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THIS MONTH'S COVER ARTIST

Haidee-Jo Summers

The Old Milking Parlour, oil,
193X 193%in (50X50cm).
See pages 27 to 29 and 56

- COME
from the editor

Want to comment on something you've read, or seen?
Email me at theartistletters@tapc.co.uk, or visit our website at www.painters-online.co.uk/forum

in many ways, expanding and invigorating the genre, as my visit to the National Portrait Gallery

in July to observe the filming of the final of the Sky Portrait Artist of the Year, made quite clear
to me. I'm not permitted to reveal the details or results of the day’s filming (the series is due for
transmission in early 2017), but suffice to say that the three finalists each displayed completely
different approaches and styles to capture a likeness of the celebrity sitter. One artist used his iPad
to photograph the subject and squared-up the composition on his support before building the
portrait painting with acrylics. The second artist started with a detailed drawing of the head from
direct observation before building the form of the face with tone and colour using watercolour. The
third artist attacked the support with gestural washes of monochrome paint, covering the entire
surface using large brushes, before developing the likeness from a comparatively explosive, gestural
start.

What was noticeable, however, was the emphasis by all three artists on creating their personal
interpretations of the sitter, as well as a recognisable likeness. Plus, even in the case of the artist
using his iPad for reference, they displayed a general rejection of the photo realist style of
portraiture that has been prevalent for a while. Coincidentally, when | went downstairs to view the
BP Portrait Award 2016 exhibition, | noticed that in contrast to previous years, there were far more
painterly portraits on show and far fewer photo realist paintings. | particularly noted the timeless
quality of Daisy Sims-Hilditch’s oil painting of Alessandra, inspired by John Singer Sargent and
painted entirely from life over a period of seven weeks. It was also encouraging that the BP Young
Artist Award went to Jamie Coreth for his oil Dad Sculpting Me, documenting the artist’s relationship
with his father and again painted entirely from life over four weeks in the sculptor’s studio.

Later that day, a walk round to the Royal Academy to see the David Hockney 82 Portraits and
1 Still Life (see pages 62-63) really confirmed for me the impact that contemporary portraits can
have, especially when loosely painted in exuberantly bold colours, including the predominant
blue/green backgrounds that glow against the complementary bright ochre-red gallery walls in this
stunning exhibition. Here is an artist who has experimented successfully with photography, collage,
digital media and the iPad, yet the traditional genres of British painting, including portraiture, still
lie at the core of his painting practices, which in spite of, or maybe because of the possibilities of
digital media, are also painterly and interpretive in approach.

Jake Winkle touches on the balance to be struck between creating an accurate likeness, and the
expressiveness of the actual painting process in his feature on painting portraits and figures in
watercolour on pages 24-26. But if portraiture isn't your subject of choice, there are many articles on
the other core genres of figurative painting in this issue to inspire, as well as the outstanding
paintings of the winners in this year’s The Artist Open Competition on pages 53-57.

F ollowing the revival of figurative representation in the 1980s, artists have addressed portraiture

The BP Portrait Award 2016 exhibition is on show at the National Portrait Gallery until September 4, then
the Usher Gallery, Lincoln, from September 12 to November 13, the Scottish National Portrait Gallery,
Edinburgh from late November to late March 2017, and New Walk Museum & Art Gallery, Leicester from
April 8 to June 11, 2017. David Hockney 82 Portraits and 1 Still Life is on show in the Sackler Galleries at
the Royal Academy until October 2

Best wishes

Sally Bulgin
Managing Editor

s

Let us know what you think at « theartistletters@tapc.co.uk - www.painters-online.co.uk/forum
» www.facebook.com/paintersonline « twitter.com/artpublishing
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Ken Howard OBE, RA
studied at Hornsey
School of Art and the
Royal College of Art. He
is a member of the
NEAC, ROI, RWS, RWA
and RBA. He exhibits
extensively and has
won numerous awards.

Jason Bowyer NEAC,
RP, PS

studied at Camberwell
School of Art and the
Royal Academy Schools.
He s the founder of the
NEAC Drawing School
and exhibits his work
widely.

Bernard Dunstan RA
studied at Byam Shaw
School of Art and the
Slade School. He taught at
the Camberwell and Byam
Shaw Schools of Art
among others. He exhibits
widely including in the
annual exhibitions of the
NEAG, of which heiis a
member, and RA.

David Curtis ROI,
RSMA

has won many awards
for his en plein air and
figurative paintings in
both oils and
watercolours. He has had
several books published
on his work as well as
DVD films, and exhibits
his work extensively.
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issue is on sale from September 9
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YOUR
VIEWS

2« STAR LETTER

Letters, emails and comments

Email theartistletters@tapc.co.uk or write to The Editor,

Open competitions: it’s worth trying

Having read the letters page of your summer 2016 issue, | felt | needed to give
my opinion on Jonathan Harper’s ‘Not-so-open competitions’ letter. | am not a
member of any organisations, nor am | a recognised artist but | have been

successful in entering open competitions.

I have found that many of the artists I've spoken to sway toward the opinion
that these competitions are rigged, but is this opinion formed because they don't
like rejection? | have been entering open competitions for years and | have had
my fair share of rejections but this doesn’t necessarily mean that a

member’s work has been chosen over mine, nor does it
mean that we are used simply for our entry money to
fund the exhibitions. These organisations are swamped
with a colossal number of entries. It is common
knowledge that they can't pick everyone, so why do
we get so upset when our work isn't selected? Surely
it's better to have tried and failed than not to have

tried at all?
Lesley Pilbeam, by email.

Keep colours clean

Sometimes we oversee the obvious. In the heat
of the moment my brush darts about the
palette and severely contaminates those
beautiful squeezed-out watercolours. To keep
your colours clean, both on the palette and on
the paper, put a piece of viscose sponge next
to your paint box (or in it if you have room) and
every time you wash your brush, stroke the
hairs on the sponge to remove the dirty water
before picking up a new pigment. It quickly
becomes automatic. You can also use the
sponge to control the wetness of your brush
before touching paper or just to re-shape a
point. If you want the ultimate, have two water
containers as well, one for clean and one for
dirty water.

John Owen, by email

The joy of urban sketching

In response to a strong issue on sketching
(August 2016), | have enjoyed meeting and
joining two Urban Sketchers groups -
Winchester and Southampton. Both are very
different in terms of numbers, age groups and
spread of areas to sketch in. Today in
Winchester the main group took the Keats Walk
from the cathedral to a pub. Being an
inveterate sketcher | am as happy on a street

This month’s
star letter writer will
receive a selection from
our lucky dip bag, which

could include art
materials, books and
DVDs, worth
approximately
£50

corner as a quiet alley, whereas some folks
don't like intrusions from passers-by.

It seems that Urban Sketchers is a world-wide
and very active community of artists. The
groups | joined have provided me with many
outlets, contacts and networking opportunities
that, | feel, are important to furthering my
interests and travels. As an engineering
draughtsman, drawing has been an essential
skill but now | find what | could do freehand
can be done digitally. But it's sketching —
freehand and immediate — that pulls me in.
Derek Snowdon, by email

For more information about Urban Sketchers
and to find a group in your area, see
www.urbansketchers.org - Ed.

Sketchbook memories

How very much | enjoyed the article by Glen
Scouller in the August 2016 issue. His
comments about sketchbooks are particularly
encouraging. | always keep a small sketchbook
in my bag, and they have so many happy
memories - beats photographs any day.
Sonya Scott Graham, by email

The healing power of art

Two years ago | sadly lost my husband to
cancer after having been his carer for nine
years. Just a few months later | also retired

The Artist, 63/65 High Street, Tenterden, Kent TN30 6BD

from work. My husband had attended a
watercolour painting course for a number of
years at our local Adult Education Centre and it
had been of great comfort to him during his
fight. So, when | found | was at a loose end, |
thought | would give it a go myself — after all, |
did have all his art equipment!

Well, from the first lesson | was hooked. Art
has given me confidence and comfort, it has
taught me to slow down and appreciate life
around me. | have made some good friends
and discovered a me | didn't know existed. It
really has helped me to heal and rebuild my
life. So go on, give art a go, you may not
become rich and famous but you will become
whole.

Alison Currin, by email

Colour revision

The July 2016 edition of The Artist has been a
great pleasure to read. | was very impressed by
Hazel Soan’s article, which is written in a
wonderfully clear, concise and interesting
manner. The paragraph on colour revision,
which is simply explained, led me to rush to
the studio to sample the mixes listed. | will
keep the article in the studio for it will always
be essential reference material for me and, |
suspect, many more.

Chris Sayers, by email

Essential brushwork

| felt very encouraged after reading Hazel
Soan's 'Meaningful Brushwork' article in the
summer 2016 issue. How wise, true and helpful
are her words as she explains how to do less to
achieve more. She packs her article with
essential practical guidance that could launch a
beginner into the delights of watercolour
painting in a first lesson. Her simple
explanation of how brushes work as precision
instruments to deliver transparent washes
makes exciting reading and gives us all the
hope of one day painting a beautiful fresh
watercolour.

Edward Wesson, a great master of simple
brushwork, was influenced by J. Hullah-Brown,
who wrote in his 1931 book Watercolour
Guidance'..some will find that their highest and
fullest expression will fall within the wonderful
possibilities of single process painting’

Please tell Hazel that | will not mind painting
more and using more paper if | can achieve the
lovely results she demonstrates.

Richard Mabey, by email

Subscribe at www.painters-online.co.uk or telephone 01580 763673
Become a fan on Facebook www.facebook.com/paintersonline

Follow us on Twitter @artpublishing
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Museum Masterpieces: The National Gallery, London.

In 24 fascinating lectures, noted art scholar Professor Catherine B. Scallen
offers you a memorable introduction to this remarkable institution

and its artistic treasures. Throughout the course, she provides you with
intriguing new ways to view masterpieces by artists as diverse as Leonardo,
Rembrandt, Holbein, Turner, and Van Gogh. Whether this is your first
foray into the world of painting or whether you’ve already toured The
National Gallery, this course will surprise and delight you with its keen
observations and unexpected insights into this grand institution, its
impressive holdings, and the larger story of European art history.

Offer expires 11/10/16
THEGREATCOURSES.CO.UK/6ARTK
0800 298 9796

Museum Masterpieces:
The National Gallery, London

Taught by Professor Catherine B. Scallen
CASE WESTERN RESERVE UNIVERSITY

LECTURE TITLES

The Story of the National Gallery, London
Late Medieval Painting
Early Renaissance Italian Painting
Netherlandish Portraits and Devotional Images
Florence—Centre of 15""-Century Italian Art
15"-Century Venetian Art
The High Renaissance in Central Italy
Titian and His Venetian Contemporaries
Venetian Masters—Tintoretto and Veronese
Painting for the Courts, c. 1515-1575
Northern European Masters—Bosch to Bruegel
The Innovation of Carracci and Caravaggio
The Rise of French Art—Poussin and Claude
Flemish Masters—Rubens and Van Dyck

. A Golden Age of Spanish Painting
Dutch History, Portraiture, Genre Scenes
Dutch Still Lifes, Townscapes, Landscapes
The Genius of Rembrandt
Venetian and Spanish Masters, c. 1740-1820

. The Charms of 18™-Century French Painting
British Painting Comes of Age

. British and French Masters, c. 17785-1860

. Impressionism in France

. Post-Impressionism

Museum Masterpieces:
The National Gallery, London
Course no. 7544 | 24 lectures (30 minutes/lecture)

' SAVE £30

DVD £54-99 NOW £24.99

+£2.99 Postage and Packing
Priority Code: 132631

For over 25 years, The Great Courses has brought
the world’s foremost educators to millions who want
to go deeper into the subjects that matter most. No
exams. No homework. Just a world of knowledge
available anytime, anywhere. Download or stream
to your laptop or PC, or use our free mobile apps
for iPad, iPhone, or Android. Over 550 courses
available at www.TheGreatCourses.co.uk.

The Great Courses®, 2nd Floor, Mander House, Mander Centre
Wolverhampton, WV13NH. Terms and conditions apply.
See www.TheGreatCourses.co.uk for details.
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THE ART WORLD

NEWS, VIEWS, INFORMATION AND SPECIAL EVENTS IN THE ART WORLD

compiled by Deborah Wanstall

A Phyllis Eyton Foxgloves, oil on canvas, 16X 18in (40.5X45.5cm)

A shared sense of colour and light

Browse & Darby’s exhibition Capturing Light compares the work of
Anthony Eyton RA with that of his mother, Phyllis Eyton. Phyllis,
who died aged just 29, trained for two years at Heatherley School of
Fine Art, exhibited in several group shows and one of her landscape
paintings was selected for the RA Summer Exhibition in 1929.
Anthony Eyton’s most recent work — pastel drawings, oils and

www.painters-online.co.uk

watercolours — are shown alongside a selection of Phyllis’s
landscapes. Anthony & Phyllis Eyton — Capturing Light is at
Browse & Darby, 19 Cork Street, London W1S 3LP from September
14 to October 7. Admission is free. The gallery is open weekdays
from 10am to 5.30pm and from 11am to 2pm on Saturdays.
Telephone 0207 734 7984. www.browseanddarby.co.uk
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A John Doyle Gordes - Provence, watercolour, 18%X29%in (46 X74cm)

—|_ R A\/ E |_ S | N John Doyle is exhibiting plein-air watercolours of his travels in
Russia, France, Italy and his home county of Kent at the Osborne
Studio Gallery, 2 Motcomb Strteet, London SW1X 8JU from
\/\/A—l_ E R C O LO U R September 20 to October 1. Telephone 020 7235 9667.
www.osg.uk.com

® Worcestershire Open Studios takes place from August 26 to

F O r u m 29, with over 100 artists participating. For more information see
www.worcestershireopenstudios.org

Florum is an annual exhibition and sale of watercolours, @ Somerset Open Studios has 200 venues open from

oils, drawings, mixed-media works, miniatures, etchings, September 17 to October 2. For more information see

original prints and jewellery inspired by plant life. This year http://somersetartworks.org.uk or telephone 01458 253800 for

over 50 artists have been invited to submit, some of whom a free guide.

are accomplished artists with a strong following, others are
exciting new talent. The venue for the exhibition is once
again Sevenoaks Wildlife Reserve, Bradbourne Vale Road,
Sevenoaks, Kent TN31 3DH and it takes place from
September 10 to 17, daily from 10am to 5pm. Admission is
free. www.florum.co.uk

® Devon Open Studios runs for 16 days, from September 10 to
25, with over 200 artists taking part at 142 venues. The event is
run by Devon Artist Network (DAN), which has a membership of
over 900. Printed brochures are available locally, or see
www.devonartistnetwork.co.uk for information.

® The Scottish Society of Botanical Artists is exhibiting
paintings, mostly watercolours, of plants discovered by the
botanist and plant hunter George Forrest.‘Enchanted Forrest'is
at the Park Gallery, Callendar House, Falkirk FK1 1YR from
September 10 to October 16. Open 10am to 5pm daily, except
Tuesdays. Admission is free. http://thessba.org

<« Tessa Pearson

Blue and White ® Dean Prior Life Drawing Group hold their summer

Border Study, exhibition at Birdwood Gallery, 44 High Street, Totnes, Devon
watercolour on TQ9 55Q from August 21 to 27. The gallery is open daily from
paper, 21%X17%in 10am to 4.45pm and admission is free.

(54X 44cm) www.birdwoodhouse.org.uk

® Scene Through an Artist’s Eye is an exhibition of oil
landscape paintings by Wayne Jefferson at Shaftsbury Arts
Centre, 13 Bell Street, Shaftsbury SP7 8AR from September 21 to
October 4. www.waynejefferson.co.uk

10 ~theartist september 2016 www.painters-online.co.uk



The Great North
Art Show

The Great North Art Show is an annual
exhibition of both established and up-
and-coming artists, mostly from the north
of England. This year 300 paintings,
sulptures, prints and photographs by 50
contemporary artists are featured. This
selling exhibition is at Ripon Cathedral,
Minster Road, Ripon HG4 1QS from
September 3 to 25 and is open from
10am to 4.30pm. Admission is free.

For more details see
www.greatnorthartshow.co.uk

A Henri Matisse La Lecon de Peinture or La Séance de Peinture, 1919, oil on canvas,
29X36%in (73.5X92cm)

CENTURIES OF SELF IMAGES

Our ongoing fascination with self-portraits (think selfies and social media) is explored by
the Scottish National Portrait Gallery in their current exhibition. Facing the World
features six centuries of self-portraits in a variety of media, from paintings to Instagram
posts, representing artists such as Rembrandt, Simon Vouet, Hyacinthe Rigaud, David
Wilkie, Gustave Courbet, Edvard Munch, Henri Matisse, Paul Klee, Andy Warhol, Marina
Abramovic, Ken Currie, Douglas Gordon, Tracey Emin, Sarah Lucas and Ai Weiwei. Also
featured are works unfamiliar to British audiences, including self-portraits by the Italian
Futurist Gino Severini and the German Expressionist Ernst Ludwig Kirchner.

A Clare Brownlow Chdffinch, ink, painted Facing the World: Self-Portraits Rembrandt to Ai Weiwei is at the Scottish National
with pheasant feathers, 13%X19%in Portrait Gallery, 1 Queen Street, Edinburgh EH2 1JD until October 16. Admission is £9,
(35X50cm), at the Great North Art Show concessions £7. Telephone 0131 624 6200; www.nationalgalleries.org

PAINTERSONLIN FE EDITOR'S GALLERY CHOICE

This month’s editor’s choice from our website gallery is by Annabel Burton, who comments:

‘This painting is based on a view from where | live in Cheshire and |
was struck by the beautiful blues of the Pennines in the far distance. |
was simply driving by in my car so had no time to make any sketches,
but as soon as | got home | wanted to capture it using part memory
and part imagination, which is how | often work. | started with an
underpainting of dark purple emulsion — | like how this can show
through and give a vibrancy to work; sometimes | have used dark red.
I paint quite loosely and am equally happy painting in watercolour.
For me, | like to not have full control over how a picture works out and
let the colour and brushwork express itself. In this respect | work
intuitively and quickly, being aware of tones and the pleasing
positioning of colour rather than the actual copying from nature.

The paints | use are by Winsor & Newton, from their Galeria range.

» Annabel Burton Pennines in the Distance, acrylic on canvas,
9X12in (23X30.5cm). On show in our online gallery at
www.painters-online.co.uk

To upload images of your own work and receive valuable feedback, go

to our website and click on the link to the gallery. This is a free service. WWW.p ainte rS'Online . CO . Uk

www.painters-online.co.uk ~theartist  September 2016 11



MASTERCLASS

Scaling up

Geoff Hunt reveals how a small step ladder and two easels were
an essential part of his kit as he tackled an important commission —
the largest oil painting he has undertaken

important commission for a client

based in Hong Kong. They had
originally asked for the scene to feature
the ship Empress of China, the first ship
to open up American trade with China
in 1784, but my research very quickly
revealed that, interesting as this story
was, the Empress of China had never gone
near Hong Kong, which did not become
a port of any significance until the
1840s. I was then asked to work on a

In 2015 I painted a large and

second choice that featured Sea Witch, a
clipper ship that held the record for the
fastest passage under sail from Hong
Kong to New York. However, the ship
was just a part of a much bigger scene
depicting the bustling and then brand-
new harbour of Hong Kong.

Research

At just over 32 square feet (about three
square metres), this was to be the
largest painting I had ever tackled, but I

A This is one of the four alternative pencil
sketches | offered; this one was rejected
because it didn't show enough of the
background city

» My colour sketch of the final
composition; it’s oil on canvas and about
14X21in (35.5X53.5cm)

‘I knew | would have
to depend
absolutely on this
sketch when going
up to full size’
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had done a few paintings in the five- to
six-foot range before, so | had some
idea what to expect. Everything seems
to change once you get beyond about
54in (137cm). It feels as if you are facing
a panorama instead of a small window,
a cinema screen instead of a computer
screen. Then there's the physical scale,
requiring stronger supports for the
much heavier canvas, larger brushes,
larger amounts of paint, larger gestures
in painting and, of course, much more
time; this one in the end took 17 weeks
just to paint.

The first stage consisted of pencil
sketches in which I played around with
the various elements that were asked
for, exactly as I usually do with any of
my historical reconstructions. These
elements — the background city of Hong
Kong in 1849, the ship Sea Witch, the
larger of the Chinese junks, not to
mention an early steamship and
various other ships and boats — all
required careful research, which
eventually filled a folder for each one.

Preparation

[ usually paint small colour sketches of
varying degrees of roughness before
full-size paintings, partly to show the
client, if it is a commissioned work, and
partly to solve problems for my own
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‘At just over 32 square
feet, this was to be the
largest painting | had
ever tackled’

benefit. In this case the preliminary
colour sketch was itself quite finished, a
painting with a lot of work in it, because
I knew I would have to depend
absolutely on this sketch when going
up to full size — I didn't want to start
making major changes halfway through
the full-scale painting! I deliberately
sized this sketch to be exactly one-
quarter the size of the final painting by
linear measurement so that I could
then just multiply everything by four.
This naturally meant the sketch was
one-sixteenth of the final area. Since
the sketch took me a week to paint,
that seemed to be a useful cross-check
of the time I had estimated to paint the
full-size thing, which was about 16
weeks.

The painting was so large that I had to
mount the canvas on two studio easels
side by side, which meant that I
couldn't crank them up and down, so
once it was positioned correctly, it was
me that had to go up and down — on a
hop-up step. >

www.painters-online.co.uk

a Priming the canvas

The essential extra piece of equipment is just visible in the foreground: hop-up steps

v Five weeks into painting

Everything was roughed in and some detail work had begun in the ships at the left
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Getting to work

Apart from the sheer size and the time
taken, from a purely painting point of
view things proceeded as normal. First |
put a grid on the sketch, multiplied the
grid interval by four, and then
reproduced the grid and its contents on
the canvas. Next it was time to get out
my biggest brushes for the wash-in
stage; | even experimented with using a
paint roller for the sky area, but
brushes turned out to be quicker and
more effective. The only really new trick
I used was in the background cityscape.

14 theartist September 2016

The city had all been constructed in the
previous two years, and perhaps
because of this there seemed to be a
lot of uniformity to the buildings in
architectural style, heights, and sizes.
There was huge amount of repetition.
So I first drew out accurately and to
scale a couple of typical areas of the
city on heavy watercolour paper, then
cut out these sub-scenes to make two
templates, which I could use in various
combinations to develop all this mass
of detail.

The main problem I encountered with

this painting was motivational, for
somewhere around the 13th week of
painting, seeing that the end was in
sight, I fatally eased up the pressure on
myself. It then became a struggle to
recover the drive to finish this piece, so
I decided to set a final day on which I
would open the studio to family and
friends who had said they wanted to
see the beast. This little 'private view'
was fun, and nicely rounded off my
intense engagement with the work. I
can never resist a challenge, and Hong
Kong Harbour was certainly that!

www.painters-online.co.uk



Geoff Hunt
is a past president of the Royal Society of Marine
Artists (RSMA) and a member of the Wapping
Group. His work can be seen in the RSMA annual
exhibition at the Mall Galleries, London, from
October 17 to 22, and in ‘Artists of the Wapping
Group' at Rye Art Gallery, Rye, from October 3 to
30. His first one-man show is to be held at Gallery
8, 8 Duke Street, St James’s, London SW1Y 6BN
from March 18 to 25, 2017.

Geoff Hunt marine art prints are available at
www.artmarine.co.uk and

www.marineartists.co.uk
Photo: Roger Phillips
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« Finished Painting

Hong Kong Harbour in 1849, Clipper Sea
Witch Arriving at Dawn, oil on linen canvas,
54%x85in (139.5X216cm)

The main elements are from
left to right

® The stern of a British merchant ship of
the finest type, sometimes called
‘Blackwall frigates..

® The paddle steamer: these were early
days for steam, but already there were
many paddle steamers at work all round
the world, and some of these can be seen
in early paintings of Hong Kong.
Unusually to modern eyes, these vessels
often placed their paddle wheels well aft
of amidships, and the funnel even further
aft (I even built a small model to obtain a
correct view of this peculiar arrangement).
Beyond her is a topsail schooner making
her way towards the city wharves.

® The city background: Hong Kong was a
boom town, built from nothing to this
extent in just two or three years. There are
no photographs contemporary to 1849
but two or three very good artists worked
on location at this time and have left us a
clear indication of the type of buildings, as
well as some idea of the town's size. The
most notable features are the large and
very handsome merchant 'factories' lining
the waterfront. The prominent building on
a rise immediately to the right of Sea
Witch is the official residence, Flagstaff
House, which survives.

® The American clipper Sea Witch: built in
New York in 1846, she is seen here under
the house flag of Howland and Aspinwall.
Sea Witch had a career of only ten years
and there is no known photograph of her,
although there is one contemporary
painting and a lines plan and sail plan.
She is known to have carried the rather
odd figurehead of a Chinese dragon,
black, though the New York shipbuilder's
idea of a Chinese dragon looks very much
like a large crocodile with bat's wings.

® Foochow stock junk (right of centre):
the stern was always heavily decorated,
and the iconography was very specific,
featuring a yen bird, together with
dragons, flowers, representations of the
eight immortals, and characters signifying
long life and prosperity.

® The two ships to the right are: left, the
American ship Montauk, flying the house
flag of Wetmore & Cryder. The ship at
extreme right is a British frigate, the
Maender.

® Foreground, right: sampans: the
ubiquitous sampan, little changed for
hundreds of years.
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IN CONVERSATION

A sense of place

Caroline Saunders talks to Rachel Fenner about her landscape-based
abstractions, reminiscent of those of war artist Paul Nash

ith an imaginative quasi-
abstract style of painting, akin
to the neo-romantics, Rachel

Fenner draws on the physicality of the
landscape. Her imagery is rooted in
nature, with strong references to water
and the natural and archaeological sites
of ancient Britain. Rachel admires the
followers of William Blake, namely
Samuel Palmer, Graham Sutherland and
Paul Nash, with whom she has always
felt a strong affinity because of his
ability to create a sense of place. ‘Close
observation and drawing from nature
has led me to find analogies that have
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created a form of poetic sensibility,” she
says. ‘The process of abstraction
happens by absorbing an atmosphere
or place over a long period of time and
drawing out or abstracting motifs from
memory and reference.’

Geometric forms

Rachel has a vast repertoire of
techniques and working methods. Her
versatility enables modelling with a
broad range of materials. ‘My paintings
have assimilated the language of the
geometrical forms that underpinned
much of my environmental sculpture.’

A Winter Trees and Flood, gouache on
paper, 14%X15%in (36 X39cm).

‘A square format for landscape helps with
the abstraction. | decided to keep the
tones quite muted and marry them with a
hint of pinkish warmth and reflected light.
After deciding an overall layout | started
painting the strong bark patterns and
colours of the main focal point. | always
mix colour. The colours | used were:
cerulean blue, yellow ochre, raw umber,
lemon yellow and titanium white. | kept a
lot of fluidity in painting the water and
distant hill forms by keeping the paint wet
for quite a long time!
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‘Rachel deliberately chooses square canvases otherwise she finds there
is a tendency to produce a view incorporating land, sky and horizon’

She is now primarily inspired by the
coastal landscapes of Pembrokeshire,
Dorset and Cornwall and visits places
frequently. ‘Cwm beach on St David'’s
Peninsula, Pembrokeshire, below Pen-
y-Cwm has inspired dozens of pieces.
My paintings feature a prominent
square rock and the huge cave found
on that beach. I do take photographs
but I have to be selective and filter
them. I file them away because I find
they trip me up.’

Rachel deliberately chooses square
canvases otherwise she finds there is a
tendency to produce a view
incorporating land, sky and horizon.
She never uses the Golden Section but
has spent many years exploring and
developing a personal geometry, which
has non-Euclidean origins (a
mathematical system attributed to the
Alexandrian Greek mathematician
Euclid.) ‘The style is central to
authorship and is embedded in the

www.painters-online.co.uk

ongoing development of my
compositions, so a strong sense of form
in my paintings is inevitable.” Drawing a
grid, Rachel divides the composition
into fifths. ‘The grid will stimulate big
diagonals running across the surface. A
lot of my painting is about dialogues
between different parts. Shapes
develop from the grid, sometimes
organically. Every painting is different,
great curves and diagonals may arise.’

Painting techniques

Having painted in many media, she
finds acrylics too potent and intense in
colour. Although she likes oils she finds
they generally take too long to dry.
Therefore a great many of her paintings
are produced in gouache, which is
favoured for its fluidity, vibrancy of
colour and the luminosity achieved
from the permeating white glow of the
paper. ‘Gouache requires spontaneity;
you have to get it right first time.

[ sometimes give up if it loses its
luminosity. You cannot over paint. If I
want an orange, for instance, I use a
thick wash. Although gouache is
classified as a watercolour, it's a lot

Vv Storm Shaping, gouache on paper,
15%X19%in (40X49cm).

‘Once the format of the picture is decided |
never deviate as it usually involves divisions
and sub-divisions where the geometry is
important to the structure. Any
underpainting in gouache was thin, light and
fluid. Pale ochre yellow was used under the
yellow textured harvest landscape. Some
textures were achieved as the thicker but
fluid paint was applied later with a brush
handle, sponge, kitchen towel and pencil. The
blowing hawthorn trees and the area of scrub
and water were put in later. The trees over the
yellow land area overlap the sea colour to
make a shape that connects across the
painting.
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IN CONVERSATION

A Winspit February, Wind and Sun, gouache on paper, 13X17in (33X43cm).

‘I did a big drawing that had fragmented marks and textures evoking the wind and weather
after a cold February walk. This developed into another smaller painting in which | tried to keep
the colours of dry winter grasses lit by the sudden appearance of the sun. The presence of
limestone was shown in the paths, cliff edge and ledges going into the distance. | used
darkened ochre to suggest the strip lynchets. The sea colour is ultramarine, cerulean and white,
sometimes mixed with viridian green and a touch of cadmium red. Pencil was used to
emphasise the cliffs and the geological rifts.

A Cave Mouth with Driftwood, gouache on paper, 17%X17%in (45X45cm).

‘I deliberately chose a square format to counter the tendency to produce a “picturesque view".
The overall colour palette was kept warm with cadmium reds and yellows, and to some extent
suffused the painting with warmth in the grey and pinkish areas. There was some degree of
structural layout in thirds but the painting developed organically with shapes growing around
and within other shapes, unified by a sense of place and colour choices!
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denser and is suspended in gum
arabic. I have been known to mix colour
in gum arabic to regulate the viscosity
but it remains on the palette forever
and cannot be removed. I like the paint
to be able to travel under my control.
The surface needs to be wet.

‘My work has a strong emphasis on
gesture. Keeping a balance between
precision and spontaneity encourages
particular kinds of approaches to mark
making. The textural qualities in my
paintings are usually achieved by
varying the thickness of the paint and
the way it is applied.” To make marks
Rachel uses sponge, kitchen towel,
brush handles and palette knives. She
uses a printing/overprinting technique
by using shaped formers of wood or
card. Sometimes the edge of a palette
knife is used to create a precise edge.
A touch of charcoal or graphite in the
laying-out process establishes a
measurement or boundary. It also
emphasises form or tone and
occasionally is used right through the
painting process. Rachel favours sable
and Pro Arte Prolene brushes for
gouache and oil, sizes | to 5. For oils
she also uses a round and flat hog hair
but likes a wide soft flat brush for
moving paint around on the surface.

When using oils Rachel opts for a pre-
primed canvas or plywood, primed with
gesso. She sometimes finishes an oil
painting by using re-touching varnish
on the dark tones. Medium or thick
cartridge paper, ranging from 220 to
300gsm is used for gouache, sometimes
stretched on a wooden board. Recently
she has been using watercolour paper,
which does not need stretching, but
she finds the dimples in the paper are
not conducive to creating big shapes.

Strict colour range

Rachel adheres to a palette of mainly
cadmium lemon, cadmium yellow,
yellow ochre, cadmium red, cadmium
red deep, ultramarine blue, cerulean
blue, burnt umber, raw umber, viridian
green and titanium white. ‘I never use
black because it absorbs light. I can
always get near enough to black using
my palette. | had a great teacher who
made me paint with cadmium yellow,
cadmium red, cerulean blue and
titanium white. It is true a whole
painting can develop from only three
pigments and a white. If the palette is
kept clean a considerable dark tone
and wide tonal range can be achieved.

‘It's becoming increasingly difficult to
find paints with high levels of mineral-
based pigment, but these are
particularly important to me because
the colours are denser and more
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reliable. If a thinner, longer lasting
pigment is used some of the
transparency is lost.” Rachel does not
stick to a particular brand. ‘1 use Daler-
Rowney and Winsor & Newton.
However, I am not beyond using cheap
paint, especially if there’s a colour I
cannot otherwise obtain — gouache is
very expensive.’ Although she has been
painting a long time and sold a great
many, Rachel has never gone back to
customers to ask how the work is
standing the test of time. With the
knowledge that blues and greens do
fade in sunlight she always advises not
to hang such works near windows.
Timescale is not important,
sometimes Rachel leaves pieces for
years, returning to them when she
realises exactly what is needed. She
often thinks of paintings as a series,
which can be based on stylistic
consistency or an exploration of specific
types of subject. Rachel says ‘Art
practice is part of an ongoing process of
engaging with the world, without which I
think I'd go a bit crazy!’

www.painters-online.co.uk

A Storm and Coastal Path, gouache on paper, 11X17%in (28 X45cm).

‘This was a very spontaneous painting, with elements that recur in my work. The shapes grew

largely from internalised geography or sense of place and dictated one another. The curves and

interlocked curves of the design are sympathetic to the stormy mood. The sun has come out

suddenly and dramatically as the yellows and ochres suffusing the landscape suggest. Quite a
lot of ultramarine and cadmium red was used in mixing, and some viridian green and titanium
white. Textured areas were achieved with a No. 2 watercolour brush and the end of a fine brush

handle. Quite a lot of cerulean blue was also used in the colour mix.

Rachel Fenner

trained in sculpture and painting at Wimbledon
School of Art before spending four years as a
post-graduate student in the Sculpture School
of the Royal College of Art. She taught sculpture
at Wimbledon School of Art, West Surrey
College of Art in Farnham and Winchester
School of Art. Rachel has regularly exhibited her
paintings in London since 1992 and her work is
exhibited at Harbour Lights Gallery, St Davids,
Pembrokeshire, www.art2by.com; Minster
Gallery, Winchester, www.minstergallery.com
and Waterside Fine Art, Stratford upon Avon,
www.watersidefineart.com.
www.rachelfenner.co.uk.
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Recording the moment

Reportage illustrator George Butler talks about his experience of drawing on
location and the materials he selects for these assignments

without spending a lot of money. In

fact you can make a drawing with
almost anything, and most cultures
have. Your choice of drawing materials
is as personal as it is practical.

It is possible to make drawings

Pen and ink choices

I have a dip-pen nib from a box I was
given when I worked for a traditional
bookbinder in Clerkenwell, London —
it's a Baltic Pen, made in Birmingham
by C Brandauer & Co. However, usually
[ pick a Gillott 303 (available in some
art shops, some of the time!) which you
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must hold over a naked flame to get
the lacquer off before you use it. If you
can find the brass version of these they
work much better. I use Indian ink, a
pot of water and maybe some blotting
paper, which Paul Hogarth swore by, so
it must work. I also have a small tin of
watercolours. One other go-to tool is a
coffee stirrer, cut into a point, which my
life-drawing teacher made me use for
being too uptight!

But the question is not which ink, or
what paper, but how do your tools allow
you to approach drawing? This should
be different for everyone. For me it is

in pen and ink, on location and often in
unusual circumstances such as oil rigs,
courtrooms and, occasionally, war zones.

Pen and sketchbook

Many people assume drawing in pen
and ink is harder than pencil, in fact
this isn’t true. Ink is brilliant to draw
with because you have to accept you
will be wrong. You have to be brave,
but you will always have the permanent
mistake to compare your corrections to.
If fluidity, economy of line and all the
other things John Ruskin wrote about
are important, then ink is the way to

A Fire, pen and ink on A2 paper.

Afghan refugees crowd around a fire on the
Serbia/Croatia border. Old clothes, plastic, anything
that burns is put on the fire. The next train will leave
later that night

<« Chemicals, pen, ink and watercolour on A2 paper.
The workforce of the oil rig Gyda, in the North Sea,
begin preparations for pumping chemicals into the

well
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‘The desire to produce a pretty picture
will always win over in the end and that
is equally important, but not as a start’

accomplish this. It offers thickness of
line, tone, variation and expression. In
addition to that ink demands a
concentration and an observation that
pencil does not — you can't rub it out.

In the same vein I find the pressure of
drawing in new sketchbooks too much.
No one has ever done their best
drawing on the first page of an empty
sketchbook. Either I want every page to
be perfect or I scribble along thinking
‘it's only a sketchbook, I can start again
in a minute’. It feels like a race to finish
it. So I use single sheets, which again
encourage concentration. The paper
size is also important, it's assumed that
it's easier, or safer, to draw smaller — it's
not. Mistakes are less relevant on a
bigger page.

The drawings I enjoy the most are
often done on the worst paper: 120gsm
dirty cartridge paper, ripped into shape
and stuffed under one arm. I'd like to
think that when I'm drawing well I could
throw the best drawing away or rip it in
half and do it again. It's a fun game —
trying to treat the page with as little
respect as possible to force fluency and
ability to the front. As much as I like
feeling Fabriano or folding 300gsm
Bockingford, I'm intimidated to draw on
it; £3.90 a sheet is an expensive
mistake. Of course this theory is easier
said than done. The desire to produce
a pretty picture will always win over in
the end and that is equally important,
but not as a start.

It is with this selection of tools that I
packed my bag for a commission in
some of the refugee camps across
Europe. Of course, no sooner had |

www.painters-online.co.uk

»  Prisoners in Azaz,
pen, ink and watercolour
on A2 paper.

These prisoners were
held by the Free Syrian
Army. The drawing was
made in August 2012

<« Courtroom, Munich, Germany, pen, ink and
watercolour on A2 paper.

Beate Zschape, the right-wing neo-Nazi was on trial. She is
alleged to have taken part in the killing of eight Turkish
people and one of Greek origin, something that neither
she nor her accomplices deny or confirm. The drawings
were first published in January 2015
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A Hamza, pen and ink on A2 paper.
Hamza is a Moroccan refugee, his arm was
broken whilst fighting with the police at the
Idomeni, Greek/FYROM border

started packing I found myself
including every tool I had ever made a
drawing with — who practises what they
preach, anyway?

Opportunities

My only role as a reportage illustrator is
to produce an accurate image that
depicts a scene and tells a story. It
must be good looking and it must offer
insight; technically that is possible by
drawing from photographs and drawing
from first-hand testimonies. However,
the process of drawing is often over
looked in the search for a good image

Hamza (above) was a perfect example
of this. Aged 17 he had left Morocco to
come to Europe and was sitting in a
tent on the Greek/FYROM border at
Idomeni, waiting for an opportunity to
move forward. The frustration, boredom
and misdirected pride meant that to
pass the time he went to the border to
fight the immigration police. In doing so
he had broken his arm and was waiting,
as an unaccompanied minor, for
someone to help. I drew him while we
talked, zipped up in his tent, and we
both began to relax. The subsequent
drawing, in ink, was one of the better
ones — it even showed a likeness,
something that comes when you are
least expecting it.

I was faced with a similar situation in
Syria in 2012. In Azaz, a small town held
by the moderate opposition (at the
time called the Free Syrian Army), I was

22 theartist September 2016

Food Distribution,
pen, ink and
watercolour on A2
paper.

A queue forms at a
food distribution
tent at the Idomeni
border of Greece
and FYROM,
December 2015

driven round on the back of a
motorbike, being shown every shell
hole in every building. The driver,
frustrated that I didn’t find these
interesting, pulled into the police
station, which was also the town prison,
to see his friends. Here I sat to draw.
This access would probably would not
have been afforded to me had I not
been drawing.

During these moments [ drew a man
at the front who laid very still, never
taking his eyes off me. I remember
being intimidated and relieved there
were bars between us. Fifteen minutes
later he sat up and gestured to see if |
had finished, and was he allowed to
move? He went and sat at the back,
where I then drew him into the picture
again to remind myself to dismiss any
preconceptions of Syria at that time.
This drawing (page 21) was later
printed in The Times with others as a
record of the war. Again the language of
drawing had opened doors, albeit to a
place that had its doors firmly locked.

Spending time in one place,
becoming familiar, drawing so that the
people could see the results and
listening to the stories, is what made
these drawings possible, drawings that
documented the beginnings of a trust
between them and me. A trust that
ignored the language barrier; in fact I
might go as far as to say the language
barrier is useful when drawing, it makes
your observations more acute.

George Butler

studied at Kingston University. He is an
artist and illustrator, specialising in travel
and current affairs. His drawings have
been reproduced by The Times, the
Guardian, Evening Standard, Der Spiegel,
ARD television Germany, NPR (USA) and
reported on the BBC World News, BBC
World Service, CNN twice, Al Arabiya and
Monocle Radio. George has had solo
exhibitions in London, Norway and
Myanmar. He won the Editorial and
Overall award for illustration at the V&A
Illustration Awards and an International
Media Award in 2013. He has been
selected for the Sunday Times
Watercolour Competition in 2012 and
2014, the Royal Institute of Painters in
Water Colours exhibitions in 2008, 2009,
2011, 2013, winning the June Stokes
Roberts Bursary and the Winsor &
Newton Young Artist’s Award. His book, A
Year of Drawing, published by lllustration
Cupboard, price £49.95
(www.illustrationcupboard.com;
telephone 020 7976 1727) catalogues his
time in Syria, Turkey, India and Myanmar.
www.george-butler.com.
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aits and figures
watercolour

People make wonderful subjects for watercolour and you can use all the
colours on your palette to describe subtle skin tones, as Jake Winkle explains

paint the shadows to reveal the light,

so controlling the light is very
important. Flat-lit portraits are
achievable but it's difficult to create
any drama. I use the wet-in-wet
technique, wetting the entire surface
with clear water before painting with
pale watery mixtures of colour,
systematically increasing the ratio of
pigment to water until, at the end of
the painting, the consistency of the
mixture is more like consommé than
thick porridge. Blue, green and violet in
the shadows combined with crimson,
orange and yellow in the lights, is a real
opportunity for the artist to use all the
colours in their palette. But beware,
watercolour doesn't like being over-
worked or fussed with, so a balance has
to be struck between accuracy (or
likeness) and speed of application.

This all-in-one approach requires

speed and confidence because the
work has to be completed in one hit. To
do this the paper surface must stay wet
for 20 minutes or so while the tonal
masses and contours are modelled.
With a little practice this technique

Ipaint light, which actually means I

becomes easier. Likeness is achieved
in a painting that has an overall slightly
soft, but unified, appearance.

Monochrome portraits

However, I prefer to seek out subjects
with strong light from the side and
slightly behind, to create wonderful
tonal contrasts. Intense light tends to
bleach out colour so the highlights are
often the white of the paper with all
strong colour and tone occurring in the
shadow areas.

I asked my students to paint a picture
of my father from a photograph (below).
I gave them an hour, saying | wanted to
be able to recognise my father in the
finished piece. The purpose was to
ascertain which elements of the portrait
the students considered most
important and, in many cases, these
were the eyes, nose and mouth, but
instead of being considered as part of a
whole they were painted
independently of each other. This
approach meant that features were
often rendered inaccurately, with the
students being primarily concerned
with details like creases under the eyes

Brian, watercolour on Arches Rough, 140lb
(300gsm), 13%X9%in (35X25cm).

Instead of looking for detail, likeness was
achieved by rendering the main shadow
masses
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and on the lips at the expense of
general tonal masses. In many of the
resulting paintings the likeness to my
father was not very discernable. I then
asked the class to have another go, this
time looking through half-closed eyes
to lightly sketch the shape of the main
shadow areas under the hat, around the
eye and mouth and the right side of the
face. It is a different way of seeing.
They carefully drew the light and shade
as a contour sketch, which they then
painted as a monochrome. The results
were remarkable and every painting
was simple and lifelike (below left).

Portraits in colour

Painting flesh tones does not mean
using darker and lighter versions of the
same pinky orange - it is about seeing
warm and cool and identifying colours
to describe them. Often shadow areas
will be cool, but not always. Cool
shadows can be rendered with cobalt
blue and ultramarine but I always use
warm and cool together to create
luminosity — a shadow may start cool
with pure blue and then run into a
warm crimson or red. Remember that
shadows absorb reflected light, so all
sorts of colours can appear. It is
important to look hard and perhaps
even exaggerate the colour
temperatures you find.

Man in a Hat (above right) was painted
directly onto dry paper without a pencil
sketch. I started in the shadow area
under the hat with cool cobalt blue and
cadmium red. Light and dark were
applied together as one wash and,
whilst areas were still moist, some thick
wet-in-wet was applied to help model
the tonal masses. The eyes were
painted into the shadows whilst they
were still damp and the highlighted
areas were mainly left the white of the
paper. Notice how the upper lip is in
dark shadow and the lower lip is the
same highlight as the chin.

In Kenya the light is so clear and
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intense you can see many colours
reflected in the skin. Maasai Warrior
(right) was sketched first and then, after
taking a deep breath, the painting was
achieved with lots of tube colour and
water. Only a limited amount of white
paper was preserved for highlights;
instead a very dilute wash of cobalt
blue created a sense of shine on the
forehead. This was another one-touch
painting, so the colours had to be
applied quickly and confidently to
prevent them drying out too quickly.
Warm and cool was achieved with mixes
of violet, blue, light red and crimson
alizarin. The shadows in the eye
sockets were added whilst the face
colour was wet and the eyes developed
from the dark sockets.

Figures in watercolour

Figures gain definition through
controlling the light to create strong
tonal contrast. Reclining Nude One (page
26) is a simple study of light and shade.
Without a pencil sketch, Payne’s grey
was used to create a simple pathway of
dark that continued from the torso
outwards into the legs and upwards
into the head. By half-closing my eyes I
could make out the strong accented
highlights. To render these as white
paper I had to paint the shadow, which
makes use of lost-and-found edges to
create drama and unity. The found
edges are crisp against the white paper

» Maasai Warrior, watercolour on Arches
Rough, 140Ilb (300gsm), 18%X12%in
(47X32cm). Using a lot of strong colour, the
face was modelled in one hit, but with the
addition of intense colour in the red and blue
decorations
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<« Manin a Hat, watercolour on Arches
Rough, 140lb (300gsm), 12%X12%in
(32X32cm).

No ‘fleshy’ pink was used here. Instead,
combinations of pure warm and cool colours
blending together on the paper have given
the flesh a translucent appearance. Shapes
appearing as tonal masses of light and shade
create drama, while unification is achieved
through lost and found edges
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WATERCOLOUR PORTRAITS AND FIGURES

(300gsm), 4X10in (10X25cm).

A Reclining Nude One, watercolour on Arches Rough, 140lb

A tonal study is a useful way to ease into figure painting. The
emphasis is on tonal masses without the complication of colour

A Reclining Nude Two, watercolour on Arches Rough, 140lb
(300gsm), 6X10in (15X25cm).

Washes of warm and cool colours are slightly broken to add
interest and the highlights maintained as white paper

A Maasai Dance, watercolour on Arches Rough, 140lb (300gsm), 127X 18%in (32X47cm).
A fun painting about simple shapes combining to create a complex design

and reveal the lit side of the face, the
torso and upper leg, while the lost
edges allow darker wet-in-wet accents
and form a continuous uninterrupted
pathway from legs to head. Rendering
figures using colour complicates things
because more decisions about the
painting have to be made than just
tonal variation, but as long as you
observe the figure in terms of light and
shade and paint with warm and cool it’s
not that different. Reclining Nude Two (top
right) is another simple study. Fingers
and toes were deemed unnecessary,
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indeed they would be unwanted
distractions, as would the features on
the face.

Maasai Dance (above) is typical of my
painting and combines shape, colour
and tone to best effect. Each figure was
painted with utmost simplicity but
together they form the silhouette of a
dance group. Action and movement
were implied by keeping detail to a
minimum and concentrating on the
shadow shapes. Cool and warm create
luminosity whilst tonal contrast gives
form.

Jake Winkle

uses the Luxartis

range of kolinsky

sable brushes,

available from

www.luxartis.biz, as

is his book, Light and

Movement in Watercolour, published by
Batsford. Jake has three teaching DVDs,
available from Town House Films,
www.townhouse films.co.uk. For more
information see www.winkleart.com.
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ow finished is finished?

Haidee-Jo Summers tackles the question of when you should
put down your paintbrush and offers tips on how to avoid overworking

n overworked painting is usually
A;ecognisable by being too stiff,
ifeless and lacking in
recognisable focus. We just know when
we've gone too far. It's easily done with
watercolours — the freshness is gone,
the colours are dulled, the white of the
paper all vanished and you know
you've gone beyond the point of no
return. At least oil paints can be
scraped back or wiped off easily while
still wet, as long as you have the nerve
to do it. And if all else fails with an
acrylic painting, just give it an even
coat of colour and have another bash.

Too precious

Is the real problem here that we get too
precious, defensive about the time we
have put into a painting, and soldier on
with a grim determination? If you find
this happening I suggest you put it
away for a while, then be prepared to
make a radical overhaul using your
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largest brushes, or a scraping down with
a palette knife, or a good tonking with
paper. Nothing ventured, nothing
gained! Guard against being precious
and working to tried and tested
formulas. We learn far more by being
daring and trying new approaches, and
are more likely to recognise when
something isn't working and make the
large changes needed.

When you know something is wrong
with the drawing but are unsure what it
is, try looking at it in a mirror. Or turn it
upside down and consider how the
colours and values are working together
as an abstract arrangement. Is there
discord where you were seeking
harmony?

When I was a student | read a quote
by an American artist: ‘Say what you
need to say in the painting then get
out. There is no use chattering on after
you have made your point’. I don’t
remember who said it or where I read

A Inside the Fisherman’s Shelter, oil,

10X 14in (25.5X35.5cm).

This is an example of a painting where | feel

| got the balance right between describing
the subject and leaving a chance for the
viewer to finish it in their own mind. I find it
difficult to get the values right when working
in an interior with an outside view but | think
I managed it here. The darkness inside the
room was enhanced with looser, less
prescriptive brushmarks

it, but I have never forgotten it and it
has been my mantra for the past 24
years or so. So before you start, ask
yourself ‘what am I trying to say in this
painting?’ Because if you can’t answer
that, you can’t expect to know when
you've said it.

Useful pointers

My painting approach is to consider the
entire composition, to bring the
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DEMONSTRATION Dotty’s Tea Rooms

a STAGE ONE

I mixed a thin turpsy wash of French yellow ochre deep and magenta,
which | painted all over the surface, then rubbed in with a rag to
smooth. | applied extra pressure to the rag to lift the coloured wash in
the lightest areas, particularly the window. | then began to block in the
dark masses, varying the colour mix and the pressure and angle of the
brush while applying the paint to create interest, using a Rosemary &
Co large filbert with a 24in handle, French yellow ochre deep, magenta,

a STAGETWO

| continued with the same approach with the darkest areas, adding
more blue black and magenta, softening some of the edges with my
finger or a rag. Changing to a clean, smaller flat brush for the lighter
value opaque colours, | started with the warm light colours of the
artificial lighting, as it is a focal point that | very much wanted to
include in the painting. | then moved onto the green of the

tablecloths

cadmium red and blue black, with only a little turps added

painting on as a whole, rather than
working section by section in a
piecemeal fashion, and I am always
alert as to when I might have ‘said
enough’. I may start with quick linear
marks to position the subject but I soon
move on to large areas of tonal value.
This approach helps me to form the
main structure of the painting before
getting involved in details that don’t
add very much impact. I aim to make a
concise statement.

If you suspect that sometimes you go
too far in your own work, here are some
ideas that may help:
® When working en plein air or from life,
turn away from the subject from time to
time and regard the painting rather
than the subject. What's the biggest
difference you can make that will move
you from where you are to where you'd
like to be when finished. Go from there
to asking what else the painting needs
to improve it and keep in mind the
initial inspiration behind it or the
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feeling you are trying to convey.

® If working in the studio consider
taking more breaks. A break is either a
time to think and absorb ideas about
the painting or to get away from it
altogether and come back to it with
fresh eyes. Looking at a painting in a
mirror can help you to see any
inaccuracies with the drawing.
Desirable as it may be to achieve a
loose impressionist look, you still need
the underlying structure or drawing to
read well, otherwise you will lose the
believability and it will be difficult for
your viewers to engage with the piece.
® Take regular photos of a painting
during the stages of its production.
When you look at the photos you might
find there was a point where you
continued working and actually lost
more than you gained from there on.
This can be something of an eye-
opener and can help you to spot when
and how you might bring future
paintings to a different conclusion.

@ Consider timed exercises. Painting en
plein air is terrific training for getting an
idea down quickly and developing a
short-term visual memory. It is well
worth setting a time limit to remind
yourself of time passing and everything
changing. I set a timer on my phone to
go off after an hour of painting because
by then I should have a statement of
everything I need, and then again after
another 30 minutes because I should
be about done by then, give or take a
little finessing. Even when working from
a static reference set strict time limits
to train yourself to get a complete idea
down quickly and with minimum fuss.

Balance

The level of detail and finish you aspire
to is a personal choice and it would be
a boring world if we all responded the
same way. What excites me is that
people perceive a level of detail in my
paintings that isn't really there; I love it
when they get up close to the surface

www.painters-online.co.uk



» FINISHED
PAINTING

Dotty’s Tea Rooms, oil,

10X 8in (25.5X20.5cm).
The finishing touches were
a little more detail by way
of a couple of dabs of
green, pink and grey for
the flowers on the table.
At this point | felt I'd
achieved my initial
objective of a warm and
inviting interior with a
little daylight beyond to
provide contrast and
intrigue. If you look at the
window you can see the
broken colour effect of the
initial wash and
subsequent layers of
thicker paint, which
loosely describe the
shapes of the window and
lamp shade, chairs and
tables without saying too
much about them

and see the abstract marks that led
them to believe they could see a whole
village on a mountainside.

I think each painting needs a balance
between descriptive shape and
suggestion. You can still convey a
strong idea if your taste is for fine
detail, but consider leaving some parts
of the painting more open to
suggestion as this can help you to
direct where your viewer focuses their
attention. Standing back often makes it
easier to assess the vitality of the work
as a whole and not lose it by trying to
perfect insignificant areas of detail that
don’t add any real value. Knowing when
to stop is hard, but think of your
painting as a collaboration and leave its
future viewer a little something to work
on. Notwithstanding all of that, the very
best way to finish a painting is to start a
new one.

www.painters-online.co.uk

‘A fine suggestion, a sketch with great feeling,
can be as expressive as the most finished project’

Eugene Delacroix

Haidee-Jo Summers

studied illustration at DeMontfort
University, Leicester. She has exhibited
widely and won many awards, including
The Artist Purchase Prize at The Artist Open
Art Competition in partnership with
Patchings in 2014, and is a regular
contributor to The Artist. Haidee-Jo tutors
workshops and demonstrates for art
societies. Her DVD Vibrant Oils is available
from APV Films, price £28.55. Telephone
01608 641798; www.apvfilms.com
www.haideejo.com and
www.haideejo.blogspot.co.uk
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How to add people
to paintings

Jo Quigley says you should never be afraid to include people
in your paintings and offers tips and techniques to boost your
confidence of a successful outcome

paintings often stems from an

earlier experience where a good
work was ruined after attempting to
add a figure or two and hence for fear
of it happening again, it is better to
play safe. Fear of failure is a perfectly
understandable emotion, but it can
become a limiting factor and prevent
an artist reaching their full potential.

I think the problem stems from our
over familiarity with the human figure
and therefore our preconceptions
prevent us from seeing the true form in
front of us. We all know you should
learn to draw what you see, not what
you think you see. If drawing were
considered a skill essential for life we

The reluctance to add people to

30 theartist September 2016

would all be able to do it — after all we
all learnt to read and write at school, so
why not draw?

If you consider that all subjects are
made up of a series of lines, which in
turn make a set of shapes to which we
simply apply tones and colours, in
theory no subject should be any easier
or harder than any other.

Should7you avoid adding
people?

The question you should really be
asking yourself is whether your painting
would benefit from having people in it.
Putting people in paintings can do all
of the following:

® Add a focal point. For example,

rather than painting a path leading to
nothing you could include someone
walking a dog to add an area of interest
and something for the eye to discover.
@ Create a sense of scale or distance.
Because we know what size a person is
likely to be, we can use them as a tool
to interpret how far away from us
something is, or how large an object is,
or even what our viewpoint is.
@ Provide context or a moment in
time. Latest fashions and clothing
styles can be used to provide a key to
a particular moment in time. I have a
preoccupation in my own work with
contemporary life and the abundant
use of mobile phones and people
taking ‘selfies’.
® Provide a narrative or tell a story.
This is a very powerful tool and one |
feel is often neglected in current
painting practice. Rather than just
depicting a scene, figures can be used
to suggest that something has
happened or is about to happen,
leading the viewer to decipher or
interpret the scene for themselves.
@ Provide life. This may sound obvious,
but figures can add life and movement
to a painting

However, just as people can add to a
scene we should also consider when
they are best left out. For example, if
you find them too distracting or that
they are drawing the focus away from
the main subject. Similarly poorly
drawn or poorly placed figures can alter
the way we perceive spaces and other
objects, in which case they can do more
harm than good.

Finding your subjects

Once you have decided to take the
plunge into the figurative, how do you
best go about it? First, you must

< Onthe Way to the RA, acrylic, 30X30in
(76 X76cm)
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PRACTICAL

become a people watcher; as with any
subject the best way to learn to draw
something is to observe it. Seeing and
drawing have a symbiotic relationship,
through careful observation you
become better at drawing and through
drawing you become more observant.
Practise wherever and whenever you
can, you may only get a few lines down
before your subject moves off, but that
doesn’t matter — you will have noticed
something that you wouldn’t have seen
otherwise. If circumstances allow and it

‘First, you must
become a people
watcher; as with any
subject the best way to
learn to draw
something is to
observe it’

is appropriate to do so, you could also
take a quick photo for reference at a
later date. I rarely go anywhere without
my camera, always hopeful I will find a
likely subject. Alternatively for longer
poses you could always ask a friend or
family member to sit for you, or attend

a life drawing class. Over time you will
not just have improved your skills, but
you will have a valuable source of

reference for future work, too.
It is possible to capture the character and movement of a figure with

i i i ittle or no detail. Accessories such as hats and bags simply become
Drawing a single figure littl detail. A hash db ly b
Whilst it is important to familiarise part of the overall shape, and also multiple figures can be seen as a
yourself with the human form, it is not single shape, two for the price of one!

necessary to be an expert in anatomy
in order to be able to draw people. The
vast majority of my students had a
tendency to rely on outlines, usually
starting at the head and then tracking
their way around the body with a pencil
line only just visible to the naked eye,
for fear of not being able to rub it out
quickly before anyone saw it. The
inevitable result would be little or no
control over size and the resulting
figure ending up either bigger or
smaller than originally intended. Whilst
that might not be an issue for some, if
you want to include people in a scene
it is essential that you are able to
control the proportions within a set
space.

Seeing and painting people as
shapes, as opposed to in lines,
improves accuracy. Using this method
you could easily capture the essence of
a character without getting distracted
with the details too soon, as my People on the same plane will have heads roughly at the same height. Do bear in mind that
examples show (top right). some people are taller than others, and children will be smaller
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DEMONSTRATION Afternoon Sun, South Bank

a STAGE ONE a STAGETWO

| never use grids or any other aids to draw out my composition; | used a darker tone to position the main trunks of the trees, which provided
| prefer to paint directly on the canvas, working from larger to some strong verticals that cut through the initial horizontal shapes.

smaller shapes and from loose to tighter in a series of layers. Continuing to working tonally, | added the lampposts and railings,

For the initial stages | pre-mixed large quantities of a few basic separating the foreground from the background space

tones to block in the main shapes, applying a couple of coats
to achieve a good flat colour

A STAGE THREE a STAGEFOUR

Starting with the leading roles first, | chose a few key Using the existing people as a guide | added some middle-distance figures,
characters, using the surrounding structures to position them taking care with the spacing. To achieve a natural feel, | tried to have some

at the correct height. Further detail was added to the trees, single figures and some couples moving in different directions. Texture and
although I resisted the urge to add detail to the figures in case colour were added to the trees and, once | was certain about their positions,

| decided to make changes details were added to the foreground figures

HO,W 1_10 place figures ina and children will be smaller. This can similar viewpoints, otherwise you may
painting be seen clearly in the photograph (page end up with figures that look like they
Once you have mastered drawing single ~ 31). are cut out and stuck on. As you gain
figures within a set space you are ready I recommend beginning with a couple confidence you can tackle busier scenes.
to start putting them in paintings. Just of key figures that relate to their .
remember one simple rule: people on surroundings; you can then use these My aPproaCh to people in

the same plane will have heads roughly  figures as a guide to placing others. paintings

at the same height, bearing in mind Whilst it is possible to take people When I find a location I like, I take lots
that some people are taller than others,  from different sources, try to maintain of photographs over a period of time,
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A FINISHED PAINTING

Afternoon Sun, South Bank, acrylic, 36%X40%in (92X 102cm).
Textures, colours and details were added to all areas, the scene filled out with more background
figures and shadows strengthened. | added a couple of pigeons and it was complete

so I am sure to capture lots of people
walking by and any changes in the light,
combining elements from several shots
in the final piece. I am all too aware of
the potential pitfalls of working from
photographs and the criticisms some
artists have of using them, but for me
they are an effective way of gathering
lots of information quickly.

Convinced that the key to creating a
successful painting is in achieving a
good composition, I try to get a balance
of tones, colours and shapes as well as
looking out for natural patterns and
rhythms. I don't plan at this stage which
people I am going to include, if I paint
a person and subsequently decide |

www.painters-online.co.uk

don’t like them, I simply paint them out
and find someone else. Likewise I have
some favourite characters that have
made multiple appearances,
sometimes in the same painting. As
such my paintings are a record of
people who passed through a space
rather than a particular snapshot of a
moment in time.

Once you have mastered the figure it
opens up endless possibilities, and can
become quite addictive — some of my
more recent paintings have over 100
figures in them. So when it comes to
putting people in paintings don’t avoid
them, keep your options open and
never say never.

PRACTICA

Jo Quigley MA

has a degree in Fine Art from
Winchester School of Art and a Masters
in Applied Fine Art from Kingston
University. Jo taught painting before
turning professional; she demonstrates
to art societies across the south east of
England and has been shortlisted for
several major prizes, for both her
cityscapes and wildlife.
www.quigleyarts.co.uk
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TEST REPORT

Good quality tubes

Hannah Ivory Baker urges you to try Jackson'’s Artist Ol
Colour and Professional Oil Colour

he more | paint the more | realise
how important it is to invest in a
good quality tube, as this really
makes a difference to the ease with which
you can achieve the effects you want and,
ultimately, the overall look and feel of a
finished piece.

Jackson’s Artist and Professional Oil
Colours contain only pigments and oil
binder, without fillers. The main difference
between these ranges is the amount of
pigment in the tube; the rest of the
ingredients remain the same.

What struck me immediately was how
strong and vibrant the colours are and,
when mixed, they are incredibly true and
clear. Like many artists | often find myself
reusing boards and working over old
paintings, so it is important | can cover up
an old painting well. The feel and
handling of the paint is superb and the
texture is loose enough to work with
straight from the tube and apply on top
of wet paint. As | work wet-in-wet it is
crucial that | am able to build up the

texture without disturbing the wet paint
underneath, but still allowing for
blending of colour without looking
muddy or overworked.

Cost, tube, labelling

| tend to use paint very liberally so
whether painting en plein air or in the
studio, a good-sized tube is important.
The 60ml tubes are easy enough to carry
around with you and allow lots of paint to
be put out on the palette. | always feel
restricted when using 37ml or 40ml tubes,
as | am aware that | haven’t got much
paint to play around with and, as a result,
the work | produce suffers. The larger
225ml tubes are great for use in the
studio and both are very reasonably
priced.

Arguably, one of the biggest factors in
deciding which brand to use is cost. |
compared prices of Jackson’s Artist and
Professional ranges with Michael Harding,
Winsor & Newton Artist oils and Vasari
and concluded that Jackson’s Artist paints

give you far more paint for your money.

The availability of colours is a
consideration for many artists. Jackson’s
Artist oil range currently offers 51 colours,
which is more than enough to be getting
on with. No doubt this list will grow over
time.

Jackson’s have recently repackaged their
products to great effect. The labels are
clear and refined and provide all the
information | require.

The tubes are robust enough to be
squeezed and manhandled without
splitting, which is important for me, as no
matter how delicate my intentions are, all
my painting paraphernalia is given a
rather hard time and must be robust
enough to cope with that.

Permanence

Permanence is important in painting
because the length of time a pigment
retains its original colour value
determines the life expectancy of the
work. Whilst | have not had years in which

A Texture and interesting marks were built up to test the handling of the paint and its ability to be used liberally whilst still achieving clearly

defined colour and tone
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A This was painted using Jackson’s Shiro hog brushes,
Jackson'’s palette knives and Artist Oil Colours. The colours are
vivid with great contrast and have been preserved throughout
drying, reducing the need to oil out or apply a varnish. The
paint is evenly toned, not chalky, or over glossy; equally the
paint is not thin or grainy, which is something | have come
across in a number of cheaper brands of paint. These findings
were consistent amongst all the tubes | used, in both the Artist
and Professional ranges

to test the Artist range out | am confident that the
Jackson’s Artist Oil Colours are both permanent and
lightfast, as there have been no changes in the paint so far.

To conclude, | found Jackson'’s Artist Oil Colour to be
fantastic value for money. It has a thick, rich buttery
consistency that | preferred to some of the more expensive
brands. | would urge you to try a tube or two - you might
be pleasantly surprised. Based on the qualities that | look
for in paint the Artist range leaves no box unticked and
without a doubt | will continue to use them.

Over the last few years | have used many of Jackson’s
own brand products from oil mediums to brushes,
grounds and primers and have always been impressed
with the consistent quality of product. Jackson’s is a brand
| have come to trust and love and they have proved to me
over time that using great materials doesn’t have to cost
the earth.

Hannah Ivory Baker

has been painting since childhood. She took over
Highgate Contemporary Art, 26 Highgate St, London N6
in April 2016 and her work can be seen in their summer
exhibition until September 11. www.highgateart.com,
telephone 020 8340 7564. www.hannahivorybaker.com
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EXpress yourselt with
oil pastels

Robert Dutton explores the creative possibilities of oil pastels,
particularly when combined with other media, and gives advice on

il pastels have played an
Oimportant part in my

development as an artist.
Newcomers to oil pastels are often
frustrated when they first start with the
medium, fundamentally because they
are choosing cheaper quality oil
pastels, which don’t blend as well as
the rather more versatile, softer brands.
Cheaper oil pastels have a higher wax
content, whereas the more expensive
brands have a higher ratio of pigment
to binder, and deliver better results.

Differences between brands

My preferred choice has to be
Sennelier oil pastels. These remarkable
and versatile pastels are excellent
value for money and have a wonderful
smooth consistency. Blending with
them is easy and they work brilliantly
either on their own or with other media.
The 120 colours in the range include

the best types of support

standard, metallic and pearlescent
colours, in normal and giant sizes. I like
the visual effects created when
combining Sennelier's metallic,
iridescent and fluorescent colours
during a mixed-media process. The
visual expressive effects are great.
Holbein oil pastels are another
favourite. They come in a range of 225
colours which are also very soft and
great to work with and offer a great deal
of versatility when painting.
Neopastels is the Caran d’Ache oil
pastel range. They are a little less soft
than Holbein or Sennelier but do have
a good balanced palette of bright hues,
tints and darks in the larger sets.
Cray-Pas by Sakura are one of the
original oil pastels. They are square
sticks and there is a colourless blender
in the range. Less expensive than
Sennelier, Neopastel or Holbein, they
offer an affordable alternative and, in

a Sennelier and Van Gogh oil pastels

Canson Mi-Teintes Touch 350gsm pastel paper is a superb support, with a choice of ten colours.
Here | used Winsor & Newton Sansodor low odour solvent to thin Sennelier and Van Gogh oil
pastels, which allows great workability in multiple layers. Also shown are other techniques such
as scumbling one colour over and into the next, rubbing and finger blending one colour into
the other, tinting with the addition of white oil pastel, and sgraffito (scratching) without the

paper flaking as you work
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Differences between oil
pastels and oil sticks

® Oil pastels and oil sticks are similar
in appearance. Oil pastels never dry;
oil sticks dry, cure and harden.

® Oil sticks can be dusted or
varnished once dry and framed
without glass.

® Oil pastels cannot be varnished and
it is advisable to frame them under
glass, because they never dry.

@ Both oil pastels and oil sticks are
soluble in white spirit, turpentine or
similar solvents.

my opinion, would make a good oil
pastel starter set for artists who don’t
want to spend too much at first.

Van Gogh oil pastels by Royal Talens
are on a par with Cray Pas and with 60
colours would also make a great starter
set as they are not too expensive.

Supports for oil pastel

Over time oil pastel will leach into a
paper support and weaken it, so it must
be primed first, for example with gesso.
My advice is to make the primed layer
part of the painting, to add even more
texture! I apply several generous coats
of gesso and sometimes add pumice to
create extra texture (tooth), which is
needed for oil pastel to work
effectively.

If I work on paper, I select 140lb
(300gsm) as a minimum because the
paper has to be strong for my vigorous
techniques and only 100% per cent rag
content will do. Acid-free mount boards
offer an excellent alternative and can
easily be cut into any size. Canvas
boards and canvases on the other hand
tend to come in standard sizes, unless
specifically made to order.

If you don’t want the bother of
priming, dedicated pastel papers are
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available, but they do vary in quality
and surface texture. | recommend
Sennelier oil pastel paper, which gives
great results with any brand of oil
pastel. This acid-free, lightly textured
160lb paper provides just the right
amount of tooth for oil pastels without
being too dominant, and the creamy
colour gives added warmth to your
painting. I especially like the protective
lightweight crystal sheets between
every leaf in the wire-bound pads.
Canson acrylic paper is great for oil
pastels. This core- and surface-sized
acid-free paper is naturally white and
has a high quality finish and a beautiful
surface. It is tough and absorbent and
can be used with many media. On this

» Oil pastel supports

This shows a selection of supports for oil
pastel that do not need priming. Suggested
solvents for diluting oil pastels include
turpentine from a DIY warehouse, Daler-
Rowney low odour thinners and Winsor &
Newton Sansodor low odour solvent

www.painters-online.co.uk

A Moorland Fields, mixed media on Canson Moulin du Roy 140lb (300gsm) Rough 100 per

cent cellulose cotton watercolour paper, 16X 16in (40.5X40.5cm), (unfinished).

| began by priming the surface with gesso, with a small addition of pumice added in areas to

create a really bespoke textured ground on which to express my ideas with watercolour and oil

pastel. Oil pastel techniques resist wet paint beautifully and the gessoed paper keeps all the

colours bright
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OIL PASTEL LANDSCAPES

A Pennine Valley, mixed media on Canson
Mi-Teintes Touch 350gsm, 14X21in
(35.5X53.5cm).

Painted on location, | began with an
underpainting in acrylic ink. Oil pastels, even
in large boxed sets, are light and versatile to
work with, outdoors or in the studio. Being
dustless, it's easy to transport your work, and
they resist the Pennine rain very well, too!

paper transparency is easily achieved
with oil pastels by using solvents as
you work. At 400gsm it is more like a
board and I love it.

Canson Mi-Teintes Touch 350gsm is
very versatile and has a unique texture.
There are ten colours to choose from,
two large sheet sizes and several pad
sizes.

All manufacturers differ in the amount
of pigment to binder used in their oil
pastels, which gives the various brands
A Van Gogh oil pastels by Royal Talens (top) and Sennelier oil pastels (bottom) were tested on  their characteristics. Choose the best

both Sennelier oil pastel card and Canson 400gsm acrylic paper - both papers are very strong you can afford, even with just a few
supports for oil pastels that do not need surface priming. Both have the added advantage of sticks of a softer, top-quality brand you
some surface texture to hold the pastel, but it’s not so prominent that the texture dominates will notice a difference in your work and
your oil pastel paintings and sketches. They are great alternatives to Rough surfaces for artists hopefully come to love them as much
who require more detail in their work as | do — especially with mixed media.
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Robert’s oil pastel top tips

® Always prime your support unless using
dedicated pastel paper.

® Oil pastels can be applied directly to create the
desired colour. Obtain smoother effects by
blending with your fingers or soft cloths.
Depending on the amount of pressure applied,
these colour blends can be as interesting as
they are varied.

® Use solvents such as low odour thinners for wet
blending techniques. The possibilities are
infinite, depending on the ratio of solvent to
pigment, and number of layers

® A variety of marks, similar to those produced
with soft pastels, can be achieved by removing
sections of the protective wrappers from the oil
pastels. Use the pastels on their sides for cross
hatching, broad blending and so on.

® Keep a cloth slightly moistened with turpentine
to hand and use to wipe your oil pastel sticks if
they become contaminated with other pastel
colours when worked together. It's useful for
wiping fingertips, too.

www.painters-online.co.uk

A The Light and the Land, mixed media on Canson Mi-Teintes Touch 350gsm,
20X20in (51X51cm).

This studio painting was created from several very quick sketches of the landscape.
Multiple layers of oil pastel smeared with a palette knife dipped in turpentine,
helped to create relief textures over acrylic ink washes. Throughout the painting

| used masking techniques with torn paper to obtain clean, sharp edges where
needed

Robert Dutton
regularly teaches workshops
in mixed-media painting and
drawing at a number of
venues throughout Yorkshire.
Robert is exhibiting at the
Headrow Gallery, Leeds, from
September 15 to 29,
www.headrowgallery.co.
uk, telephone 0113 2694244,
For more information about
Robert’s work, art holidays
and workshops, visit
www.rdcreative.co.uk
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Paul Talbot-Greaves dispenses sound advice about the best
types of brush to use for watercolour, and how to use them

one of the many comments at my

demonstrations, and it’s usually
directed at my squirrel mop brushes.
And indeed they really are lovely
brushes. So what constitutes a good
brush for watercolour? First let’s look at
the qualities that a good brush ought to
possess. It should be soft enough to
gently glide over the paper without
scouring any colours underneath. It
should form a point capable of creating
an array of calligraphic marks just by
applying more or less pressure. It
should be capable of holding lots of
paint, the main consideration being
that natural fibres hold far more fluid
than synthetic fibres. A bonus to the
quality of the brush is that it should
possess a good round belly. Although
there are many types and shapes
available there is no standardisation
regarding sizes, so with all that in mind
I'd like to give my own overview of the
different brush materials on offer to the
painter. Let’s go straight in at the top.

‘ They look like lovely brushes’ is

Squirrel mop brushes

These, in my opinion, are the best
brushes to use for watercolour painting,
but they may not be for everyone.
Squirrel hair is incredibly soft and
holds copious amounts of fluid, leading
to quick and easy coverage of paint.
These brush types are generously sized
and form a really nice point when used
point down but they don’t snap back
into shape like you might expect.
However, that's no big deal because
when they are used correctly they don’t
lose their shape anyway. I often come
across painters who have bought one of
these brushes but then shied away
from it after first use. This usually stems
from handling difficulties due to either
overloading or under-loading it with
paint. Because these brushes hold vast
amounts of fluid they will quickly
overload smaller shapes with colour if
they are filled to maximum capacity. Big
blobs of liquid and running paint are

40 theartist September 2016

4 Overloaded brush

This large brush-full of paint has quickly
overloaded the small shape. The solution here
is to remove some of the paint over the side of
the palette or better still, pick a smaller brush

» Under-loaded brush

Not enough paint has been loaded into the
brush and half of the hairs are still dry. The
solution here is to mix more paint and
properly saturate the brush before using it

the result, which inevitably means a
loss of control when painting shapes or
detail.

Under-loading is where only the brush
tip is tentatively dipped into the paint
with the main body of hair remaining
dry, effectively absorbing the little
amount of colour that has just been
picked up.

These brushes are fantastic tools
when used correctly. Make sure the
brush is thoroughly wetted first by
mopping and twisting it in a jar of
water. This will saturate the hair and
allow paint to soak into the entire
brush. When you've mixed your paint,
wipe it a couple of times over the edge
of your palette and this should leave
just the right amount of fluid to paint
with. Drag technique is easily achieved
with this type of brush due to the large
belly. When fully loaded with paint,
wipe it over the edge of the palette
then follow up with a wipe over with a

A Drag technique is easy to achieve by keeping the brush low to the paper and employing the

belly to catch the paper surface
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piece of kitchen towel. When worked on
a rough piece of paper with a light
pressure, the brush will create a flecked
edge.

Sable brushes

Sable brushes by their very nature are
quite pricey but they are excellent
quality, soft and they hold lots of paint,
which is essential for watercolour
painting. They also have a certain
spring to them, which allows the shape
of the brush and the point to snap back
into place during use. Sable brushes
have a good belly although not quite as
pronounced as squirrel mop brushes.
They are capable of generating a
variety of marks, drag brush and fine
line work. I use a few sables for tighter
work and for painting details and
smaller areas.

Sable/synthetic blends

To bring costs down and offer an
alternative to natural hair,
manufacturers also create synthetic
fibres for use in brushes. When
blended with sable hairs they make
great alternatives to pure sable
brushes. They generally hold paint well
due to the sable content and,

» Late Summer, watercolour on Saunders
Waterford Rough 640gsm, 15X22in
(38X56cm).

There is a fair amount of wet-into-wet work in
this painting, so | was careful not to overload
my brushes with colour. A variety of brush
sizes suited the various sizes of shapes in the
painting
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A Arange of brush types illustrating different sizes
and the form of the belly of each brush. From left to

right: size 6 squirrel mop brush, size 12 kolinsky
sable, size 20 sable/synthetic, size 20 synthetic

A Autumn Light at the Bridge,
watercolour on Saunders Waterford
Rough 640gsm, 15X22in (38X56cm).
The usual approach to a landscape is
to have a range of brush sizes to hand
in order to tackle the huge variety of
shapes. Here | used squirrel mop
brushes which are sized larger than
regular round brushes. | used a size 2
in the smaller areas to sizes 3 and 4 for
the medium shapes such as the
building and the far grassy bank and a
size 6 on the road. | use my brush as a
drawing tool; you can see this in the
quick, calligraphic marks of the gate
shadow
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WATERCOLOUR BRUSHES

depending on how much hair is in the
brush, some of them have a reasonable
belly too, allowing you to create drag
effects. In my experience, these
brushes usually perform well.

Synthetic brushes

Synthetic fibres are commonly used in
paint brushes but their properties are
often misunderstood, so a little
knowledge may help you to find the
right brush for you. These types don’t
hold as much fluid as natural hair
brushes and the loaded paint depletes
quite quickly, which means you have to
reload the brush more often. My advice
to compensate for this is to select a
bigger brush than you think you might
need. Despite this, synthetic types also
lack the swell of natural hair and
therefore don’t possess much of a belly,
which makes achieving drag effects
quite difficult. On the plus side they do
generally have a great point and |
sometimes use a synthetic or two for
detail work.

Cheap and unhelpful brushes

You know the sort, £1 for an entire
brush set, the children’s ten pence
brush from the newsagents, the stiff oil
painting or synthetic acrylic brush.
Whilst these can have some great uses
for textures or for scrubbing and lifting
paint in watercolour, they aren’t very
sympathetic to applying watercolour
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paint. If your brush feels like a make-up
brush, great. If it is as stiff as a tooth
brush it's not really intended for
applying watercolour.

Brush care

Brushes are the tools with which you
express yourself, so look after them by
cleaning them regularly. I usually clean
my brushes after each painting session
and try to give them a thorough clean
once a week. Wash them in brush soap
or wool fat soap and gently massage
away any trapped or staining colours,
then treat them to some hair
conditioner before rinsing and standing
in a jar, hair uppermost, to air dry.
Synthetic brushes that have a bent
point can be restored by dipping in a
cup of boiling water for a few seconds.
If you travel with your brushes, put
them in a hard case to keep them from
getting damaged or bent.

Using the brush

By their very design the brush hairs are
set in a line to deliver the paint to the
tip of the brush, but only if you are
tilting it in that direction. I'm only
saying this because time and again |
see people using brushes on their side,
which is fine for some textures but not
for a flowing wash of paint. Tilt the
brush with its point downward, either
like a writing pen, or steeper, to allow
the paint to be discharged.

A The Old Withens Hotel, watercolour on
Saunders Waterford Rough 640gsm, 15X22in
(38X56¢cm).

Here | used bits of drag technique by making
sure the brush contained less paint in some
areas. | used a variety of sizes of brushes
throughout the painting in order to gain
control of the various sizes of shapes

Paul Talbot-Greaves

has been painting for over 20 years
and teaches watercolour and acrylic
painting in his home county of west
Yorkshire. He also runs workshops and
demonstrates to art societies
throughout the north. Paul can be
contacted by email: information@
talbot-greaves.co.uk or through his
website: www.talbot-greaves.co.uk
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Composing with colour

What part does colour play in composition? Paul Riley’s
advice will help you to plan colour and tone in order to achieve a

omposition is about how we
C organise our painting, how we

design it. We begin with a series
of shapes, be they flowers, figures,
trees etc that have a hierarchy
depending on their value to the image.
The main aim is balance - if all the
large dominant elements are to one
side of the image it will appear out of
balance. This reasoning also applies to
colour and tonal distribution — strong
dark tones with high contrast
backgrounds arrest the eye, and need
to be carefully balanced. Colour relates
to chromatics, which breaks down into
hue and tone; hue is the colour, tone is
whether it is light, dark or mid-toned
before any mixing has taken place.

The colour wheel

Probably the most useful tool for colour
composition is the colour wheel
(below). The two basic approaches to
colour arrangement are the harmonious,
where the colours sit close to one
another on the wheel and the
complementary, where they sit
opposite. This doesn't mean you can't
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more balanced painting

combine the two, as I will explain later.

With the harmonious approach note
that yellow-reds sit close to orange and
yellows. Red-type blues like
ultramarine sit close to violet and blue-
type reds, etc. Complementaries occur
when the greens are opposite reds,
yellows are opposite violets, and blues
opposite orange. So for a strong colour
composition you could have a series of
reds, oranges and yellows with touches
of green to enhance, or a composition
of greens with touches of red to excite
the eye.

Neutrals

So far I have referred to primary and
secondary colour schemes. Neutral or
tertiary colour compositions are greatly
enhanced if the above principles are
applied. First understand that the
tertiaries break down into basic primary
colour types: red for browns, blue for
greys, yellow for beiges. There are also
many tertiary greens where all three
primaries are involved, such as yellow
and blue with a touch of red. On this
understanding, if you have a
predominantly brown composition,
touches of primary red for
harmony plus touches of
green will help to
enhance. Following the

logic, greys with blues and touches of
orange work well. Similarly, with beiges
use yellows and violets. Having stated
the above it would imply that this is
the only way to look at colour
composition. Not at all! What can
happen is that the painting may look
dull so observing some of these
techniques might help to add
excitement.

Triangulation

At the beginning I referred to balance.
Often a painting might look a little out
of joint. This may be because a primary
or secondary colour is dominant to one
side or another in the image. To redress
the balance I try to distribute a
quantity of the same colour in a
triangular manner. These additions can
be anything from small touches to thin
veils. They help to relieve the weight of
the dominant colour. If the composition
is very vivid with reds, blues and
yellows plus secondaries, I attempt to
triangulate them all in some manner or
another.

Colour composition can seem a little
mysterious and somewhat daunting but
it needn’t be. It is just one of the
components of a painting of which the
idea and feel is paramount. Let the
colours reflect this.

Colour wheel

The colour wheel is a crude but effective tool for colour
composition. Opposite each primary is a secondary, made up from
the other two primaries. Use these opposites (often referred to as
complementaries) to add frisson to the colour scheme. The
adjacent neutrals (tertiaries made from the same primaries), in
variations of mix can also be used in the same way. Use the
primaries opposite the neutral colours adjacent to one another ie
the reds or blues and yellows

Tip: Scan or cut out the colour wheel and keep it
beside you to use as a tool. I hope it will help in your
colour composition
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A Venice, Grand Canal 1, watercolour on Saunders
Waterford Not 300gsm, 15%X20in (39X51cm).

| have done two versions of the same image in order
to play with the colour and contrast their potential.
This version is more primary, having a fresh sense of
contrast without any tertiary mixes to spoil the effect

TOP RIGHT

Venice, Grand Canal 2, watercolour on Saunders
Waterford Not 300gsm, 15%<20in (39X51cm).

In this version | muted the colour scheme to add a
little more atmosphere. Comparing the two shows
how colour can be orchestrated to show different
aspects of the same scene

V¥ Roses, watercolour on Saunders Waterford Not
300gsm, 8%X12%in (22.5X32cm).

This is a very basic colour composition where the
keynote colour red is delicately allowed to permeate
throughout the image whilst being complemented
by tertiary greens. The greens being neutral allow the
red to stand out and form the focal point
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PRACTICAL

A Hibiscus, watercolour on Saunders Waterford
Not 300gsm, 8%X12%in (22.5X32cm).

For impact I relied solely on the use of saturated
primaries. | used the alternate hue between each
primary, ie permanent rose touches to cadmium
red and vice versa. Keeping the colour simple, like
simple shapes, creates impact and drama. Note: |
have triangulated the blues, reds and greens.
Greens are complementing the reds - simple but
effective

Paul Riley runs short courses all year-round at his
home and studios in south Devon. For details see
www.coombefarmstudios.com,
e.lara@rileyarts.com telephone 01803 722352
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nderstandin
natom

In the second part of her new series,
Ann Witheridge explains how just a basic
understanding of anatomy can help our drawings

Ann Witheridge

natomy, the study of the
Astructures of the human body, is

an enormously complicated
subject but for this article I will keep
it relatively simple and look mainly at
bone structure and how that translates
into our artwork: the movement,
proportion and gesture of the human
figure.

Here I have divided the human body
into five main divisions and analaysed
how these work, individually and
collectively. These are the head,
torso, pelvis, spine and limbs

and paintings of the figure

Head

Understanding the shape of the head is very important for
portraiture and figure painting. The head is made up of the
cranium, the jaw and the bones of the face, which in itself
includes the nose, cheekbones, eye sockets and forehead.
Looking at the skull without all the distractions of flesh tone,
hair, lips and eyes is very illuminating. It reveals, for example,
where the eye sockets are placed in the skull. A child will
nearly always place them too high in the skull. Look too in
profile at the back of the head. A skull is a near cube with
angles cut away. It is deceptive to imagine it as an oval, and
makes it harder to judge measurements. The notion of a cube
also helps to give a sense of perspective and a better
understanding of mass.

(excluding the feet and hands, as

Remember too that the head is symmetrical as you follow the line of the nose. This can offer a

there is too much to say on this). In great anchor for constructing the head. Students often tilt the cube of the head and forget to

drawing we view the head, torso and follow the eyes on the same axis. Following the line of the nose provides an anchor from which

pelvis as structural masses that do not we construct the head. Likewise, the placement and the relationship of the ears helps with the

change. The term mass is used to tilt and angle of the head.

describe a shape or block. These

three blocks are connected to the Shoulders and torso

spine and/or the arms and legs by way The torso is built around the thoracic cavity, which is caged in by the ribs (12 each side). The ribs

of sockets. are connected to the spine at the back and to the breast plate or sternum at the front, although
Muscles and ligaments interconnect the last five are not entirely connected and float away from the breast plate as they get smaller

all the bones. The muscles always in length. At the top of the sternum and the rib cage are the collarbones, the S-shaped bones

work in pairs to pull and push, flex
and rotate. The ligaments also act to
connect muscles and cartilage, which
in turn hold the joints together. The
muscles are of interest to us because
they overlay the bone structure,
giving it form and direction that is not
uniform from one person to another.
Amazingly a human skeleton doesn’t
change that much from one person to
another. It is the muscles and fat that
change. Therefore a superficial
knowledge of anatomy can really help
with all figure types. Of course the
nipples and belly button are
wonderful landmarks to help with
gesture and proportion but they will
vary greatly from figure to figure. But
most importantly, remember to draw [> p.48
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that move with the shoulders. The torso as a whole is
moved by the muscles of the abdomen: the abdominal
muscles pull the torso downwards, the obliques rotate
it and the lumbars pull the torso backwards. These
muscles link the rib cage with the pelvis.

Pushing motions are initiated by the deltoid and
pectoralis muscles. The deltoid is a large triangular
muscle that attaches the upper arm to the collarbone
and scapula/shoulder blade. The pectoralis major,
minor and sternal parts connect the rib cage to the
upper arm.

Pulling motions are initiated by the latissimus dorsi,
trapezius and other smaller muscles of the back that
connect to the scapula and/or the upper arm. The
scapula fits up against the rib cage and rotates with the
raising and lowering of the arm. On its upper outer
corner it connects with the collarbone to create a
pocket from which the humerus/upper bone of the arm
rotates.
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PRACTICAL

Unless stated, all illustrations are A4 digital
drawings by Jon Schwochert

Henry Yan, Figure Drawings, charcoal pencil and vine charcoal, 27%X19%in (70X50cm)

The limbs: arms and legs
The upper limb is made up of the arm,
forearm and hand. The forearm is made
up of the ulna and the radius. These two
rotating bones connect the wrist and
elbow. The upper arm bone, the humerus,
is larger and rounded at the top where it
meets the shoulder blade. The lower end
is flattened and meets the ulna and the
radius.

Every muscle on the body has its
opposite and the muscles of the upper
arm demonstrate this well. The biceps to
the front control pulling, while the triceps
to the back control straightening.

The lower limbs are weight bearing and
comprise three parts, the thigh, the lower
leg and the foot. The thigh has both the
longest bone and muscle in the body. At
its top it meets the pelvis and at the
bottom it rests on the tibia, forming the
knee and meeting the kneecap, the
patella. The patella is a small bone and is
flat on the under side and convex on the
upper. The fibula runs alongside the tibia
but does not quite reach the knee. At
their lower point they both meet to
create the ankle
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The pelvis and hips

The hips move freely with the abdominal
muscles and the changing tilt of the pelvis,
which is naturally inclined a little forward.
Most of the movement of the spinal cord
happens in this area, the pelvis acting as
the mechanical axis of the body. The iliac
crest is great for determining the position
and angle of the pelvis.

The sacrum, which curves back and
down, is at the back of the pelvis; its tip is
the coccyx. The bones on the side of the
sacrum are called the innominate bones
and meet at the front to form the pubic
synthesis at the groin. The top of the upper
blade is the iliac crest. Behind, the pelvis
moves to meet the muscles we know as the
gluteus maximum, which make up the
mass of the buttocks and the hips. The
thighs are attached to the pelvis

The spine

The spinal or vertebral cord is almost at the
centre of the body and connects the three
masses of the head, the torso and the
pelvis. It is made up of 24 vertebrae, bones
with very elastic cartilage between. The
vertebral chord is divided into the cervical,
thoracic, lumbar, sacral and coccygeal
sections.

There are seven vertebrae in the cervical
section; the seventh and the most
prominent is the vertebra prominens at the
base of the neck. The lower vertebrae form
the lumbar section and it is in this area
where most of the flexion and extension
occurs. It is the accumulation of each little
movement of the vertebrae that creates the
large movement of the spinal cord.

Likewise the scapulas create a great deal
of movement in the back. The cervical
vertebrae connect the rib cage to the head
with the muscles of the neck. The most
prominent of which are the sterno mastoid,
the very obvious muscle that runs from the
ear to the collar bone on the left and right
sides of the neck, and the trapezius, which
runs from the back of the head, across the
shoulders and between the scapulas
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IMPROVE YOUR FIGURE PAINTING 2

and paint. The basic understanding of
anatomy is helpful, but the more we
draw, the clearer our understanding of
anatomy becomes. Much like a chicken
and an egg, they are mutually
dependent. The motto of our studio is
‘Ars longa, vita brevis — ‘Art is long, life is
short’. This originates not from the text
books of Leonardo da Vinci or Sir
Joshua Reynolds, but from the
physician Hippocrates.

Next month: Proportion and gesture

Ann Witheridge

founded London Fine Art Studios. She
has taught figure drawing and painting
for over 15 years and written for art
periodicals over the course of her
teaching. Jon Schwochert is anatomy
instructor at London Fine Art Studios. He
studied at Otis College of Art and Design
in Los Angeles before moving to London,
and has an MA in illustration from the
University of Hertfordshire. His digital
drawings have been commissioned for
medical illustration, comic books and
video games. Henry Yan trained in China
and now teaches at the Academy of Art
University in San Francisco. His book,
Henry Yan's Figure Drawing — Techniques
and Tips is on the recommended reading
list for aspiring art students worldwide.
Henry is tutoring drawing workshops
from September 5 to 8 and painting
workshops from September 9 to 11 at
London Fine Art Studios. For more
information see
www.londonfineartstudios.com
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Anatomical landmarks
Down the centre of the body we can look
for the sternum in the torso. The collar
bones meet at the top of the sternum in
the pit of the neck. You can follow down
from the sternum to the belly button and
onto the pubic synthesis. See the
difference in gesture as the model stands
straight or arches: the line can be straight
or arch, a crescent shape or a gentle
S-shape. The same movement appears on
the back and is obvious along the shape
of the spine

Jon Schwochert, Figure Studies, Prismacolor Col-Erase pencil, 19%X11%in (50X30cm)
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Make an impactwith

GREY SK

»

In the first of three articles on painting skies in watercolour, Winston Oh
encourages you to get outside to paint on overcast days and shows you how
make grey skies interesting with a little improvisation and imagination

landscape painting, especially in

the flat topography of East Anglia,
and the likelihood of grey skies is
exceedingly high in the UK. There are
days when the sky is uniformly grey
and featureless, which discourages
painters from painting. Or, if they do so,
they return with plain or boring skies,
or perhaps a composition that
minimises the amount of sky. I made
this observation from students on my

The sky is a ubiquitous feature of

DEMONSTRATION Sky 1
» STAGE ONE

| wet most of the surface of the
paper, except one small area on the
upper left-hand quadrant that was
left dry to allow for a sharp cloud
edge. A couple of incidental dry
spots were subsequently revealed
when the washes were completed.
The paper could be laid flat, or at a
slight angle to prevent pooling of
water and paint. A strong mix of the

courses, who are taken to paint
outdoors daily unless it rains. On such
days I make the best of it and the
watercolour wet-in-wet technique to
create a variety of interesting skies.

Key points

@® The sky is a component of landscape
painting, covering up to three-quarters
of the paper surface. Therefore it makes
sense to focus on composing and
painting the sky to make it an

two colours - French ultramarine and burnt umber was laid in the upper-left corner,
but | left a small diagonal gap between the two segments

www.painters-online.co.uk

interesting and balanced part of your
landscape.

@® Look at the sky in front of your
chosen landscape. If it is not suitable or
interesting enough, look in all
directions and find, with a viewfinder, a
composition that appeals to you.

® Quickly do a thumbnail sketch, with
colour notes. Remember that skies and
clouds are not static and before you
know it the ‘perfect’ composition will
have changed or disappeared before

a STAGETWO

Mixing the pigments with more blue, | laid down two
segments of the lighter grey tone, maintaining the
diagonal design and leaving a gap between the two
segments. Next, | picked up what remained of the
stronger mix and painted a shadow beneath the lowest

cloud

< FINISHED PAINTING

Sky I, watercolour, 11X15in (28 X38cm).

Diluting the mix slightly | swept the brush across the
bottom part of the wet paper for a pale grey wash and
added a grey extension to the third cloud towards the
left edge. Finally, | painted several horizontal thin clouds
at the bottom of the composition to indicate receding
distant clouds. Notice the white oval spot with dry
edges, created by deliberately not wetting that area,
which serves as a visual centre of focus. | softened it with
a little grey paint with a small dry brush
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DEMONSTRATION Sky 11

a STAGE ONE

For this improvised cloudy sky | again used French ultramarine and
burnt umber. After wetting the paper, but leaving a small dry area in the
upper middle section, four segments were painted in different colours,
starting with the bluer mix and adding progressively more burnt umber

a STAGETWO

Thinner and lighter cloud shapes were added using a variety of
greys to indicate receding distant clouds. Note once again the
separation of the burnt umber as it dries, and the distinct
flocculation of the French ultramarine in the darker upper segments

» FINISHED PAINTING

Sky Il, watercolour, 11X15in (28 X38cm).
Shadows were added below the two grey
clouds on either side to give them form and
depth, and a distinct visual centre of focus
was created using almost pure French
ultramarine. | planned for this by leaving a
dry edge in that position at the beginning

‘You will enjoy
painting outdoors,
even on a dull

grey day’

you have your sketchbook out, or get
your paint on paper.

® Use a digital camera. This may be
anathema to some traditionalists, but I
see no reason to deprive the painter of
images of attractive sky compositions
that can be recalled as and when you
are ready to paint your sky. Better that
than rely on memory alone (short-term
memory becomes dodgy as we age).

@ If there is nothing suitable on site,
then use your imagination. Improvise
and design your own grey sky to suit
your composition. If you require
inspiration, keep a file on your digital
device of different skies that you have
seen and recorded that you can scroll
through.
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where more pigment was used

® The composition of the sky should
incorporate a visual centre of focus,
visual leads in from the periphery, such
as the contours of clouds, and be
tonally balanced. Make an effort to vary
the colours, tones and texture in
clouds.

Basic equipment

For the exercises here use Rough or
Not surface paper of at least 140lbs
(300gm), to avoid cockling when wet,
about 11x15in (28x38cm). Your brush
should be appropriate for wetting the
paper and laying large washes — about
size 10, sable or squirrel hair. I
recommend starting with French
ultramarine and burnt umber, as they

are transparent pigments and mixtures
of the two are close to the grey colour
of skies and clouds. Burnt umber
diffuses out of the mixture to give a
warm tinge to the darker clouds. French
ultramarine flocculates (clumps
together) as it dries, collecting in the
pits on the surface of rough paper, and
does not diffuse as readily. These
effects enhance the visual impact of the
sky painting.

Grey skies can be painted with
numerous other colours and mixes. Try
French ultramarine, cobalt blue or
cerulean with burnt umber or burnt
sienna, or light red and Indian red.
Payne’s grey on its own is another good
alternative.
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The exercises

The first exercise is an example of an
entirely grey sky; it is a balanced
composition with a visual centre of
focus, the diagonal sweeps of clouds
create a sensation of movement and
depth and recession are indicated by
the progressively thinner clouds below.
The shadows beneath the clouds give
form and solidity. There is a variety of
different greys. Although the
composition was pre-conceived, much
of the painting was improvised, and the
whole process took less than five
minutes. It is a technique that |
recommend enthusiastically.

There is a particular way of painting
the clouds. The loaded brush has to be
pressed down on the paper to
discharge an even wash of pigment. As
the brush is drawn along, make a
squiggling motion at the same time, so
as to form an irregular cloud shape (a
similar motion to shading with a
pencil).

All three examples demonstrate the
technique of composing, mixing and
laying the washes on wet paper to
achieve lively skies with a variety of
different colours, textures, and tones;
compositions that display movement,
rhythm, balanced tones and a visual
centre of focus. They show the
versatility of using just French
ultramarine and burnt umber. With
imagination, improvisation and
confidence gained from practising the
technique, you will enjoy painting
outdoors, even on a dull grey day.

Winston Oh

teaches watercolour at Dedham Hall,
Dedham, Essex. A past student of James
Fletcher-Watson and John Yardley,
Winston is an elected member of the
Pure Watercolour Society and is
represented in the Singapore National
Art Gallery collection. He has held solo
exhibitions in the UK, Switzerland and
Singapore, and taken part in mixed
exhibitions in Sydney and London.
www.winstonoh.com
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a FINISHED PAINTING

Sky Ill, watercolour, 11X15in (28 X38cm).

PRACTICAL

DEMONSTRATION
Sky 111

< My reference
photograph

| suspect that many artists would
find this composition intimidating
to paint in watercolour

<« STAGE ONE

Again using French ultramarine and
burnt umber, | wet the lower half of the
paper and, with a strong mix with more
burnt umber than before, got on with
the upper dry edge using the tip of the
loaded brush. Thereafter the full brush
was discharged to form the dark grey
middle segment, and different grey-
blue mixes were used for segments in
the bottom half

< STAGETWO

The same technique was applied to the
upper half of the composition, using
much the same range of mixes for the
different segments. The midd