Tri-hue Watercolor Handouts and Exercises
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Beginning Tri-Hue

Tri-hue Watercolor Curriculum

1

2

Techniques
& Strategies

Color

MATERIALS
✸

SET-UP

INHERENT QUALITIES

3

Visual Phenomena

TRI-HUE
A. COLOR MATRIX
B. COLOR THEMES
C. COLOR THEORY

FILMS

INTERACTION

VOLUME COLOR

TECHNIQUES

A. WET ON WET
B. WET ON DRY
C. GLAZING
D. MASKS
E. LIFTS
F. EDGES
G. RESISTS
H. SCORING
I. BLOTTING
J. BACKRUNS
K. SCRATCHING
L. GRADATIONS
M. MISC.

APPLICATION SEQUENCE
PRE-PLAN
ADLIB
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Basic Components

A. HALATION
B. VANISHING BOUNDARIES

VEILS

LIGHT
SURFACE
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CRITIQUE
What was I trying to do?
Did I do it?
Was it worthwhile?
Exploitation.
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Art Materials & Supplies
PAPER

140# or 300# Arches Watercolor paper in rough,
cold press and hot press. (For what it's worth, I
favor the 140# rough.)

PAINT

For those who have attended Watercolor classes
and workshops, the following list of materials may
come as a surprise. Tri-hue watercolor painting
requires only three tubes of paint plus an optional
black. All three of these colors are produced by
several different companies, at different grades and
varying prices.
My recommendation would be to choose the paints
based on individual needs, provided they most
approximate the printer's inks of Cyan, Magenta and
Process Yellow. Here are the names given by each
of three companies.

Winsor Newton Grumbacher

Daniel Smith

Cadmium Lemon

Lemon Yellow

Hansa Yellow Light

Permanent Rose

Thalo Crimson

Quinacridone Rose

No Recommenda- Thalo Blue
tion.

Phthalo Blue

All the hues
in this array
were created
with only the
three primary,
or Tri-hue colors
Plus black.

BRUSHES

Here's where there can be a wide range of
possibilities. Many of the choices should be
based upon the scale and style of the work
being produced. My own brushes reflect my
particular scale and painting approach. They
are, for the most part, synthetic fiber brushes
which hold up well and cost a fraction of sable
brushes.
For large washes I prefer a 3 or 4 inch brush.
For the majority of the work I use a 1 1/2" flat.
For blending; a fan brush.
Round brushes of varying sizes for details. I
prefer a good sable brush for such duties.
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SWIVEL PAINTING BOARD

MATERIALS

2 SHTS. 1/4" X 24"X34" PLYWOOD
1 SHEET 1/4"X23.5"X33.5 PLYWOOD
LAZYSUZAN HARDWARE
(SIZE APPROX. 8" DIA.)
1 PIECE 34"X12"X12" PLYWOOD OR EQUIV.
SPRING
HEAVY CORD APPROX. 1/8" DIA. BY 7'
CARPENTER'S GLUE

ASSEMBLY
1. GLUE THREE PLYWOOD PANELS TOGETHER
WITH SMALLER PIECE SANDWICHED BETWEEN
THE LARGER PAIR, LEAVING 1/4" GROOVE ON
ALL SIDES. PRESS WITH CLAMPS OR WEIGHTS.*
2. WHEN DRY, ATTACH LAZY SUSAN TO BOTTOM
PANEL AND BASE FOOTBOARD.
3. APPLY WATERSEAL LIBERALLY TO ALL
WOOD SURFACES.
4. WRAP CHORD AROUND EDGE OF FINISHED
PAINTING BOARD SO THAT IT FITS IN GROOVE.
ATTACH 1/4" DIA. SPRING TO ONE END OF
CORD. PULL THE OTHER END OF CORD THRU
OTHER END OF SPRING AND PULL UNTI L
THERE IS ENOUGH TENSION TO HOLD THE
CORD TIGHTLY IN PLACE. REMOVE CHORD.

1/4" DIA X APPROX 2" SPRING

5. CUT OLD TOWEL OR BLANKET TO FIT AREA
OF BOARD PLUS AN ADDITIONAL 2 INCHES
TO OVERLAP ALL EDGES. REPLACE CHORD
TO HOLD TOWEL IN PLACE.

*ANOTHER OPTION

©1997 RICHARD L. NELSON

3/.4"

USE A SINGLE SHEET OF 3/4" PLYWOOD CUT TO 22"X30".
ADD A GROOVED, OUTER EDGE FRAME OF 3/4" SQUARE
PIECES OF MAHOGANY OR EQUIVALENT. GROOVE SHOULD
BE APPROX. 1/4" WIDE AND 1/4" DEEP. GLUE OR NAIL
FRAME TO OUTER EDGE OF BOARD.
GROGROOVED FRAMEOVED FR
3/4"

LENGTHS DETERMINED
BY BOARD DIMENSIONS

100% 70% 50% 30% 10%

Discovering Color
Purpose: To discover the origin of all color mixtures.
Task: Using the paper and paints provided, create the following:
1. A matrix of 25 yellow swatches which vary in color
saturation according to the percentages shown.

Paint yellow inside the gray outlines printed on the WC paper.
2. When the yellow is dry, paint 25 magenta swatches
over the yellows according to the arrangement displayed.

Paint magenta inside the magenta lines.

3. When the magenta stripes have dried, apply cyan
squares over the magenta and yellow squares in the
arrangement displayed.

Paint cyan inside the cyan lines.

What did you discover in this exercise?
List your discoveries.

100% 70% 50% 30% 10%

100% 70% 50% 30% 10%

Read this after filling out the above.
1. Which of the three primary colors is lightest in value? 2. How much yellow is there in fire engine
red? 3. Where are the darkest colors in any given arrangement of three overlapping colors?
4. Where the tones found? Why are these tones more gray than the colors surrounding them?
5. Where are the tones most neutral or gray? 6. Why is this so? 7. How would you describe the
color phenomenon that occurs when either magenta or cyan overlaps yellow and white.
8. How would you describe the differences in viewing your finished painting at close
range and from more than ten feet?
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COLOR THEMES
PROBLEM: To develop color compositions using only Tri-hue color and a limited format of
parallel stripes of varying widths and saturations. These color themes may vary from
compositions using a full range of hue, tints, tones, and color saturations, to compositions in
which one color theme dominates. For example, one theme might be predominately blue,
another earth toned, etc.
PROCEDURE:
1. Use a sheet of watercolor paper approx. 7"x15", a flat 1 1/2" brush, and a Tri-hue palette*.
2. Apply varying saturations of yellow in parallel stripes running from one side of the paper to
the other. Make the stripes parallel to the shorter side of the paper. Leave some areas white.
3. When the yellow has dried, cut a 1" strip off the bottom and save. Now apply thalo crimson,
or magenta to the yellow in much the same manner used in step #2.

4. Additional applications of any or all of the colors can be applied to adjust any single stripe,
an area of 4. After the magenta has dried, cut a 1" strip off the bottom and save. Now apply
thalo blue stripes over the other two colors to create new color combinations. Note that any
yellow applied on top of magentas or blues of more than 50% saturation, may create an
undesirable, chalky hue.
5. Now, tape the cut strips to the final composition in order to trace each color change. NOTE:
When the first application has dried, additional stripes of the same hue can be applied over the
lighter areas. Create lighter stripes by painting stronger saturations on either side of the
original color. For example, an area of 50% saturation might have two stripes of 70% glazed
over it, leaving a thin stripe of the original color.
Keep the stripes hard edged, parallel, and as straight as possible. A painting straight edge
guide is recommended. At least as important as painting this assignment is the ability to
recognize and record each new discovery. It may not be a unique find to anyone but you, but
what is important is that you found it.
* Magenta, Cyan and Yellow... TAPE ON
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Discovering Luminosity In Color: Halations and Vanishing Boundaries
Task: Using the blank side of the watercolor paper provided, paint
the following:
1. Paint random strokes of yellow, in varying saturations,
over the entire sheet , leaving small areas without color.
2. When dry or cool to the touch, paint a magenta rectangle
over the yellow. Mix enough water with the paint to produce
a transparent glaze of approximately 30% saturation.

1.

2

3

4

3. When dry or cool to the touch, apply a second transparent
magenta rectangle over the previous one, offsetting it as
shown.
4. When dry or cool to the touch, paint a third magenta
rectangle over the previous two as shown.
5. When dry, apply a cyan rectangle of approx. 30% saturation
over half the sheet.
6. Should time permit, paint additional rectangles of cyan where
you wish.
What, if anything did you discover? (Should your answer be "nothing",
packup now, ask for a refund, shoot the teacher and take up another profession.)

5
The placement of this
cyan is not shown here
in hopes of promoting
a surprise, ahhhaaa!,
or mild hurrump!

Just to be sure we haven't overlooked any important items, check out these questions.
1. Which, of the three hues is lightest in value?

2. Did the magenta glazes dull the yellow?

2. What occurred to the colors where cyan was applied? Brighter? Duller? Lighter? Darker?
3. Does the painting appear the same from ten feet away? If not what is different? (You should
guess by now that something should have changed, but what???)
4. Of the three color shapes, which one tends to disappear from a distance of ten feet? Why?

"Discovery favors the prepared mind."

Jerome Bruner

50%

These diagrams have purposely excluded the
results of painting layers, or glazes of tri-hue
colors over one another. Only the location and
percentage of color saturation are indicated.

100%

100%

Should the exercise produce no a ha! or
surprises, it could be that the participant...

Color Saturation Percentages

30%
50%

This painting exercise presents a series tasks
which allows the participant a chance to discover
the color phenomena which create luminosity.

Diagram #1

a. has already been there, done this and....
b. could benefit from a lesson on observation skills.
c. is oblivious to or disinterested in significant
color phenomena.
Procedure:
1. Paint yellow stripes according to diagram #1.
2, When dry, apply a magenta and cyan glaze
as shown in diagram #2.
3. When dry, apply additional glazes of
magenta as shown in diagram #3.
4. When dry, observe the painting study from
a distance of more than ten feet.

Diagram #2
30%

30%

5. Note, in the lines provided, any discoveries.

6. Class critique and exploitation.

Learn from Mistakes

On his way to creating the light bulb, Edison discovered
1,800 ways not to build one. One of Madame Curie's failures
was radium. Columbus was looking for India.
Roger von Oech's "Creative Whack Pack"

30%

Diagram #3
30%
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(OW

 /N A VERY WET SHEET
APPLY YOUR COLOR AT ONE
EDGE AND GRADATE OUT TO
CLEAR WHITE PAPER
 !PPLY THE SAME GRADATION
AND ALLOW IT TO DRY 2E WET THE
INNER RECTANGLE AND APPLY A
GRADATION "E SURE TO HAVE
AMPLE WETNESS AT THE BOTTOM
4HIS IS A REVERSE GRADATION

 3AME AS  EXCEPT BOTH
GRADATIONS IN THE SAME DIRECTION
 3AME AS  BUT INNER COLOR IS
NOT GRADUATED
 3TART AS YOU DID WITH  7HEN
DRY WET ONLY THE OUTSIDE BOARDERS
AND APPLY THE SAME COLOR AT FULL COLOR
SATURATION AND WITHOUT GRADATION

(ERE IS ONE EXAMPLE OF
HOW GRADATION IS USED
TO CREATE AN ILLUSION OF
DISTANCE AND SURFACE
)N THIS ILLUSTRATION THE
ELLIPSES REPRESENT STONES
UNDERWATER
!S WITH GLASS WATER
APPEARS AS A WINDOW
WHEN WE FACE IT "UT
THIS SAME GLASS OR WATER
IS MORE REFLECTIVE OR
SIMILAR TO A MIRROR AS
ITS SURFACE APPROACHES
OUR EYE LEVEL .OTE
HOW LESS CLEAR THE
ELLIPSES APPEAR AS THE
DISTANCE INCREASES

7HAT NATURAL PHENOMENON IS SUGGESTED
IN THIS GRAPHIC IMAGE 7HAT LESSON DOES
IT INCORPORATE (OW WOULD YOU RECREATE IT
IN WATERCOLORS

)N THE TRANSPARENT FORE
GROUND THERE IS LITTLE
REFLECTION OFF THE WATER
SO THE CONTRAST BETWEEN
THE ELLIPSE AND GROUND IS
GREATEST 4HE OPPOSITE IS
TRUE AT THE TOP OF THE
PICTURE AS TRANSPARENCY
GIVES WAY TO REFLECTION

%XPANSION (OW CAN ) APPLY WHAT ) HAVE LEARNED

Intermediate Tri-Hue

/R

%SOTERICA 4HE GREAT THING AND THE HARD THING
IS TO STICK TO THINGS WHEN YOU HAVE OUTLIVED THE
FIRST INTEREST AND NOT AS YET GOT THE SECOND WHICH
COMES WITH A SORT OF MASTERY *ANE %RSKINE 3TEWART

A  series  of  Tri-hue  watercolor  exercises  designed  to  build  mastery  of  the  medium.
Step  One:    Cut  a  full  sheet  of  Arches  140#  rough  paper  into  eight  pieces  of  equal  size.
Step  Two:    Soak  all  pieces  for  approx.  30  seconds  and  lay  out  on  a  towel  to  dry.
Step  Three:    While  waiting  for  these  papers  to  dry,  paint  a  linear,  graduated  wash  of  yellow  leaving
                                          half  the  sheet  white.    When  dry,  paint  a  second  gradation  which  starts  as  a  hard
                                          edge  and  fades  out  toward  the  corners.    (See  example.)
Step  Four:    On  a  similarly  wet  sheet,    paint  a  radial  gradation  of  yellow  leaving  a  white  center.
Step  Five:    Paint  a  third  sheet  with  a  light,  even  glaze  of  yellow.    As  it  dries,  spatter  clear  water  on  it  
at  different  stages  of  drying.      Vary  the  amount  of  water  spattered  in  a  given  area.    When  dry  repeat  this  
process  over  the  existing  color.      Spatters  should  vary  in  size  and  respond  to  figure/ground  relationships  
with  its  lighter  background.    Shield  areas  you  wish  to  avoid  splattering  by  holding  a  piece  of  paper  over
the  area.
Step  Six:    Apply  a  mask  over  a  portion  of  a  new,  dried  sheet  of  WC  paper  using  labels,  masking  tape  and/or  masking
materials  of  choice.    Apply  varied  saturations  of  yellow  on  this  prepared  sheet.    When  dry  or  damp,  remove  some  of  
the  masks  and  add  others,    Apply  more  yellow.    Repeat  this  process  to  achieve  a  variety  of  saturations  and  shapes.
Step  Seven:    Paint  a  light  saturation  of  yellow  on  a  fifth  sheet  of  very  wet  paper.    While  it  is  still  wet,  
score  the  paper  with  an  awl  or  similar  tool  in  rhythmic  lines.    Define  the  shapes  created  with  
gradated  yellows.
Step  Eight:      On  a  wet  sheet  of  paper,  apply  a  yellow  glaze  of  medium  saturation.    When  damp,  
create  rhythmic  lines  by  lifting  the  yellow.    While  still  damp,  create  yellow  lines  using  the  same  
lifting  brush.    Blend  these  yellow  lines  into  the  ground  using  a  fan  brush.
Step  Nine:    Paint  a  sixth  sheet  incorporating  two  or  more  of  the  previous  steps  into  a  single  painting.  
Step  Ten:    Using  either  cyan  or  magenta,  repeat  these  steps,  but  in  a  different  order.    For  example,  you  might
paint  a  magenta  using  step  one  over  the  previously  painted  step  four  yellow.    Paint  additional  layers  of  the  same  hue.
Step  Eleven:    Yep,  you  guessed  it.    Now  paint  the  third  color  over  the  previously  painted  two  varying  the  steps  as
before.
Step  Twelve:    Apply  additional  painting  to  adjust  colors  and  values.    These  may  be  combined  colors  and/or  black.
© 2ICHARD , .ELSON

CREATING COLOR LUMINOSITY

COLOR LUMINOSITY IN WATERCOLORS: A Painter's Survey

1. Assuming you could own an art collection from any of the following periods of art history, which one
period would you choose?____Gothic____Renaissance____Baroque____Romanticism____Impressionism
____Cubism ____Abstract Expressionism ____Pop Art_____Photo Realism_____Conceptual.
2. Which do you prefer, black & white television____or color television____? ( By now you're probably
on to my scheme, but go along with it anyway, o.k.? )
3. Do you consider yourself a colorist?____ What is your definition of colorist?_____________________
_____________________________________________________________________________________
4. Do you consider most watercolorists to be colorists, value painters, or both? (Circle your choice.)
5. When you paint a subject, do you try to... ( You may choose more than one answer.)
_____a. faithfully duplicate, in your painting, the color of the shapes and forms that you observe?
_____b. use the actual color of the subject as merely a point of departure?
_____c. think of each shape as a separate color area.? _____d. balance your colors. ____e. develop a
full range of values. ____f. create color harmony. ____g. create color luminosity.
6. Color luminosity results when ...

( You may choose more than one answer.)

_____a. you paint with full chroma, or high intensity colors.
_____b. you surround a set of colors with black or neutral gray.
_____c. optical mixture occurs between two or more colors.
_____d. color relationship is established, creating an interaction of color.
_____e. when DAY-GLO color is airbrushed over metallic powders.
7. Name two kinds of optical mixtures which produce color luminosity._____________&____________
8. Of these two optical mixtures, which was used most frequently by the Impressionists?______________
9. Explain how each of these optical mixtures is created.________________________________________
___________________________________________________________________________________
_____________________________________________________________________________________
10. Can this phenomena be created in watercolor?_____If so, how?_______________________________
_____________________________________________________________________________________
_____________________________________________________________________________________

Advanced Painting
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Visual Phenomena:

From Reality To Painted Illusions

These watercolor exercises are designed to promote
the understanding of some basic visual phenomena
and the painting strategies needed to recreate the
phenomena in watercolor.

LIGHT  ON  GEOMETRIC  FORMS
Light  reveals  form.    Light  and  shade  unify  a  picture.    Forms  absorb  and  reflect  light.    
What  this  exercise  lacks  in  creative  expression,
it  more  than  makes  up  for  in  recognizing  one  of
the  primary  elements  in  visual  perception.
To  create  the  illusion  of  a  white  light  playing  on
basic  geometric  forms,  requires  an  understanding
of  how  light  works  and  a  painting  strategy  with
which  to  render  the  illusion.
Since  our  mission  here  is  not  to  learn  drawing  or
composition,  a  computer  rendering  will  be  used  as
our  model  for  a  watercolor  study.    Hopefully,  the
basic  lessons  learned  here  will  translate  into  more
personal  expression  as  they're  applied  to  landscape,
figure  and  even  abstract  paintings.
Exercise:    
Utilize  the  two  handouts  to  paint  a  watercolor  by:
a.    Using  the  fully  rendered  image  as  a  source  of
visual  information  about  how  light  modifies  colors,
changing  both  hue  and  value.  This  is  only  a  guide,
so  choose  your  own  colors  for  the  objects.  
b.    Tracing  the  line  drawing  onto  your  watercolor  
paper.  You  may  draw  it  freehand,  but  our  time  might  
be  better  spent  developing  a  painting  strategy  and  
start  painting!
Some  Helpful  Tips:
1.    Identify  the  LOCAL  COLOR  of  each  form.    
This  is  the  color  we  perceive  as,  for  example,  
a  red  apple.    It  is  a  composite  color  which  
exists  only  in  our  mind,  as  we  recognize  that  
the  tints,  tones  and  shades  of  red  are  really  
the  same  red,  but  simply  under  different
conditions  of  light  and  shadow.    What  is  the  
local  color  of  the  ball  shown  in  the  guide?    
Where  do  you  see  the  local  color?    Where  do
we  see  tints  and  shades?
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'UIDE
Trace  this  line
composition  on
watercolor  paper.
2.    White  light  slightly  tints  the  local  color.
3.    White  light  creates  gray  to  black
          shades  and  shadows.
4.    Light  reflects  off  surfaces  of  varying
colors.    This  reflective  light  influences
the  color  of  the  object,  particularly
in  the  shadowed  areas.
5.    Ambient  light  affects  the  hue  of  all
objects,  but  particularly  in  the  shaded
areas.    Ambient  light  is  generally  assoc-
iated  with  the  color  which  surrounds  us
all,  that  is  the  sky.    Any  indirect  light
source  creates  an  ambient  light.    In  the
guide  above,  the  ambient  light  is  a  cool
blue/gray.    
6.  Plan  your  strategy  to  minimize  over-
lapping  edges.
"Yes"  was  blue
./
painted  over  
9%3
yellow  to  create
green.    In  "no"  green  was  painted  as  a  separate  
color.  Result?    Darkened  edge.    Why?    Two  colors
overlap  only  at  their  common  edges.

