the case, check out the chart on the next page. It lists the more reliable colors from many of the major suppliers. By the way, the pigments below represent only about 25 percent of the pigments available for paintmaking, which means that there are a lot of good ones out there.
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Pigments By Any Other Name...
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Paint Quality Chart



This chart summarizes paint quality according to ASTM (American Society for Testing and Materials) standards for a wide range of commonly used colors from various manufacturers.
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Brush Types



Your brush is your connection between you and your painting. I strongly recommend that you buy some basic, good-quality brushes and keep them just for watercolors.



BRUSH FIBERS



Brushes are constructed with natural or synthetic fibers or a blend of these two types.



Natural fibers cover quite a range, from the kolinsky red sable, the best performing and most expensive watercolor brush of all, to the inexpensive, coarse hog-hair bristle at the other end of the spectrum. Natural fibers vary greatly in their flexibility, but all are excellent at holding moisture and releasing it slowly. Because natural fibers can lose their rigidity when wet, some can be awkward to work with.



Synthetic fibers that make an excellent, inexpensive brush have more spring or “snap” to them but hold less moisture and release it more quickly than natural fibers. For the best of both worlds, try those made with a blend of natural and synthetic fibers.



BRUSH SIZES



Misconception: A big brush is just for making big marks. Wrong. A big brush can produce some surprisingly tiny marks if you use just the corner or tip. The real difference between sizes is that the big one holds more paint. Therefore, when choosing brushes, buy a couple of big ones right from the start. The majority of experienced artists paint mostly with their biggest brushes—in order to quickly lay down juicy pools of paint without constantly reloading— and save their small brushes for detail at the end.
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THE SCRUB BRUSH YOU MAKE
This type of brush is one of the most valuable for cleaning up edges and adding highlights to your painting. You will need a sharp razor knife and a no. 2 or no. 4 flat hog-hair bristle brush. Let it soak in water for about five minutes to soften the bristles. Hold the brush on the edge of a table. Place the blade straight across the bristles but tilted back. Cut the bristles off by pushing the blade forward hard with the thumb of the hand that is holding the brush. The chisel edge is so that you can scrub off a fine line with the leading edge, or turn it over and scrub out a much larger area. Always scrub with lots of water.



HOG-HAIR BRISTLE BRUSHES



A hog-hair bristle brush allows you to make marks that have natural looking edges. This is important when depicting natural things that have irregular edges, such as rocks, clouds, foam, foliage, fields, etc.



If you plan to try the demos in this book, you may as well go out right now and buy yourself a couple of hog-hair brushes. You will find them in art stores, catalogs and websites in the gesso/oil paint/acrylic/ mural/brush sections. You will not find them in the watercolor section because they are not considered a watercolor brush. They are also known as “China” bristle. They range in size from a tiny no. 2 flat acrylic brush to a 3-inch (75mm) flat wash brush. You can sometimes find them in hardware stores masquerading as housepainting brushes. They are generally inexpensive.
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OLD TOOTHBRUSH
These are great for gently lifting paint in an open area or through a stencil. It also comes in handy for spattering paint. You can make it more functional if you bend the handle upward. Gently heat the handle and bend to the desired angle. Cool under running water.
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BRUSHES COMMONLY USED IN WATERCOLOR
Here are some of the brushes you will use in watercolor. They will allow you to perform a wide range of painting functions. A sure-fire way to spot inferior brushes is to note the quality and care put into the ferrule and handle. If it looks shoddy, keep looking.





Brush Techniques



Learning to use brushes to their fullest extent is one of the best ways to unlock the potential of this medium. It’s amazing how people will pay good money for a new type of brush and then use it like all their other brushes—like a windshield wiper.



GETTING A GRIP



The worst habit that painters can get into is holding their brushes in only one way, such as like a pencil. They are missing out on what the brushes can really do, sort of like owning a sports car and only using it in the driveway. It takes a conscious effort to change your angle of attack (or grip) to vertical or underhand, but the payoff is being able to paint more freely and make marks that are more “painterly.”



WORKING VERTICALLY



By holding a brush vertically, you can easily make marks that vary in width and direction. These marks constitute “real” painting, where as little as a single stroke can create a leaf, flower petal or tree trunk. This is just the opposite of the cautious coloring-book approach, where a shape is first outlined and then filled with color—usually with an undersized brush. Break yourself of that habit as soon as you can by mastering strokes made in the vertical.
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VERTICAL ROUND BRUSH
Holding your brush vertically allows you to take full advantage of the tip of a round brush. By dropping a finger you can control the pressure on the tip, and therefore the width of the line it produces. By twisting the brush through the stroke, the mark will end with a very sharp point.



Don’t lift your brush until you have finished the stroke. Many of us have the bad habit of lifting our brush as we approach the end of a stroke, which produces a very weak, ragged finish. Practice making long strokes that vary in width and direction, such as blades of grass.
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VERTICAL FLAT BRUSH
By holding a flat brush vertically and twisting ninety degrees through the stroke, you are able to make marks that vary greatly in width. If you also increase the pressure as you make the stroke, the width will be even greater. This technique is extremely useful for painting leaves, waves and flower petals.



WORKING UNDERHAND



Many artists find it far easier to create shapes when holding the brush underhand, particularly if they are standing up. Experiment with different angles and pressure applied. Caution: Avoid pushing your brush. The texture of the paper can grab and snap the fine tips off your synthetic brushes.
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UNDERHAND ROUND BRUSH
Holding a round brush underhand allows you to make irregular drybrush-type marks with the side of the bristles. This technique can be used to texture rocks, bark, foam, clouds, etc. If the brush is dragged sideways in a line, it produces an irregular-edged shape that serves well for a rough-barked tree trunk.
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UNDERHAND FLAT BRUSH
A flat brush can produce large areas of drybrush-style marks if the brush is well loaded, held very low to the paper, and moved gently in an irregular circular pattern. Only the side of the bristles should touch the paper. If the leading edge touches, you will only produce a solid mark. If you drag the brush in one direction, you can produce a streaked lacy pattern. You may need to repeat the stroke several times in order to develop the pattern you want. Remember, keep the brush low. A hog-hair bristle brush is excellent for this.





Water



SO, WHEN DO I WET MY PAPER?



If you want your colors to blend together or your strokes to have soft edges, then wet the surface before you add paint. This is called wet-in-wet or wet-on-damp painting.
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CHOOSING THE RIGHT SPRAY BOTTLE
This may seem trivial, but it’s the difference between a technique requiring water spray working or not working. In most cases you’ll want a sprayer that lays down a coarse pattern of drops so that when the paint meets the water, it will follow irregular lacy paths. If you use a small atomizer-type sprayer, all you are putting on the paper is a fine mist that is not wet enough to move paint. If you move in closer to apply more, all you get is a small, solid wet spot.



The two types of sprayers pictured here are found in most drug or variety stores and are quite effective because of their versatility. If you squeeze the trigger slowly on these, you get a coarse spray. If you squeeze it hard, you produce a large, fine spray that will wash paint right off the paper. Experiment with the distance from the nozzle to the paper when spraying.



When you want controlled, clearly defined brushstrokes, then paint on a dry surface (wet-on-dry). Of course, as soon as you put down paint you are creating a wet area into which you can now paint wet-in-wet.



The danger with painting large, complicated areas wet-on-dry is that some parts of your paint may dry to the damp stage or more before you have completely finished them. This can cause all sorts of problems, from backruns or “blossoms” to hard edges when you do add more paint. If you cannot work a bead of paint from one area to the next to avoid this, then it might be wise to pre-wet the areas to be painted. It is not necessary to wet all the way to the edges of the shape. When you add paint, you can go beyond the wet area to create the precise edge needed.
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Always have water at the ready.




WETNESS TERMINOLOGY





ON YOUR PAPER



- Flooded: a sheet of water that even obscures the texture of the paper.



- Wet: paper is shiny with water, but texture of paper evident.



- Damp: a dulled shine, perfect for many techniques.



- Moist: shine is gone, but paper still has moisture; a dangerous time to work.





ON YOUR BRUSH



- Sopping: brush goes directly from water to paper; OK if you are pre-wetting your paper.



- Wet: brush is wiped once or twice on the edge of the water container.



- Damp: after wiping the brush on the edge of the water container, excess moisture is squeezed or pulled out. Brush can still moisten the paper.



- Moist: only enough moisture remains to hold the brush in shape. Great for lifting color.







HYDRODYNAMICS: THE LAW BEHIND IT ALL



One of the most important things for new painters to learn is that there are different degrees of wetness, and that these differences determine the effect we get when they meet. This is the basis for most of the techniques we use. Whether the technique works or not depends on your awareness and ability to control the amount of wetness involved.



There is only one law of physics to remember: When two unequal bodies of moisture meet, the greater wetness will always flow into the lesser.



It doesn’t matter where or what they are. For example, paint or water will flow off a brush onto a surface if the brush is wetter than the surface. Paint or water will flow from the surface onto the brush if the brush is drier than the surface.



You will not get much flow if the two areas are of similar wetness. Only when there is one that is much wetter than the other will there be flow.



Often the flow is from a large wetness on the paper into a less wet area beside it, put down with another brush. We call this “fading out,” or “softening an edge” (see Fading Out).



Below are examples of textural and blending effects created by just one aspect of hydrodynamics: adding water or paint to a damp/painted surface. There are many more for you to discover, as you will see later in the book.
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HYDRODYNAMICS
Hydrodynamics: the direction of flow is always from the greater wetness to the lesser wetness.
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Strokes of pale blue were laid onto damp reflections using the edge of a flat synthetic brush.
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Background color was quickly painted beside and between the wet color of the flames and allowed to mingle.
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Water was dropped with a brush tip onto the damp blue-brown paint on the rocks.





Fading Out



There are many occasions in watercolor when you want to fade out or soften the edge of a colored area. For example, you may want more eye movement throughout your picture. You can do that by softening a few of the hard edges on shapes as it’s being painted. Fading out is like added a passageway or invitation for the eye to move on. Clouds are a perfect example of shapes that have some hard and some soft edges.



We can also use this technique to make the viewers see only what we want them to see.
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FREEDOM
15" × 22" (38cm × 56cm)




FADING OUT FOR EASE OF TRAVEL
Fading out an edge is like opening a visual gateway on a shape. Your eye sees the hard edges but still moves freely about the picture.
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FADING OUT TO CONTROL WHAT THE VIEWER SEES
Fading out edges can direct the viewer’s eye to see what you want it to. The eye focuses on hard edges; therefore, if I don’t want the viewer to notice an edge, I will fade it out. For example, if I paint an irregular shape on the paper (figure A) you may not know what it is until I fade out one side or the other (figures B and C).
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THE TRICK OF PERCEPTION
This trick of perception is used continually in watercolors. In figure D are some random marks. In figure E you can see what they mean once I soften some of the edges, or, in other words, tell you where not to look. Fading out is also the method to use to model a shape with shadows.



GETTING IT RIGHT



As mentioned on HYDRODYNAMICS: THE LAW BEHIND IT ALL, if two bodies of unequal moisture meet, the wetter area will overflow into the drier area in order to balance out the system. So, if you want an area to fade out, you must use a brush that is less wet than the painted area.



There are a few other things you must also get right. One is the direction in which you move the damp brush. Follow the shape or contour of the painted area. Don’t reach into the paint and drag out color.



Also, be careful how close you get to the wet paint with the damp brush. All you are trying to do is lay down a damp strip that will attract the wetter paint, so just tickle the edge of the paint. It may take several passes with the damp brush in order to moisten the paper enough. Once the paint begins to move, make your strokes farther and farther out.



It’s best if you have your damp brush ready to go as you’re laying in the area you want to fade out. If your damp brush is working as soon as the paint is down, you’re more likely to succeed. Remember that the drier the paint gets, the less willing it is to flow and the harder it is to get a less wet brush to move it. Therefore, get to fading out quickly and, by all means, do some practicing.
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DOS AND DON’TS OF FADING OUT
Remember that your brush must be less wet than the painted area you’re trying to fade out. Follow the contour of the wet paint, just tickling the edge of the painted area.
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Don’t reach into the paint to pull it out.
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If you go too far into the paint, your damp brush will just soak it up.
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READY TO FADE OUT
Have a damp brush ready before you even put the paint down.





Graded Washes



A wash is a solid sheet of color. A wash over a previously painted surface is called a glaze. A graded wash is a wash that changes in hue, value, temperature or intensity from one section to another. A graded wash does not have to be developed along a horizontal line as shown on this page. It is possible to have one that is curved or circular (see pages Lighting in the Forest–Backlit Forest Meadow). You will use all of these techniques in this book.



THE 15-PERCENT SOLUTION



This is a method that I use because it works so quickly on a graded value wash. If you want to smooth the gradation even more, tilt your board slightly as you work. Use a large 1½-inch to 3-inch (38mm to 75mm) flat wash brush and any color.
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1. Make a Few Strokes



Load your brush with color and paint a couple of strokes across one edge of your dry paper.
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2. Reduce the Pigment by 15 Percent



Quickly dip the brush in your water container and wipe it on the container’s edge twice. This will reduce the concentration of pigment on the brush by about 15 percent. Now make a few more broad strokes across the paper starting on top of the last one put down.
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3. Finish Laying the Graded Wash



Work your way down the paper, repeating the dip-and-wipe process. To fade the color faster, make fewer strokes between dips. To fade more gradually, wipe the brush against the edge of the water container only once.





GRADATING ONE COLOR INTO ANOTHER



You can also gradate one color into another by playing both ends against the middle.
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1. Lay Down the First Color



Paint the first color on the top two-thirds of the paper using long, horizontal strokes.



[image: 9781581806601_0026_003]


2. Lay Down the Second Color



With a fresh brush, paint the second color on the bottom of the paper and work your way from the bottom up toward the first color.
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3. Blend the Colors



Continue painting the second color right over the first one until you’re about one-third of the way into it. Keeping your brush on the paper, reverse direction. Move back and forth until the colors blend.









End of sample




    To search for additional titles please go to 

    
    http://search.overdrive.com.   
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Pigments to Avoid

. Yellow | PY1,PY1:1, PY12, PY13, PY17, PY20, PY24, PY34, NY24, PY55, PY100

Orange | PO1, PO13, PO34, PO65

Red | Every red pigment number below 100 except PR8SMRS.
Plus: NR4, NR9, PR104, PR105, PR106, PR112, PR122, PR146, PR173, PR210.
Violet | PV1,PV2, PV3, PV4, PVSAL, PV23, PV23BS, PV23RS, PV37, PV39

Blue PB1, PB4, PB66

Green | PG1,PG2, PG8,PG12

Brown | NBr8, PBr8, PBr24
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Carefully Check These
Common Culprits

Yellow| Indian Yellow, Gamboge
(new, original or hue)

Red Crimson Lake, Scarlet,
Vermillion, Permanent Red

Violet | Mauve, Violet

Green | Phthalo Yellow Green,
Permanent Yellow Green,
Hooker's Green,

Sap Green
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If you have one of these colors, you also have
a tube of Quinacridone Violet/Red (PV19):

Schminke Permanent Carmine, Rose Madder,
Ruby Red
Da Vinci Permanent Rose, Carmine,
Alizarin Crimson, Red Rose Deep
Grumbacher Carmine Hue, Thalo Red, Thalo Crimson

LeFranc Bourgeois

Crimson Lake, Ruby Red,
Carmine Permanent

Lukas

Primary Red

Winsor & Newton

Permanent Rose

American Journey

Alizarin Crimson
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If you have any of these colors, you
won't need to buy Phthalo Blue (PB15):

Talens

Rembrandt Blue

Lukas

Helio Blue

LeFranc Bourgeois

Hoggar Blue and Hortensia Blue

Maimeri

Berlin Blue

Pebeo Cyanin Blue

Holbein Antique Bronze Blue
Daler-Rowney Monestial Blue

Winsor & Newton | Winsor Blue and Intense Blue
Schminke Brilliant Blue

American Journey | Joe's Blue
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