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WATERCOLOUR 	 Taking insPiral.n and wisdom from quotations from "The Ato Zen of 
life" by The D,lallama, who wrote "live one day at a lime and make 
it a maslerpiede", this 3 Part series shares inspirational thoughts from 
A to Zlor artis 

Part 1 

The A­H0 
by Malcolm CaNef 

A 
'avoid ne;.~tiV'e;. ~OU~ 
rc:.ople;. pl~ hat>it~' 
AI times we become despondent with our painting 
and are easily discouraged. Pursuing any endeavor 
reQuires commitment. yel as'YOu become more 
coIlMen!, you migM seek comments from those 
around you. Beware, however. when seeking 
comments about your work, of negative sources and 
seek conslruclive pasitive feedback progressively 
from more informed sources, preferably not family, 
nor close friends. You do need a balance. Comments 
sought can sometimes become disparaging and can 
result in giving away lhevery tiling you are pursuin 
find a 'place' or 'places' you enjoy painting in and 
immerse yourself to fOCUS ill that lone. 

c 

'IA)n~ide;.y thin~ fYOM 

all a~e;.~' 
look before you leap. A dog doesn't just lie down; 
I~ey wander around in circles before setlJilig. 
Similarly. t~inking about what. why, where before 
you paint. can significantly improve your pa inting. 
For example, the timelof day to look and paint is 
particularly important'. as Ihe ligM (which after all 
is what we are pa;nli1g). is more exciting' in Ihe 
eally morning or late ~fternoon . 

• including an alphabetical walercolour ~Iossary of tips 

Watercolour 


B 
'/>e;./ie;.V'e;. in ~OUy~e;.rr 
I believe rightly or wrongly that we can all draw. 
alheit that some are beller Ihan others. Most things 
in lile are learnt, despite what some say as they 
encounter me in a laneway, ske tch ing around lhe 
world ... ~you 'le so lucky, you were born with that 
skill '. This. in my view, is a myth - if you are 
paSSionate about something like music 01 art, you 
can in lact learn to reach a degree of skill, achieving 
great personal satisfact ion. You don't need to please 
anyone but yourself. Sure, you may need something 
extra to become Mozart. Do not despair, helieve in 
your intrinsic lalents. and always seek to learn and 
think positively. 

o 
'don't ~V'e;. uf' 
don't ~V'e;. in 
We are sometimes too quick to throw in Ihe towel. 
We often set high goals and resent our work when 
expeclations are not met, becoming discouraged 
wh.en faced with failure. I often say in many 
worllshops. "its only a piece 01 pa per". Nothing 
ventured. nothing gained , provided we learn from 
our errors, of course. The Dalai l ama also said. 
"when you lose. don't tose t~e lesson". 

E 
'e;.V'e;....,thi~ ~OU 
1001:. tOY Ir~ 
I>c;.hind the;. 
M~/c. ~OV we;.aY" 
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Underwood Street, P~ddinEton, watercalaur on A"n~'JOO'g'm liP paper, 760 x250mm 

It's not so much about painting as 'learning 10 

see'. The definition ol \an expert is ~someone who 
doesn·t think. they know it all". Continuing each 
day to explore. assess, review, analyze and 

. . , 
question why, 1S the palh to cOllstant 
improvement. and not Itne pretense and mask 01 
over-confidence. Each :day can be a new disaster 
or anolher gem - r rej~t more Ihan 50% in Ihe 
pursuit of something worthy of a signature. The 
lest is destined to be ~urnt. 

F 
'" s.~"I/~ al\d fyie-I\d~ aye- hidde-I\ fye-~UYC-~ 

~c-i#::. the-m al\d e-~o~ the-iy Yid1~~ 
. they are fhe special people to us. though they can inadvertenlly cast unsolicited views 
our work which can discourage and disillusion us. Many a talented person has given 
the pursuit in response to Ihe infamous remark "it's good bul" ... you gollhe mouth 
. People, particularly family, mean well, yet pultheir views inlo perspective and take it 

swallow it. always seeking male knowledgeable evaluation for balance. 
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~ • I
~I/~ moy~ +hall 
~ov plallll~ +o~ 
It's fait to say also thai 'practice makes 
perfetl' and thai commitment is the Ollly 
difference between those that II)' and those 
that succeed. When someone once asked 
Edgar O~gas how to leam to draw, he just 
said "draw, draw and draw more"; a 
biography mentions he spent the early years 
of his life just copying the Masters in Ihe 
gaUeries every day. 

H 
~ha"5- 011+0 
~oVY dy~am' 
Having attempted many mediums in art in 
many forms, I have come 10 believe in 
watercolour for many reasons. Firstly, it sits 
well with my love of and keen pursuit of travel. 
II's portable. lightweight and invariably only 
needs a sketchbook on one's lap. Secondly. 
it's relatively quick and easy to capture a 
special moment. Thirdly, its never-ending, 
and phenomenally intriguing, to be enthralled 
with the passion of this medium - to literafl~ 
paint itself. This is IHlssibl~ due to its unique 
Quality; being such an unpredictable. 
experimental medium. Success can never 
be guaranteed. but give more than you 
intended by experimenting and as someone 
else said once.,. ~ bettet to have attempted 
something and failed, than never having 
atlempled il at all ", I 

1 


SA-R.Y Of" 


- It 
A--r~R.Wl-OUR. nps 

An analYSIS of your image before 
you paint will assist your 
composition, enabling you to see 
positive and negative shapes. 

An understanding of anatomy will 
assist in figurative work. It also 
helps if you have a little building 
knowledge in seeing how buildings 
work, where and how shadows are 
cast etc. 

B 
• 	Use a backing board that you can 

tilt, moving the flow of pigment and 
water in dlHerent directions. 

• 	Use back lighting to great effect. 

• 	Keep you travel gear bag small to 
reduce weight. 

• 	Ensure your washes always have a 
loaded bead. 

• 	Allow pigments to bleed together 
to connect shapes and soften 
edges. Add clear water to wet 
edge to allow bloom. 

\ 

• 
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LooM", Glass Bay 

• 	Use Bluetac i ~ lieu of expensive 
kneading rubbers to rem ove 
penci l graphit'e. 

o 	 Use the right side of your brain. 

o 	 Minimise thenumber of brushes 
you use - try one all rounder in a 
suitable size up to M.say, No 6 
round, up to A3 say, and a No 8 
Brush round. 

• 	Min imise brush strokes - less is 
preferable than more, as each 
stroke can rerlder overworking the 
pigment, losing freshness and 
leading to mud. 

o 	 Use a stiff bristle brush and 
clean water to lift out areas, to 
whiten or ligh en. 

• 	Tape up sheets to reduce 
paper buckling

I 
. 

Painting is about capturing the 
essence, mood or what is 
interesting. 

Work with cauliflowers as they 
ca nbe effective and are a unique 
characte ristic of watercolour, 
especially in landscapes. 

Use clean water for fresh 
vibrant painting. 

Use a perspective clock to 
ascertain anglesand depth. 

Cold press paper has a rough 
texture. 

• 	It's not about colour ­
it's about tone. 

• Use a computer as an aidto 
seeing options. 

• 	Copy yourown images rather than 
faking and distorting others. 

• 	Try complementary colours on a 
limited palette. 

• 	Cover sheets can help loosen 
your styl e. Adjust your final 
composit ion by pa inting larger than 
youwant to, enabling flexibility in ' 
cropping at the completion. Try raw 
pigment on paper, then add water 
with conviction. 

o 	 Identify and use a balance of 
cool colours with warm colours. 

• Occasional minor use of craynns 
can retrieve lost highlights. Use a 
brush to cut around light shapes 
with darker tone. 
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• r Don't dabble ,or overwork 

the shapes. 

• 	look for dark khapes to define, . 
other shapes, to create light. 

• 	Relative darks help achieve light. 
Ory brush strokes need to be 
definitive. 

• 	Acknowledge ~epth of field to 
en'sure things in the distance are 
softer and fuzzy. 

• 	Attempt landscapeto begin with, 
as an achievable level of difficulty 
. paint a portrait with true likeness 
next year. 

• 	Suggest indicative detail but 
I

don't overstate. 

• 	Try dip-dip by putting the brush 
into two pigments, then directly 
onto paper, and not via the 
mixing palette. I 

'"- -n--­
~ha"5- ollto 


• 

• 

• 

• 

• 

• 

Drawing is a fundam5f9,ntal 
prerequisite to painting. . I' 

. ~ 
( c 

.~ 

iW" 
~ 

~ 
J 

Drips and runs are OK sometimes. 

Dry brush can be an effective 
brush stroke. 

Fixed Easels are too restrictive 
unless they are multi·directional tilt 
types. 

It's all about edges; hard edges to 
define shapes, soft edges to lose 
shapes. 

Angled elevation of your back board 
is crucial to allow water to flow. 

Take an enlightened approach as 
it's all about seeing and painting 
the light. 

ry an erasing shield when 
ifting out. 

he eye-line is the first line 
odraw. 

........ ... ~
. 

F 
• 	Occasional use of a Fan brush is 

su itable for foreground trees. 

• 	Well drawn figures provide a useful 
scale and depth to landscapes. 

• 	Flicking can sometimes loosen tight 
shapes and too many hard edges. 

. . 	. """, . 
", 	, . t .... 

r 

• Use a temporary mount to see work 
in a frame. Framing is critical to 
complete the painting. 

• 	Freshness comes from clean water, 
fresh juicy pigment and minimal 
stroke making. 

• Allow flow of water. Allow fusion 
of colour by mixing on paper. not 
the palette. 

• 	Remember it's supposed to be fun. 

to connect shapes and soften 
edges. Add clear water to wet 
ed2e to allow blnnm 
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FO/8y'$ Point 

G 
• 	Greys are like flour and bind the 

fruit or colours together. 

• 	Agradated wash can either be 
tonal dark to light or a subtle 
changeof colour. 

I 

• 


Granulation of pigments settling 
on paper is a unique, remarkable 
watercolour phenomenon. 

Occasional minor use of white 
Gouache can retrieve lost 
highl ights. 


Premixed greens,should be 

avoided in beginner's hands. 

H 
• 	Hanging bead allows a temporary 

stop to occur in awash. 

• 	Soften so me hard edges with 
clean water. 

• 	Highlights are important tell-tales 
in a painting. 

• 	Horizon line is the second most 
important line to draw and 
invariably can also be the eye-line. 

• 	Hot Press paper.is smoothand 
allows water and pigments to flow 
more freely. 

• 	Painting anything human is the 
highest level of difficulty. 
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Tonal study/sketch 

, 

, .' ~, 

, ,. 

R~fe"ence photo 

Ihe lones. 

my art In the making 

Stage 1 and tonal placements 
The eye·line. (which is also the water line in Ih'ii":;i:,~::j;:; is the horizon and is Ihe first line 10 draw - marked red . Oon'l forgel to remind your Iramer 
that Ihe waler line needs 10 be horizontal and~; the top ollhe flame. 

lightly sketch simple shapes only. I 1 and lighten wilh 'Bluelac', Beforepainting, do a tonal study on a separate piece of paper in a 
marimum of Stones. 

I , 
• 'C' 

,- , • 

Stage 2 gradate!! wash 
The sky was laid dCIW~ as a gradaled wash, Irom rrolel to an early morning Raw Sienna light above Ihe I»idge deck. 
Elevate your board \0 enable the flow in I strokes, with C~'''i"ti'"' right across Ihe paw. changing coio ul as you go. 
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Schmincke AQuarel1e Masking Fluid in travel pack size 730 

Spray BolUe 

Kneadable Rubber or Blu Ta c 

Tissues 

French Ultramarine Blue 

Ultramarine Violet 

Stage 3 so«eni ~g and iliusions 
Ughl ly introduce colour in 'lone I' and the b~~::'~:~:~:~::IS::::~ shapes in 'tone 2' using avariety of colours mixed only on paper. Remember 10 sollen the edges 
on distant background shapes. to help create i of depth. 

Stage 4 adding a ton. 
lay another graduated wash for thewater ("'''':;'':' ,~l;';;:'~~::;:"" ';" Blue and Vio let) from thewhile of the paper and using cleanwater. begin adding stronller 
pigment (10ne 3') in the foregfOund . again wi 

What the Artist Used 
Support 
Cartridge paper in Wins lH" & Newton Sketch Book 
l arger worlt on hot press Arches JOOgsm watercolour paper 

Brushes 
Nos. 5and 12 Arches Travel brush 

Other Materials 

Pentel 'Twist Erase' Pencil 0.7 led 28 grade 

Milsubishi Uniball Pen in while for highlights 

Artists' qual ity watercolour 
Cadmium Red 

Quinacridone Gold 

Raw Sienna 

Burnt Sienna 

Brown Madder 

Cerulean Blue 

Cobalt Blue 

Tools of the trade 

47 



Stage 5 shapinglthe darks 
Now to th e lun bit. Pi iAting in waterco lour is just 11;;' " '~W;; ",g. but with a brush !. Stroke and block in thedarkslla pes using Burnt Sienna and Ultram,lIine Violet 
in 'lone 4 and 5', whi te lHeselVing the highlights in I', A strong lanai range createsearly morning light. 

Stage 6 fin ishing touches 
The finai touch is to use brighter colour (Ouinatfidone , 011 smaller elemellts. but just give Ihe hint of rust stains. Use dark, dry blush shokes fOf the 
foreground foliage and fi nish Ihe painting wilh a fine i pen to cleale SlIme sparille. 

Attempt landscElp8\ to begin with , as an achievable level of 
difficulty - paint a with true likeness next year. 
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Gumer lane, Paddington 

MALCOLM CARVER'S NEW EXHIBITION J
\ 
, ~rwo Architects, K,n WDolf~Y AM ~ M,'cDImCarm, '''''''''"' for a 
t walk through Plfis.& Paddmpon 
r Erlllbition opens Irom 2nd 10 ISth FebruII,. 2Qll lithe """ "f'~ 'aile...,. 


143 Edll cli" ROld. Wooliahra. HSW 


MY ~SI0lN AND 
WMPOSmONAL-.. TAc..nc..s 
• 	 The lanai sketch and outline drawing Is essential. 

No matter how skillful a painter, you cannot correct 
a distorted or m·concelved base drawing. It's all about 
seeing the light and reinforcing the light throughout 
the process. 

• 	 Oetennine 8 primary strong light direction and seek 
consistency and continuity throughout, particularly 
wittl shadows. Seek out reflective light also, from 
water acting as a mirror. 

• 	 Create depth with softer, cooler colours in the 
distance and more intense colour as you come 
forward to the foreground. 

• 	 A little masking fluid on boat shapes enables wash to 
lIow without the need to cut around small shapes. 

• 	 Allow the transparency of the white paper to be 
present In large sky and water washes. The water Is 
only reflecting the sky, so the colour and tone needs 
to be consistent. 

about the artist 
Malcolm Carver is an Architect and 
has O\Ier the past 30 years Iravelled 
extenSively in Europe. Australia. Asia 
and theAmericas. He·has devoted 
these experiences to creating Iravet 
sketch books. providing va luable 
inspiration lor his pai nting 
workshops and studio work in 
watercolour. He also teads contemporary architecture 
tOUIS each year to special places around the world. 

Malcolm has an enlighlened and passionate approach to sketching, 
drawing and walercoloUi painting. He believes that we can all draw to a 
degree and we can learn to set!, like other life skills. He seeks to reinforce the 
fundamental skill of seeing and Sketching before painting, by Simplifying 
detail in drawing techniques and learning to see shapes. 

Member of the Australian Instilute of Architects 
Member of Royallnslitute 01 British Architects 
Member, Australian Watll/cotour Institute 
Member, Royal Art Society 
President of Itu-rina:-a:ai Arts Society 
Patron, Gralton Artslest 

Gallery website www.aquarelle.atlery.com.au/malcolmcarver 
Webs'ta www.malcolmc3rvar.com.au 
Email mcarvar@me.com 

FUTURE WORKSHOPS 

Kiama Art Society, Klama NSW 19-22 February 201 t 

Albury Art Society, 6eechworlh VIC 18-20 March 2011 


Australian Artist Paintinl! Workshop Holillays 

Tuscany and Amalfi Coast. Ital~ 20 April - 2 May 2011 

call Travelrite on 03 9729 8122 
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WATERCOLOUR In this ",Jpart of a 3 part series, Malcolm Carver, taking inspiration and wisdom from quotations 
from "The A 0 Zen of life" by The Dalai Lama, shares his continuing watercolour glossary from I to Q, 

with tips and a demonstration 
j

Part 2 

The I to Qof Watercolour 

IJ)I Malcolm Carver 

I 

"f opporlvn'!,! d,dn't 
fatl)~ bvl/d a dooY' 
If you haven't ·found time to do the very thing 
you desire.... then there is nothillg to prevenl you 
starting again at whal'e~, age. II's never too 
late to takeano!he~ angle. change medium, 
change priorit ies. do awor1lshop. buy 3 bfXIk, 
adopt a new approach, visit a few galleries. or 
become inspired to make a commitment to 
allocate lime. 

J 
Jvdc¥.' ~OVy ~v~~ 
!"1 Whaf 'IOU ~Ve- Vp
'n Oyde-y to ~t It" 
AChinese philosopher. lao Tzuonce said," a 
journey of a thoosand mites must begin with a 
single slep".1 suggest you keep samples of 
your work to look back and see progress, as il 
can be very rewarding. Sm all steps lead 10 
success and reflectlhe lime focussed on your 
pursuit. Be encouraged to find a creative 
environment or like-minded friends to be with. 

fcu,p ~,~ '10 
affe-I'" now nar-d 

t ~e.e.M~' 
ever give up - keep trying, despite 

disparaging comments or facetious remarks. 
y next painting w;U always be an 

ifPlovemenl on yesterday. It's about an all 
,ttitude or approach to see other ways, and 
Todify your techniques, Don't paint what you 
t~ink you see, paint what you can see. Think 
aboul it. as it might save some frustration or 

[ arenl sense of fail"•. 

j/:~:J~~v::!t: ,osilive 
nlental attitude and belief in yourself is 
e~sentiallo move forward. It also braces you 
I r inevitable failures, aUowing you to attempt 

pOSi tive challenges every day. 

'.~=liO::th~~r,~::, said pOOl 
Edward Young (1683 - 1765), and tlrere is of 
cdurse no time like the present. Begin with a 
f~ small steps, keep it up and pursue your 
eddeavors with passion. Don't lei excuses be 
ri~e that cartoon .....··I'm going"to paint when I 
re\ire~ and then it's "wh en I get off this life 
sJPport syslem~ ! 

N 
~1Ie-v'e-y /Ie-, ~te-al 
oy c-he-a-P 
It's fair to say we can all be inspired from 
looking at other painter's work, providing we 
learn, analyse and interpret what we see 
through our very own eyes; as so eloquenlly 
said by John Godbey SAXE. (1816· 1.887). 
'Tis well to borrow from the good and great'; 
'Tis wise 10 learn; 'Tis God-l ike to create!' 

o 
~ope.n ~OVy al'"M~ to 
c-ha",¥, but dOIl't Ie-t 
~ or ~Ovy valv~' 
Having ali, at sometime, been caught in a rut 
with seemingly no progress, I suggest you 
stand back from your work, cast a critical eye, 
seek constructtve evaluation from learned 
friends and adjust techniques. Try anolher 
path. change your paper Of find new directions. 
Wate/colour is in itself all experimental 
medium and lends itself to find new directions, 
for example, let the·water/pigment mO\'e· 
don't fiddle wilh it. 

26 



P 
'pnlVtiU-
Ma~ ~Yf<:.G-t' 
Anolher view by Winston Churchill 
:~To improve is to change: 10 be 
perf.ect is to change often'. It goes 
without saying, yet confidence 
grows from success and failure. 
When you hit a brick wall, go 
around it and take a different 
approach or lack. as all sailors 
inherentry know, Ih'e're is 110 point 
in becoming becalmed. 

o 
'~aHn, 
~o+ ~all+i~ 
III c;.Vc;.~thlll~ 
~ou do' 
My approach has always beeR to 
start small and end big, meaning 
the sketch captures a moment 
and may lead to a larger painting. 
Not m;tny sketches make the 
studio. yet tlley aU vie for 
attention and the discipline of 
seeking oul new imagery is a 
COfIslant pursuit necessitating 
lots 01 travel, to creale new and 
fresh ideas. Quantity is re lative ­
best to do lots of &000 small work 
and theil, a meaningful Quality 
large work based on a solid 
loundalion . 

Just W1fIiam, W;/,';'" So's8l, Paddington 
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Dudley Hotel , Paddington ' ",y art In ,the making 

lWhiat the Artist Used 
Brushes 

iC"rtr;d" paper in Winsor & Newlon 
Book 

Arches' Travel brush No 5 an d ND 12 " 

Other Materials 

work on hot press Arch es 300gsm Pentel 'Twist Erase' ~~nciJ 0.7 lads 28 gra"de 

Mitsubishi Uniball Pe n in white for highlights 

lonal Study 
Sch mincke Alluarelle Masking Fluid' in Ira~t 
pack sile 730 

Spray 80ttle 

Kn eadable lubber or 81u lac 

Tissues 

Colours 
Quinacridone Magenta Cerulean Blue 

Cadmium Red Cobalt BluB 

Quiriacridorle Gold 

Raw Sienna 

French Ultramarine 
81ue 

Burnt Sienna Ultramarine Violet 

P'hoto :Re,fe"rence 
Ablack & wbile retelence pheioccllYoj the 
Lord Oudt!Y Hotel, ~addington. removes 
co!ourand accentuates the lones. 

Brown Madder 

Detail 
Tree Wash 

, 
, 

. , 
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Stage 1 Perfect lplan~ing 
Your eye line is:lhe ~orizon and the firslline" o dr

01 paper. in a 

aw is 
ske l~h . simple shapes only freely, without a IUler, and Ii 
Apply mas~ing fluid sparingly 10 areas on 
painling do a lonal study on a photOCtlJlY. or on 
maximum of 5 tcines'{see Detail J) and tonal scale 

Stage 2 Contrary darks! 
Contrary to some walercoIO,Ulisls, I have laiddown 1~:1:;,~::':j ~rS~;I"~and painted 
the scooter shape.ThlSesta bl ishes the fo reground, It (l) and 
the darllest lone (51} wash ac ross the pages creates painting 
shape and ties eveJ'ything together. 

Stage 3 Strateay and illusion 
Lightly introduce sky colour (in lone I &2), with a lew"""OI",,,,'a,I' 0' 
Cerulun and Ultramarine Slue, mixed only 01'1 the Ihen add clear water 
to disperse the pigment·with soft edges. See 
the street, 10 creale lhe illusion of depth. and a I,,"h O' ~ ""'"'" 
variety 01 tones in thetrees. 

Stage 4 Mlnglingiand touches 

Lay again a mingled wash for the building. witll a lo""hl,,"',o' ,.110.,. brown 

and leds to the paper. then adding clean water. Do nol the bricks and 

ensure a variety of cololil. 


Stage 5 Sparkles and hints 

Painting in watercolour Is just like drawing. bul with a 

and block in the shadows us ing Burnt Sienna and U'''.~a";,, 

4 & ~), yet preserving the highlights {Intone)). 

leiBlofteS light. Maintain the white of the paper at all 

details and the people in colour, to br ing it to lile. Addl '11t1l',,',lIeusing a 

line white pen to creale spar~le and rehieve the a seagull or lwu! 

Note.the mere hint and minimalist use of Ihe green! 
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0rL.-OSSAKY l­
or WA-n:.RWI.H.../UR. 

WITlt TIP'S 

• Acreative idea is the magic behind the painting. 

• 	An Image can be avista, aphotograph, in eed 
a'Qything that captures your attention that may lead to 
an interpretation. 

• 	An impression feeling or effect is what to ek to paint, nota 
phpto realistic c0P,y. 

• 	Try t,o indicate rather than overstate. 

• 	 Get inSPiratio~ from anything around you, look and see, as 
an image that can lead to an idea as a COlsequence of your 
observation. . , 

• 	 It is your interpretation that counts. 

• 	UseJvory Black as an additive to other pig ents 

but not alone and use then sparingly. 


J 
• 	The watercoJour pIgment needs to be moist rOd 

juicy, not dried out cakes. 

• 	Join, suggest or connect dots or marks to cr ate 
or suggest shapes. 

K 
• 	 Key i' the light.", (high key) or dark.... ( ow key). 

• 	What is appealing about the image, what in rigues the 
pho~ogr:apher to click? These keypoints or hI h'ighlS can 
become the magic in yoor interpretation. 

• 	The pene'il sketch and outline drawing need to be knocked 
back with akneading rubber and I've found 'bluetac' to be 
e.ffe.ctive and cheapel 

L 
• 	lifting in watercolour is the removal of 

pigment by, say, a tissue when still 
wet or after it has dried by applying 
clean water and, say, a bristle brush 
with or without a mask or template. 

• 	The 1i2ht and interpreting the way 
light fails, is critical in every image. · 
Paintings without clear knowledge 
and understanding aboullight 
invariably fail. 

• 	Alightbox-or window is useful to see the 
simple dark and light shapes without distorting 
the image in the interpretation. 

• 	The brush is often abused through over-stroking: 
so try a light touch and let Ihe water/pigment flow keeping 
the brush behind your back. 

• lightfastn~ss is the durability of a pigment to"'resist fading. 

• 	Successful paintings oflen have a limited palette 
or limited range of colours. 

• 	 lig~t and loose is agoal or approach to strive fOf, as 
opposed to excessive detail and overworking. 

• 	lO,sl edges is -another word meaning 
soft edges. 

• 	Occasionally create a desirable 
Quality of luminosity in an area 
with bright light, especially adjoining 
a dark shape. 

M 
• 	Masking fluid (frisket) or ma sking 

tape is resistant to water but use carefully 
and sparingly to retain white of paper. 

• Amark ;s arecognizable spot 

• Experiment with different additive mediums 
e.g. gum arabic for various effects. 

• Try mingling by adding another •'pigment into awet wash or let two or I 
'¥ 

more colours mingle together with 
clean water. 
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• Reflect a small travel mirror over your in' lieu of 
standing back to see your work from a I nce. 

As water reflects the sky like a mirror, use 

similar tones and colour. 


, , 
• i the colour and 
lighting effect make an 'object 
appear 3D. 

• ::~::u~:"~1':"s~eense of mood 
- is it early' , raining, 
foggy, misty. hazy, or 
sultry?Colour be confusing, 
so try a black & . photocopy 

the tonal 

• MOnoChrtlmatib a single colour 

range. 

in all 

• 	 Use a Morse Code 
technique to break up 
uniformity of li ~ es. 

• Be flexib le with -composition, paint larger 	 .... .­
V 

than the image and move iR0earound a temporary 

mount to find the 

optimum compQsition. 

• 	When colours go to mud, you are the pigments in 
a palette and/or using excessive brush on the paper. 
Mud ca n~also result by overlaying dull w",hl:' ",'er another. 

N 
• 	 Identify negative 

shapes in dark or light 
backgrounds to create 
olner positive s~a pes '.and objects. 

• 	 Neutral colours usua lly 
refer to greys, preferably· 
mixed and made from a 
little of each primary pigment 
or a primary and,a brown. 
Avoid premixed greys alone. 

Slsnmore Street. Paddinlton 

o 
• 	Try not to paint each object in a painting but learn 

to see backgrounds and other shapes to tie the work 
together. The unique Quality of watercolour is transparent 
layers and I suggest opaq ue or heavy use of pigment be 
used spa ringly. 

• 	 Observation is about looking, drawing what you see 
and getting it in proportion wi!hQut distortion. 

• 	Opaque paint is not transparent. Ensure the first layer is dry 
before using overlay washes,' in a transparent way, to allow 
under wash to glow. 

• 	To enhance the illusion of depth1use 
'out of focus ' technique with 
soft and lost edges. 

• 	Overworked results almost 
invariably from excessive 
brushstrokes or overlaying 
on a damp wash. 



p 
• To paint is to depict an image or'make a 

'pencil in O.7m"l thick 2B.leads . ~~~;::~ _. Quinacri~~tne pigments are highly 
. • Perspective represents 3D transp~rent an~·.can be vibrant. 

otijects arid volumes in space on · 

paper, to create!the illusion of 


p,, ~;:r;~~;1;::e· .A paintbox is a container h9Iding' dry . ·a:~nss~I
in tubes squeezed from atube, which c( .,. 
'a palette. 

• Apalette enables Ihe pigments to ~~ arra",ed'iln an order.· 
from warm to cool colours. 

• 	Watercolour pans,..need to be'kept moist 

• 	Purpose-made watercolour paper provides best results. 

• Adoor peephole enables the 	 ..... 
painting to b~ .viewed ~. 

from adistance. [­

\. 
• I suggest a_pro~elling 0.t clutch 

depth, and can be simp.lified through reference to the 
Perspective Clock. 

• Photos,;are an excellent reference,·yet·tell only part or the 
story. APhotoa;raph is a great·reference, but you'*still need to ~ 

... ·draw. lois of photos provlde a bank of images to help you 
... "select a distinct special image. • , . 

• 	Pigme'nt colouns the hue and m~ vary in character from ' 
transparent to opaque. 

• 	Comp.uter programs like 'Photoshop' enable images 

to' be-viewed in many options as. a useJul tool. . 
. 	. 

• Try painting: o'utdoorsor plein air to _. ­
capture.directly the immediatj;! idea. . ' ....... 

Back up wittJ photQs for ref~rences, 


e.g. shadpws. . 	 '" -
• 	~,o,sitive, sh-apes defines the 

~ 


object's outline. 


• Primary coJQurs are red , blue and 
· yellow, '!hich together yield all 


... other colours in the spectrum . 


Posterlse is a computer technique• - ' . 

that 

, 

mirrors your eyes' capability 

. to squtnrby-<:onverting an i m a~e, 

"into a'PJescribed number . 

of tonall~yers. 


• l!!avi'n¥."puddles on a flat surface 
creates soft loose shapes with 


.... tide marks. ·­

0 ~ 
.... 

• Divide your scene, then youf 
'paper, into quarter.s. to read. 

... the image using ~he eye line 
as the-l1orizontal, and whe(e 

you are along the line to 

e~tablish 'the vertical. . ... .: 


• 	 Qo not pres-u,me ... but.IO'ok. see · 


and always te~t or question the mark 

relationships. Keep checking, a~k or 

query relative proximity of elements. 

in the image: " 
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The Iconic TOlller. Paddintton 
I 

MY ~SIGlN AND 
G-OMPO'SITlONAL- TAC-ncs 
• 	 Placing the building in context was important in a 

typical ttee·Uned Paddington street Take time to see 
and draw the building, as no matter how skillful the 
painter Is, you cannot correct a distorted or 
III-conceived base drawing and tonal sketch. 

• 	 Determine a primary strong light direction and seek 
continuity out of all shadows, and portray 
consistently from one direction. 

• 	A little masking fluid on building shapes enables a 
wash to flow without the need to cut around small 
shapes. 

• 	Allow the transparency of tile white paper to be 
present In large sky'and road areas. Remember, you 
are painting the light, not a building, so look, see and 
maintain tones as they are critical. 

about the artist 
MalCOlm Carver is an Alchile<:t and 
has oyer the past 30 years travelled 
extensively inEurope. Australia. Asia 
and Ihe Americas. He has devoled 
these experiences to creating Ira"el 
sketch books, pHl'liding "aluable 
inspiralioo for his painting workshops and studio work inwalercolour. 
He also leads contemporary architecture lours each ~ar 10 special places 
around the world. . 

Malcolm has an enlightened and passionate approach to sketching, 
drawing and watercolOllr painting. He belie"es that we can all draw to a 
degree and we can learn to see, like other life skills. He seeks to reinforce the 
fundamental skill of seeing and sketching before painting, by Simplifying 
detail in drawing techniques and learning to see shapes. 

Member of the Australian Institute of Architects 
Member of Royal Institute of British Architects 
Member. Australian Watercolollr Institute 
Member. Royal Art Society 
President of Ku-rinl-Ial Arts Society 
Patron. Grallon Artsfast 

Gallery website www.aquarellegallery.com.au/malcolmcarver 
Website www.malcolmCirt.er.com.au 
Email mcarver@me.com 

FUTURE WORKSHOPS 
Austrafian Artist Painting Workshop Hondays 
Juscany and Amalfi Coast.llaly ................._. 20 April - 2May 2011 
Western Australia _ .......................... November 2011 
call Trave1rile on 03 9129 8122 

Bathurst Mitchell College .............................. July 2011 

Grallnn Artsfesl Spring NSW _........................ Sep1ember 2011 

Trave1rite. Japan China ArctnleclLire Tour ._. October 201 1 
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WATERCOLOUR 	 In this, final . art 'ofa 3part series, Malcolm Carver. takin!!: inspiration and wis"dom from quotations 
from uThe A 0Zen of life" by The Dalai ~~ma, shares his watercolour glossary from Rto Z. with tips 
an~ a demo stration 

Part 3 ~ 


The Rto Z 
'ay Malcolm Carver 

R 
- " ~ye-Me-Wl~Y ~i/e-IIU- i~ 
. fhe-"'~t all~we-Y" 

The magic of 'drawing a'nd painting is that 
you can.communicate in every language on, 
earth. All observels of I,be process seem 
intrigued as you sit in silence and just draw 
with their 'amaze ment heightened as the 
subject is ~evealed .tNapGleon said ~ a picture 
is worth athousand words", yet it also seems 
10 be priceless. as il is not inhibited by 

language b.~rriers. 

S 
.~~top pyo~tillati"ff 
Start today, 

T 
~ ta[.::.e, vollrro/ Of ~OUy 
OWl! Je-~till~' 
Through a process 01 ob~~rving other artists. 
their work, practice and commitment. you 
illh"trelltly discover your OWII 'style'., which 
needs constallt lIurturing, review and further 
developmellt ullder your absoMe creative 
control. Believe in yourself. 

I 


f Watercolour 


U"Je-~taIlJ ~OU~e-/f
II OyJe-y to 6e-tte-Y 
IIde-~talld ofhe-~' 

hrough discovery and experimenting with 

e medium you gain an inner knowledge. 

hith can assist in understanding other 


techniques and approaches. The extraordinary 
1ature of walercolour seems to have endless 
ir terpretatiolls 011 the use ol .the medium. 
Originality ;nthe medium of walercotour 
cbntinues to fascinate and innovate 
Lealive solutions. 

Sop. think, review, squint, appraise something 
t at catches your eye or imagination. Then, 
Visu81ire what you might do to accentuale. 
soften. or interpret an image. Aquick sketch 
c~n sometimes capture Ihe very thing Ihat may 
nI ver evotve from a long painting process. 
T ink before you teap into painting. 

Fire Ways & 
HanlByStreet 

W 
~wh~1I ~OU /O~e- dOIl't 
/o~e- fhe- /~~oll' 
There will always be frustration or · 
unPledictability with watercolour. which is also 
its inherent charm~ so its not so much about 
winning. but exploring and'iearning from those 
mistakes. Ialso suggest you become aware 01 
your own positive strengths and weakness, so 
that you can at least acknowledge andcorrect 
aspects 01 your w.ork. 

x 
~e-Ju-IIe-IIU- ill e-t/­
e-YlJfhi~ ~OU do' 
Setting the bar a litlle higher, rais ing the 
standard with every drawing or sketch. or 
taking every opportunity to strive for something 
with excellence, will make a difference. 
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1y 
'~ov . 0It'c:. VlliV'c:., 

1I0th'~ vall 
I'"c:.plau. ~OV~ 
No matter how youmay be 
influenced, inspired/or encouraged 
by others, consciously or ot~elWise, 
you will develop your own' unique 
styleover lime. Experiment. seek 
out information andjlea," like 
a sponge. Rewards' come from 
exploration and effort. 

Z 
•'u:.1'"0 '" Oil 

~OVI'" tal'"ro;t 
OIlId~ orW 
Apeles the Greek Painler said 
Nulla dies sine linea «Not a day 
without a line. Do somethillg every 
day! Whi tst always having a keen 
respect for olher a~iSls and 
having dabbled in ~ulliple 
mediums. my intrigue, love and 
enjoyment of Ihis thing caned 
watercolour, is nev~.ending. In 
order to be successlul wilh 
anything, one has If enjoy dOing 
it. You will forever td to feel 
accomplished, get ards! 
reminders and enco~ragemenl, 
along the way. yet a~m high and 
be prepared to acee t the highs 
Bnd lows. t hopethese Quotations 
provide you with inS~iratjon and 
the motivation to al~o become 
passio~ate about t~s medium. 

~ 
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my art in the making Ca:3t',eiiio di Meieto, Tuscany 


Tonal Sketch 

Photo Reference 
Castelloeli Mere to, Tuscany. 

Ital~ is the destinalioo for my nsxt wOlkshop. 

Ablack &white reference photocopy removes 

COklUf and accentuates the lanes. 


. . 

, ,"­

,," ~. I' • 
\. 	 -:- ?-', --; • , ' ". I 

r 

_' . .i:~ ' . ~, .' _ J....-. .. _ r 

Stage 1 Simplify the scene 

. ', . 

, , 

r. ,' . 

, , '\t " ­
~==~::,.'~. 1',:"_ :'"," ..;., 

. , .,~ ·····1 	 ,r --'. ' ~- .-" -:- ..... '.- '­
~-;:. ~ .- ' - ' --- .... 
~. . .....~ .-­
_. • 	 J,.t;;...:.... "­
l>' >; • - " 1 

-n 
...~ -~ _ . 
..""",, 
,~....... 

It is important to understand the conlpl',iity, ,'b~,"., ,,,'j si,"pli~ tile stene, then draw 
accurately. tighlly sketch Simple shapes freely i and lighten wilh ~8Iuetac'. 
BefOfe painting, do a lonal sketch on a sample piece 01 in a maximum of 5 IGnes (see Det aill) 
an,d tonal scale diagram. lay down sparingly. some 

What the Artist Used 

Paper 
cartridge paper in Winsor &Newlon 
Sketch Book 

larger work on hot press Arches 300gsm 
watercolour paper 

Brushes 
Arches Travel brush No 5and No 12 

Other Materials 
Penlel 'Twisl Erase' Pencil 0.7 
leads 2B grade 

Mitsubislli Unibal1 Pen in whiie 
-....,	.. highlights 

Schmincke AquarelieMasking fluid 
in travel pack size 730 

Spray801l1e 

Kneadable Rubber or Blu Tac 

Tissues 

Artists quality watercolour 

Cadmium Red Cerulean Blue 

Quinacrid!)lle Gold Coball Blue 

Raw Sienna french Ultramarine 

Burnt Sienna Blue 

UltramarineViolet 

, 

S~ 
Two Primary Shapes 

Stage 2 
Darks first 
Contrary 10 popular convention, I have 
idenliried and laid down the darks first 
and painted in Tone 4 and 5, cutting and 
painting negative shapes around buildings, 
Th is ensures the e:dreme tonal,range is 
achieved to enable sunlight 10 be created 
from Ihe left. My darks are spiels of 
Ultram'arine Violet. Burnt Sienna and 
somelim~s Ultramarin.e Blue. See '[)etail 2 
of Darks' on how darks may be conne<:ted 
by runs. 
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Stage 3 
Colour freshness 
Paint clean water on buildings and 
add splats of Ifesh juicy colourlul 
pigments into wet areas in Tone 1. 
and in background and foreground 
shapes in Tone 2. Donot mix co lours 
on the palette. but allow colouls to 
mit. on Ihe pap~ to altain fresh ness. 
See Detail 3. Remember to soften 
edges on distant background shapes 
wilh a bristle blUsh or tissue to hetp 
create the illusion of depth. Use 
retessive Cerulean Blue for distant 
landscape. 

Stage 4 
Overlay washes 
lay again Sllme hrrther ovellay 
washes for Ihe ma in shapes behind 
the bui lding. to suggestlaym of 
landscape. Add further detail and 
createan area of interest in the 
courtyards around the castle IUriel 
with bright colour. Be wary of the 
intensity and potency 01 green. 
I have act ively avoided green and 
used it sparingly. Occasional 
splatter of coioul ties the painting 
and connects areas. See 'Oetail 3 
of Chaper. 

Stage 5 
Suggestive detail 
Now fOl Ihe fun bit - painting in Ihe 
final touches, erlSlfl ing shadows are 
consistent. See 'Detail 4 01 Tower', 
Wofk fromthe centre wilh less detail 
and colour toward the perimeter. Use 
blightel raw coloul(Quinacridone 
Gold) on smaller elements, but just 
give the hint of stone. Fi nish Ihe 
painting with a hne wllile pen 10 
cleale some life in the darks and a 
louch of suggestive detail. but don't 
outl ine anything in a black pen. 
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same paper. 

~L.-OSSARY R­
orWA 
wlrn TIPS 
R 
• Radial lines emanate from 

the perspetlive clock. 

• Recessive tones or val,u,es 
of colour, Blue is a recessive 
colour often used for distant 
mountains. 

• You always need a reference, as drawing from 
with distortion. 

• Constantly recheck the relatio~ship between one!poiint lind another. 

• look lor reflected li ght: it's 
the light and coloUfs from an 
adjacent surface. Study the 
reflectIons and interpret the 
movement, the shapes, level 
of distortion, sOij.ness 
and colours. 

ARigger brush can be useful with Iree branc~,es ! 

Rockina: the painting back and lort~ "In ~,el,t~1 

The term rough ,elers to textured watercolour 
Cold Press. 

Asmall square of rubber cr~pe is usefui for 

also known as 

fluid. Occasionally allow runs to connect s~2""'l A rubber or eraser 

• 

• 

• 

• 

was invented sOlthat we can·correct mistakes, 

S 
• 	 Asprinkle of salt can be a useful texture. but 

jlaint ings to last. 

• 	 Check colour andlor tone on a sample sheet 

• 	 Create birds or a s'eaiull from wayward dols, 

• 	 Granulation or sedimentation is a natural 
phenomenon of certain pigments such as Burnt i 

• 	 To retrieve a hjg~light try scratchin2 a dry ~ar" *as~ shape with a 
sharp blade to reveallhe paper colour. 

• 	 See and alt will be revealed. 

• 	 Beware of the sensitivity of certain strong 'ig'.~ltS· by first lesting 
ellecls on a sampte of the same paper. 


I 


• 	 Theshadows move when painting outdoors and need to be 
photographed as a fu ture reference. to com pletetile work in 
the studio. 

• Use shampoo regularly to clean your brushes. 

• 	 Minimise the major shapes to a few only and stitch the other minor 
'shapes together. 

• It's about simplifying detail, not overworking. 
• 	 Asketch is a freehand visualization of a ·subject. 

YOllr sketchbook is like a diary and 
essential to always be wilh you. but keep 
it small, say A5. 

• 	 Smooth ref.ers to smooth walercotour 
paper. also known as Hot P.ress. 

• 	 Create apparent smoke in a landscape 
through judicious use of white gouache 
over a dalker background. 

• Smudge awet edge with your finger 10 , ,
soften a hard edge. 

• Paint manufacturers have a specification 
for each pigment. 	 .'. '':: "" -.- 1:

r' 	 11 " 
" 

'.• Splat is a flick of a loaded brush on paper, %-=i1r' ,"' '''-L, ' :'., 
.~.~'in one stroke on wet or dry paper. Splatter 


is a spot or trail of paint by loading a 

brush ' and keep tapping with your 

index finger. 


• 	 Asmall sea sponge can be useful to 
lift out and for ledure. 

• 	 Asmall spray bottle can keep 
paper damp and soften edges. 
Use only clean, cleaf spring water! 
To squint your eyes is your natural 
ability to see tones. by accentuating darlls and light by removing 
mid tones. 

• 	 Stipple texture effects can be achieved through using a stiff bristle 
brush or old toothbrush. 

• 	 An ultra-lightweight stool can be handy, preferably fixed to your art 
bag. Avoid student grade and cheap watercolour paint. 

• 	 Se suuestive with your marks rather than being too literal with 
excessive detail. 

• 	 Remove pigment stain on your palette with ceramic cooktop cleaner. 
then rinse. 

• 	 Occasionally stamp the whole brush and 
fan out the hairs. 

• 	 Don't stay too close · step back from your 
painting or use a mirror or peephole. 

• 	 Create the illusion of sunlight by 
painting shadows. 

• Test colour swatch on sample paper. 
• 	 Swipe at a wet pigment on paper with Clear water 

and drag away. 
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• Practice your drawing skills by tracing or even transfer paper or 
a lightbox 10 see major shap'es without occur 
from copying the image freehand. 

• 	Toenhance }lQlIr
1diversity 

in subject matter do more,travel 
and capture images for future 
work. Use a small traveillit 
10 paint anywhere. anytime. 

• Trailing edge is a mark or 
series of marks left after the 
brush stroke. nvei~ 

• 	Use atripod to support your easel outside. 

• Watercolour tubes are preferable 10 pans 
as they stay moir t and JUIcy. 

U 
• Where background coloured paper is try a pale 

transparent under wash (or underpainting) over 
shapes. where sometimes it assists luminosity, use of 
complemenlalY colours fOI the neKl overlay 

• 	Underwhelmlng occurs where tonal range is lacks light 

V 
• 	Value is the relative degree of light to dark in a 

• The vanishina: point is the point where receding lines appear 
in perspective to converge Le. centre of clock. 

• 	Afishing vest is\useful for keeping bibs and 

• 	Vibrance is the quality of striking bright light. 

• 	Yiewpoil!t is the poi nt where something is 

• 	Avi,inette is a painting shade~ off around 

• 	The centre of vision is Ihe, poillilooking the horizon 
line hom Iheviewpoint. Tovisualize is 10 i create a 
mental image of the scene, visible to theeye. 

W 
• 	 Clean water = fresh and vibrant painti ng. 

• 	 Watercolour paint colours vary between manula""." 
• 	 Identify and use a balance of cool wilh warm 

• 	 Awash is the technique of 
painting atransparent layer in 
a 'f stroke 10 fill a shape. 

• 	 Wel-oll-wel is a technique 
of pa inting wei pigment onto 
wet paper. 

• 	Wei sponge is use/ullo dampen an area Of mop up 
extess water or beads. 

• 	While paper is your 'best friend' and highest light value, 
which needs to be preserved. 

• 	White Gouache is an opaque medium often used 10 recover 
or retrieve a highlight. yet needs to be used sparingly, 

• 	Wild 'n Woolly is also about being light and Loose. 

• 	Why paint it? is the very first question you should ask before 
painting as il provides a purpose. 

• 	Ahigh WOW factor is thegoal for every skelch drawillg alld pailililig. 

X 
• 	The in herent special nature of watercolour medium is eXperimental 

and allowing two or mOle pigments to collide on wet or dry paper 
creates an eXplosion. 

y 
• 	AJapanese printing paper (or plastic sheetl known as 'Yupo' is 

worth an experiment to appreciate the movement and Interactionof 
the watercolour mediumwhen there is no absorption. It can be 
recycled and can help to free up rigid techniQues. 

Z 
• 	The brush needs to be weUloaded with a bead of pigment and 

water, then move in a 'Z' stroke in awa sh without leaving the shape. 
If a bead is left then reload pigmenUwater above the bead, then 
continue the wash. 

Early Light. Albury 
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• 	 Try a swivel or all 
joint to a tripod or 
desk eaSfI for 
multi·directional 
flow of washes,\ 
AlSij try a swivel 
brushstroke action with 

a loaded brush. 


T 
• 	 Use masking ta~e 10 fix papt!r to a back.ing 

board. at least to corners. 

• Try different techniques to vary your 
mark making. 

• look for teUtale~ thai will allract specilic 
interest and attention. 

• 	Vary the colour temperature by moving colour 
balance from warm to cool or vice versa. 

I
• Experiment withla varietY 'of textures but don't 

use your full repertoire on each paint ing. 

• Not essential, but try to use the rule of thirds 
to Cleate interest in composition. 

• 	Atilted surface is essential to create flow 
of washes. 

I
• 	Thumbnail sketch is a quick doodle to 

captufe a scene or idea. 

• 	 Tide marks occur 
around a wash when 
lhe board is Hat. 

• 	 fissues are essential 
to your kit for blottin g. 
but take care in use 
as texture. I 

• 	 Tone is light and dark values of acotour. 

• 	 Tonality is Ihe colour scheme or range 01 tones 
used. Keep aTonal 
Scale 01 5 tones .! 
Atonal range is DOcritical to all drawing 

and pa(nting. 
 1L10 

• 	 Translucent was~es 
allow light. but m~y 

blur objects. 


• 	 Transparent was~es 
allow light and clear 4 
objects or marks sbehind to be seen. 

Alimentsr; Cafe 



Royal Hotel 

MY lX-SI&rN ANP 
WMPosmONAL- TACncs 
• 	 The notion of light does not appear magically at the end. 

Capture the ligbt from the very first step and then preserve 
It, enbanclng it till tbe end. 

• 	 A limited colour palette Is intentional, to reduce complexity 
using primarily complementary colours of purple and yellow. 

• 	 The scene was changed to turn the driveway toward the 
viewer, leading the eye down and into the painting. 

• 	 Don't paint each building. This painting has two 
primary shapes; a strong background shape and a light 
shape Incorporating the buildings and driveway. 
See Shapes diagram. 

• 	 The composition has a centre of interest one third from the 
right and one third Irom the top. 

• 	 The tonal sketch and outline drawing Is crucial to see the 
background sflape. 

• 	 Protect the primary strong tight direction and seek 
consistency and continuity throughout, particularly with 
shadows. Seek out reflective light and soft tones and 
colours in buildings. 

about the artist 
Malcolm Carver is an Architect and 
has over Ihe past 30 ye8rs travelled 
extensively in Europe. Australia. Asia 
and the Americas. He·has devote(! 
Ihese experiences to cleating travel sketch books, providing valuabte 
inspirat iOll lor his pa intill!: workshops and stud io work in walercolour. 
He also leads contemporary architeclure tours each year to special places 
around the world. 

Malcolmhas all enlightened and passionate approach to sketching. 
drawing and waterco!ot/r painting. He believes that we can all draw to a 
degfee andwe ca n learn to see. like other liIe skills. He seeks 10 reinfolcethe 
fundamental skill of seeing and sketching before painti ng. by simp) i f~i n g 

delail in drawillR techniques and leaming to see shapes. 

Member of the Australian Institule 01 Architects 
Member of Royal institlile of British Architects 
Member. Australian Walercolour Institute 
Member. Royal Art Sociely 
President of Ku-rin&-&al Arts Sociely 
Patron. Grafton Artslesl 

Gallery website www.3quarellegallery.com.aulmalcolmcarver 
Website www.matcolmcarveuom.au 
Email mcal.Yer@me.com 

FUTURE WORKSHOPS 

Australian Artist PaintinK Workshop Holidays 
Tuscany and Amalli Coast. Italy ......... 20 April - 2 May 2011 
Weslern Australia ......... November 2011 
call Travelrite on 03 9129 8122 

Balhurst Mitctlell College ... July 2011 
Grallon Arts!est SlInni NSW .......... September 201, 
Travetrite. Japan China Arctlilecture Tour .. October 2011 
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