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		Introduction

		Watercolor can be a struggle. I can relate to these hardships, knowing firsthand how challenging watercolor can be. My introduction to watercolor, during a college survey course in the dry heat of Southern California, was disastrous. The use of cheap brushes, paper and paint—plus my inexperience—resulted in streaked washes, splotchy brushstrokes and depressing results. I was so frustrated and intimidated that I didn’t touch watercolor again for ten years.

		An exhibit of John Singer Sargent’s Venetian watercolors changed everything. I was so completely mesmerized by the beauty of his paintings that I decided I had to try watercolor again. I took a few lessons, joined a plein air painting group and read many watercolor instruction books. Painting whenever I could, I ever so slowly overcame my fear and began to truly enjoy painting in watercolor.

		Aside from Sargent, I am indebted to many exceptional artists who have inspired and encouraged me. There are too many to mention here, but I would like to single out two that have a direct influence on a couple of the concepts presented in this book. Jeanne Dobie, the author of Making Color Sing, taught me to paint greens. My use of Phthalo Green and Viridian derives from a workshop I took with her. Joseph Zbukvic, in his book Mastering Atmosphere and Mood in Watercolor, introduced me to an ingenious way to explain the pigment-to-water ratio. I have altered his analogies, but the concept belongs to him.

		The overriding theme of my artwork is the interaction between architecture and nature. I am ceaselessly fascinated by the interplay of architectural subjects in their natural milieu, be it city or countryside. In this book, I tap into my architectural background to give you tips, tricks and ideas for how to imbue your architectural watercolors with light and color.
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		Fontaine Champs-Elysées, Paris

		13" × 7" (33cm × 18cm)

		In 2005, I had the good fortune to spend three months painting in Paris. As the recipient of the Gabriel Prize from the Western European Architecture Foundation, I did a visual study of the public fountains of Paris, all in watercolor. This opportunity to paint every day crystallized my understanding of watercolor. Without any commercial constraints, I was able to experiment and refine my techniques. In this book I share much of what I learned.

		Nonstop painting allows you to gain knowledge from both triumphs and disappointments, and is the best way to master watercolor. While a failure teaches you what not to do, the pleasure of success spurs you on. Gradually, painting with this often unforgiving medium becomes pure enjoyment.

	
		What You Need to Know

		When I was learning watercolor, I had many questions. Which paper, brushes and pigments do I use? How do I do an even wash? What is wet-in-wet? How do you stretch paper? Why do my paintings look so washed out? Learning watercolor technique and determining which materials work best was daunting. Answers to some vexing problems are covered in this book.

		Yet methods and materials alone don’t make a masterful architectural painting. Understanding the power of perspective, values and color is essential. Perspective provides the basic framework. The deft arrangement of values is the road map to composition. The effect of color on the mood and feeling of a painting captivates the viewer. Your paintings will benefit from a deep understanding of this trifecta.

		Ultimately you will discover your own style of painting. After gaining a comfort level with watercolor painting, you can begin to develop your own approach. There are many demonstrations of my paintings in this book. Study them closely and follow the steps. Then, being mindful of the concepts of value and color, find the materials and techniques that work for you. Persistence and practice will eventually generate light and atmosphere in your landscape painting.
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		Bassin Soufflot, Paris

		9" × 5" (23cm × 13cm)

		The joy of watercolor is often forgotten when learning to paint. Because the medium can be so hard to control, frustration can often be overwhelming. Watercolor has a mind of its own which must be respected. Even veteran painters experience washes and strokes that go awry. Yet when the paint flows and yields harmonious and satisfying paintings, there are few things quite as pleasurable.
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		Canale, Venice

		25" × 10" (63cm × 25cm)

		Over the years I have had the opportunity to visit Venice many times. The quality of light and the striking architectural beauty provides ample subject matter for a watercolorist. It’s no wonder that John Singer Sargent often painted there. This painting demonstrates one of the main themes in this book: the use of values and color to evoke a sense of light and mood. As their values shift, the buildings recede in misty softness, while the colors of early morning light conjure a feeling of quietude. Values and color work together to both illuminate and create atmosphere in your watercolors.

		Watercolor painting is a lifelong journey. There are always new and rewarding challenges just around the corner.

	
		CHAPTER ONE

		Setting Up: Getting to Know Your Materials

		Because of my own disastrous first experience with watercolor, I feel it is important to use good quality materials. Since they can be costly, there is a temptation to scrimp and purchase inexpensive tools. This is what I did when I started, and take it from me: Good materials are worth every penny.

		In this chapter we will review types of paint, palettes, brushes and paper, and the best ways to set up your painting area, both indoors and out.
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		Paints and Palettes

		Going to the watercolor section of an art store is like going into a candy store. All of those colors look so delectable. Given the cost of good quality paint, which ones should you buy?

		Owning a large number of colors isn’t necessary. With just the three primaries—red, yellow and blue—a vast array of colors can be mixed. In fact, a limited palette often leads to harmonious color compositions.

		Professional quality paint is preferable to student grade. The main difference between the two is that student grade has more filler and less pigment per tube. A tube of professional grade will last much longer since it has more pigment in the tube.

		My palette comprises pure pigment colors, meaning I don’t use any pre-mixed colors. All the paints I use are single pigment colors. Many colors you’ll find at the store are mixtures of two or more pigments. Most manufacturers list the pigments on the tube, so you can tell if a specific color is pre-mixed.

		The chief advantage to using pure pigments is the ability to personally create vibrant color mixes. Beware of mixing too many colors. There is a rule of thumb says mixing more than three pigments can lead to flat, muddy colors. When using pre-mixed colors, each tube already has two pigments. Add one more and you are up to three. Using pure pigments allows you the freedom to develop your own mixtures and helps you maintain a fresh and lively painting.
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		Here is my palette with fifteen colors arranged as I use them.

		Note how the cool colors, the blues and greens, are separated from the warm colors, the yellows, reds and oranges. Observe also how the hues are clustered, the blues, greens, reds, oranges and yellows are side by side.

		The empty wells are for specialty or experimental colors. Some of my favorites are Phthalo Blue, New Gamboge, Cobalt Violet and Neutral Tint.
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		A= Full Strength; B= Diluted

		
				Cobalt Blue

				Cerulean Blue

				Ultramarine Blue

				Cobalt Turquoise

				Viridian

				Phthalo Green-Yellow Shade

				Cadmium Orange

				Quinacridone Gold

				Cadmium Yellow Light

				Quinacridone Burnt Scarlet

				Quinacridone Burnt Orange

				Burnt Sienna

				Quinacridone Rose

				Carmine

				Cadmium Red

		

		This color chart shows my go-to colors. I use these fifteen colors ninety percent of the time. I have thoroughly learned the qualities of these colors, so I can paint intuitively, without wasting time choosing colors. This is one of the main reasons that I encourage you to limit your palette. Through practice and experience you will gain a thorough knowledge of the idiosyncrasies of your pigments. The fewer the pigments, the easier it is to know them well.

		This chart also demonstrates how the values of pigments change with the amount of water used. For each color, the top rectangle shows the pigment at full strength, with little water added. The bottom rectangle depicts the same pigment diluted with a lot of water. When I was learning watercolor I made a chart like this and kept it on my bulletin board for years. I referred to it frequently until I fully understood my pigments at full strength, diluted, and every value in between.

		Over time you will develop your own palette of go-to colors, those that work best for you. In Chapter 2, we discuss pigments in more detail.

	
		Brushes and Paper

		BRUSHES

		You don’t have to own a lot of brushes. A couple—one large and one small—will usually suffice as long as they have a sharp point or edge.

		Watercolor brushes generally come in three categories: natural sable or squirrel hair, synthetic, and blends of natural hair and synthetic. Sables and squirrel mops hold more pigment and water than synthetic brushes. However, synthetic brushes are constantly improving and many brands now approach the quality of sable. They are also less expensive.

		Brushes are configured in different shapes: rounds, flats, riggers and so on. I have always used rounds because they suit my painting style. There is no “right” type, just the best one for your style and comfort.

		PAPER

		Watercolor paper is available in three surfaces: hot press, cold press and rough. Hot press has a plate surface while cold press and rough have more tooth, which makes it easier to create smooth washes. Paper also comes in different thicknesses: 90-lb., 140-lb. and 300-lb. are most commonly used.

		Buying large sheets is the most economical way to buy paper. A typical sheet is 22" × 30" (56cm × 76cm). You can cut a sheet into half sheets, quarter sheets, eighth sheets or any size you choose. For travel, watercolor blocks can be handy. Blocks usually contain 20–25 pre-stretched sheets of paper.

		I almost always use Arches 140-lb. cold-press paper. It can stand up to heavy washes and is very durable. Different brands have slightly different surfaces. It is worth experimenting with different papers to see what most appeals to you. Eventually you will find a paper that best suits your style.

		The choice of brushes and paper is very personal. Using the best brushes and paper you can afford will make your painting experience more enjoyable.
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		You inevitably collect a number of brushes over time.

		This painting shows some of the brushes in my collection.

		I typically use no more than two or three brushes in a painting. I use a large brush, no. 14 or higher, to do my underpainting. For the rest of the painting I typically use a no. 10 or 12 round. I may use a smaller brush for details, but if the point is good on the larger brush, I can usually get the detail I want.

		Many artists think the brush is the most important tool, and that is often true. Combined with a good quality paper and pigments, good brushes will make your painting experience much more pleasant.
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